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JULIE MILLER MARKOFF
V I S UA L A R T S AWA R D

The Julie Miller Markoff Visual Arts
Award was established in 2014 and
supports a La Trobe University visual
arts student in the transition from
University studies to the development
of an ongoing professional practice.
Julie Miller Markoff is a business
woman, entrepreneur, change maker
and supporter of the arts.
Punctum Caecum is the third and final of
three Visual Arts Award exhibitions to be
presented at the La Trobe Art Institute.
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FOREWORD

La Trobe Art Institute (LAI) is pleased to
present the work of Mici Boxell as part of the
Julie Miller Markoff Visual Arts Prize. We are
delighted that a student from the University
is afforded an opportunity to exhibit with us
in this way and all the more excited that an
artist of Boxell’s talent and commitment is
involved. The support of Julie Miller Markoff
is a most valuable and tremendous boon for
visual arts students of La Trobe University,
helping to pave the pathway from the
learning environment of art school to the
professional sphere of public presentations.
LAI thanks Julie Miller Markoff for her
commitment to the arts and her influence on
the lives of emerging artists of the region.
This exhibition represents a slice in time for
Boxell and her productive output. It is the
result of research, diligence, consideration
and creative decisions. Where there are layers
within the images themselves, there are also
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layers reflected in her artistic endeavours.
Boxell considers the depth of things while
attending to their surface realities. Cutting
through the nature of a given reality she
searches deeper inside the very heart of the
scene. Textures of materiality are celebrated
as form and as symbol. At work here is a
folding of perception on top of reflection.
Composing shape and figure, colour and
landscape, Boxell weaves foreground
and background in a process of push and
pull that embraces the viewer’s position
as central while allowing her imagery to
manipulate that very acknowledgement
of control. This playful celebration and
disorientation honours the role of the
viewer, imbuing the work with a sense
of connection between creator and
consumer. Boxell clearly revels in her
dexterity and ensures we are drawn into
her manifold realities with good spirit.

LAI would like to thank the artist for her
approach in working toward the presentation
of this show, grateful as we are that such
care in conception and execution has been
put into her productive output. Within the
context of a University environment, you
can’t ask for more than well-considered
ideas delivered with material acuity, and in
this respect, Boxell delivers with aplomb.
Dr Kent Wilson
Senior Curator
La Trobe Art Institute (LAI)
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SEEING AND SEEING
AGAIN: MICI BOXELL’S
PHOTO-COLLAGED PRINTS

that you have to decide to do. For most of us
we hurry through life never contemplating the act
and process of looking, or any other sense for
that matter. Do others taste things exactly as we

In many ways, the process of watching
has become a process of forgetting.1

So, declared John Stezaker in a conversation
with Krzysztof Fijalkowski and Lynda Morris
in 2007. Stezaker, one of the most important
photo-collage artists of the late 20th century,
comments as much on collage as a technique
as he does on the act of looking. We now live in
a visual-age where our senses are bombarded
and overloaded with images. Television, print
and digital media, billboards, smartphones and
tablets project an endless stream of images
from the moment we wake to the time we rest
our heads. In many ways, we have no choice
other than to engage with them. However,
engage does not necessarily mean that we
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taste them? Do others hear music exactly as we
hear it? Is a scent smelt identically by each of us?
Do we all see what we see the same way?
For artist Mici Boxell, this last question is
one that she has had to confront through
necessity. Diagnosed with prosopagnosia,
also known as face blindness, she navigates
life without the ability to recognise familiar
faces. For Boxell, knowing people comes
through identifying them by their gestures,
their voice and other physical attributes.
Seeing is a sense that she is acutely aware
of and one, that in more recent times through
her artistic practice, she has begun to explore
in detail. She asks of herself and the viewer,
what is it that you are looking at and do we
share a similar vision and perception.

are fully aware of what we encounter. We are,

Boxell’s investigation is framed by the ideas of

as Stezaker points out, more likely to forget.

the German philosopher, Ludwig Wittgenstein.

Viewing is no longer dictated by a process of

One of the 20th centuries most important

concentration. We have forgotten that looking,

philosophers, his work interrogates the logic

as David Hockey so poignantly states, is a more

of language and also notions of seeing and

positive act than you think, that it’s something

perception. In his Philosophical Investigations,

published posthumously, Wittgenstein
explores the theory of aspect perception, the
idea that the exact same image can appear to
be two different things. Wittgenstein describes
it thus: “I observe a face and then suddenly
notice its likeness to another. I see that it
has not changed; and yet I see it differently.
I call this experience ‘noticing an aspect’.”2
Drawing on the illusionistic image of the duckrabbit by the psychologist Joseph Jastrow – a
simple line drawing which looks both like a
duck facing left and a rabbit looking towards
the right – Wittgenstein seeks to explain
this idea further, incorporating the complex
reliance of language to decipher images:
I see two pictures, with the duck-rabbit
surrounded by rabbits in one, by ducks
in the other. I don’t notice that they are
the same. Does it follow from this that I
see something different in the two cases?
– It gives us a reason for using this
expression here.
“I saw it quite differently, I’d never
have recognized it!” Now, that is
an exclamation. And there is also a
justification for it.

I’d never have thought of superimposing
the heads in this way, of comparing them
in this way. For they suggest a different
mode of comparison. The head seen
in this way hasn’t even the slightest
similarity to the head seen in that way —
although they are congruent.
I’m shown a picture-rabbit and asked
what it is; I say “It’s a rabbit”. Not “Now
it’s a rabbit”. I’m reporting my perception.
– I’m shown the duck-rabbit and asked
what it is; I may say “It’s a duck-rabbit”.
But I may also react to the question quite
differently. – The answer that it is a duckrabbit is again the report of a perception;
the answer “Now it’s a rabbit” is not.
Had I replied “It’s a rabbit”, the ambiguity
would have escaped me, and I would
have been reporting my perception.
The change of aspect. “But surely
you’d say that the picture has changed
altogether now!” But what is different: my
impression? my attitude? — Can I say?
I describe the change like a perception;
just as if the object had changed before
my eyes.

9

“Ah, now I see this”, I might say
(pointing to another picture, for
example). This has the form of a report
of a new perception. The expression
of a change of aspect is an expression
of a new perception and, at the same
time, an expression of an unchanged
perception.3
The oscillation of perception, which
Wittgenstein unravels above in the context
of language is used by Boxell as a lens for
creating images that go to the heart of her own
question: do we all see what we see the same
way? Her fragmented, collaged images retain
an ambiguity where multiple layers push and
pull and recede and advance, both creating
and disrupting that which we are trying to
perceive. In Cowboy Hats and Hands (2017)
we are instantly drawn towards the sunglasswearing-face which occupies the central
focus point of the work. Our eyes continue
moving down, connecting the head with the
denim-covered torso, aiming to complete
the disrupted image of a cowboy. In the next
moment, we are drawn to the two hands,
which seem to be holding and unveiling the
cowboy’s head simultaneously. Next, we see
a pair of black boots, revealing a secondary

10

figure in the composition. What and who is it
that we see. Is it the unidentified figure holding
a photograph or is the cowboy peering through
a ripped surface? TV Face and Camera Eyes
(2017) similarly challenges us to consider what
it is that we are encountering. Is it a kneeling
figure wearing a television over its head or
a sci-fi inspired image where the subject of
a 1970’s television show has morphed its
way our out of the screen schizophrenically?
Even focussing purely within the frame of the
television screen we are confronted with an
image which is both a young lady holding a
camera up to her face and another without. In
such works, Boxell references Stezaker, who

Höch, Lois Dourado and Jesse Treece, Boxell
does not present the collage as the final work,
instead printing a large-scale photographic scan
of the initial construction. Complicating the collage
methodology even further, Boxell does not cut and
paste her original source material: images from
early National Geographic magazines. Instead,
she scans the originals and uses the copies to
experiment and to permeate multiple works – as
is evident in the image of the autumnal leaves of
a maple tree which appears in the three works

she sites as a reference, and younger collagebased artists, such as the American Jessie
Draxler, whose work is likewise centred around

Writing about Stezaker, Charlotte Mullins declared
that “there is something material and real about
the clean-cut lines of Stezaker’s collages and
their fragmentation and reconstruction of the
face that compels us to return to them again and
again.”4 The same came be said for Mici Boxell’s
works. They engage the viewer in a way that
all good art should: they ask us to go back and
keep on looking. By doing so they force us to
look seriously, closely and with conviction. They
confront us with the question which is at the core
of this artistic project: do we all see what we see

ideas of transformation and illusion.
This idea of ambiguity, so present in the
composition of the final work, also exists in
the actual methodology which Boxell employs.
On the one hand her works are digital prints;
arguably within the realm of post-photography.
On the other they are collages and sit within
the century long-tradition of this artistic
strategy. However, unlike Stezaker and other
photo-based collage artists, such as Hannah

Autumn Winter Fall (2017), Autumn (2017) and
Mickey (2017) – further creating the ambiguity
which is central to her practice.

Dr Vincent Alessi
Senior Lecture
Department of Creative Arts and English
La Trobe University

“The Encounter with the Real: John Stezaker in
conversation with Krzysztof Fijalkowski and Lynda Morris.”,
The UnMonumental Picture, exh. cat., New York, New
Museum of Contemporary Art, 2007, p. 116.
1

Ludwig Wittgenstein, Philosophical Investigations, 4th
edition, 2009, Sussex, Blackwell Publishing Ltd, p. 431.
2

3

Ibid, pp. 435-7.

Charlotte Mullins, Picturing People: The New State of the
Art, New York, Thames and Hudson, 2015, p. 58.
4

the same way?
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MICI BOXELL
Mici Boxell is a multi-media and
transdisciplinary artist.
Her practice spans photography,
sculpture, ceramics, installation,
video, painting and performance.
Boxell is a collector of images and ideas.
As an adult she was found to have
prosopagnosia and this has had a profound
effect on her and how she identifies
with her past and ongoing practice.
Currently working with photographic
images both taken and found, her work
is an open-ended investigation into
how we look, how we perceive, how
we remember, the formation of mental
images and the likenesses of things.
Her work often takes a public and then
a private view of a concept, moving
back and forth between intellectual
inquiry and personal reflection.
She is most interested in exploring
the boundaries that exist between
thought and expression.

Mici Boxell graduated with a Bachelor
of Creative Arts degree from La Trobe
University in 2016 and is currently
studying an honours year at La Trobe.
Boxell is a founding member of TART Artist
Run Initiative and Stage Manager and
performing member of the CreateAbility
Performance Ensemble. She has worked
collaboratively in public art initiatives and
with other artists locally and abroad.
Awards and Prizes
2016: The Julie Miller Markoff Visual Arts
Award, The National Association of Visual
Arts (NAVA) Ignition Prize for Professional
Practice and the La Trobe Art History Alumni
Visual and Creative Arts Exhibition Prize, this
acquisitive prize puts Boxell’s work into the
La Trobe University permanent collection.
2017: The Mason Family Trust Arts
Bursary Award, The Mason Family Trust
Arts Excellence Award, The La Trobe
University Alumni Association Bendigo
Chapter Undergraduate Scholarship and
the La Trobe University Honours Grant.

35

LIST OF WORKS
All works courtesy of
Mici Boxell

Autumn
2017, digital inkjet print on rag paper
76cm x 102cm
Cowboy Hats and Hands
2017, digital inkjet print on rag paper
76cm x 102cm
Tv Face and Camera Eyes
2017, digital inkjet print on rag paper
76cm x 102cm
The Business Warrior
2017, digital inkjet print on rag paper
76cm x 103cm
Autumn Winter Fall
2017, digital inkjet print on rag paper
76cm x 103cm
Mickey
2017, digital inkjet print on rag paper
76cm x 102cm
The Warrior Farmer
2017, digital inkjet print on rag paper
76cm x 104cm

36

37

THANK YOU

I would like to thank Julie Miller Markoff for
her generosity in offering such an opportunity
to myself and the other recipients of this
prize. The prospect of a first solo exhibition
has had a profound effect on my current
and future art practice. Thank you Julie.
Recognition and thanks must also go to my
supervisor Dr Vince Alessi for his support,
guidance and good advice, Dr Kent Wilson
for his assistance and expertise, Jacquie
Frawley for her wonderful work and creative
eye in putting the catalogue together, Ian
Hill for his technical assistance over the
years and the gallery staff at the La Trobe
Art Institute for all of their assistance.
My most loving appreciation goes to
my daughter Winnie who has been
such a support and a joy in my life
and to my wonderful family who have
always been so encouraging, loving,
understanding and supportive.
I dedicate this exhibition to my beautiful
grandmother Margaret who has always
told me I am capable of wonderful things.
Mici Boxell
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La Trobe Art Institute would like to expressly
thank Julie Miller Markoff for her generosity
and support with regard to this exhibition,
this publication and her commitment
to assisting University students make a
transition from learning environment to
professional practice.
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