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The top-end sweep of Australia from November to April is a melange of moist atmospheres, 
of rain-steeped heavens and verdant environments. During other months, aridity will replace 
a colour swatch of green with charcoal-streaked bone, tan and brown. Season by season, 
the drama of monsoonal rain with its calibrations of grey will transition into smoke plumes of 
equal spectacle only weeks later, and then, in turn, charred sticks will sprout lime green 
shoots. Amid the growth of woodlands, mangroves, rainforests and cane plantations, tonal 
kaleidoscopes will renew one’s optical addiction to the natural world. In a state of sensory 
presence, seeing can become an experience of oneness with living colour.  
 
For artist Claudine Marzik, Far North Queensland is not only a place of unending observation 
but a source of contemplative being. As if designed to simulate this state, a large body of 
new of paintings has been selected and purposely installed to invite immersion in an 
atmospheric colour surround. Consistent with Marzik’s spare gestures, in Far North there is 
no sense of bush clutter or claustrophobic forest, rather, spaciousness prevails even within 
dense textural layers, along with finely-judged shifts of tones and hues. Her previous 
hallmarks of restraint and minimalist elegance are present side-by-side with vigorous 
slashes, and despite the sheer scale and technical range of this show, Far North is a 
cohesive whole and represents Marzik’s most accomplished exhibition to date. 
 
Although catalogued as a numerical continuum, the paintings in Far North are grouped into 
three loose categories under Marzik’s examination. Firstly there are long-distance views onto 
rainy swathes of vegetation or dry woodlands; often these are large-format works or sets of 
panels. Secondly, the close-up series show qualities observed from texture in detail, of tree 
trunks or fences, while the burnished glow in some paintings suggest bark surfaces slicked 
with rain. Finally, the microcosmic group looks at minute parts of organic matter, enlarged 
into giant fibre lines or tangles. Each distinct group is a series unto itself but acts as a foil to 
an adjacent contrasting series. 
 
Returning to Far North as a three-dimensional installation – a seeming contradiction for 
series of flat paintings wrapping around the walls of several spaces – it is Marzik’s skill for 
composing in layers that offers a viewer the sense of entering spatial dimensions. Marzik 
formerly practised her profession of floristry in an exacting European context, but later also in 
freer, more sculptural ways in Cairns. Planes of leaves and stalks make sense aesthetically if 
placed with an eye for correct assemblage. In the most refined of floral art forms, the tradition 
of Ikebana saw Japanese Zen practitioners transferring many of the qualities of high art into 
an expression of oneness with nature. It seems to me that Marzik, with her sheets and layers 
of colour in these paintings evoking planes of foliage or diaphanous shafts of rain or 
nebulous drifts of smoke, achieves a confident arrangement of elements that is spontaneous 
and naturalistic, reminiscent of a perfectly placed arrangement of flowers. And when 
encountered, a perfect floral arrangement reminds us that beauty is to be experienced in the 
world around us – not to be analysed but to be felt. 
 
This reminder not to over-analyse the world could also apply to Claudine Marzik’s genre of 
Abstraction. Yet a few brief observations on this genre are fitting, given that the cultural 
movement called Modernism, within which abstraction resides, turned 100 years old in 2007.  
Its birth is acknowledged by many art historians as the moment a shockingly ‘primitive’ 
painting by Pablo Picasso, Les Demoiselles d’Avignion, was completed in 1907. Only eleven 
years later, Kasimir Malevich presented White on White, suggesting that painting could be as 
minimal as a snow drift. In between, Wassily Kandinsky’s fragmented landscapes had joined 
the rush to reduction while injecting flourishes of colour and form and creating a style later to 



 
be dubbed Abstract Expressionism – one of the many offshoots of Modernism in the 
twentieth century which became a mainstream visual language. 
 
By the mid twentieth century, the pervasive existence of Modernism in the western art world 
brought with it an obligation for viewers to channel a measure of personal effort into decoding 
or perceiving what an abstract picture communicates to them. Intuition remains a good entry 
point for abstract art by women in particular. In the realm of intuition sophistication can dwell, 
for it is from opening out to intuitive meanings that complexity wells up in sensory responses 
along with intellectual analysis, judgement of composition, awareness of colours and how 
these make one feel: territory laden with left brain/right brain tussles. This is why, in my view, 
good abstract art remains such an intellectual, metaphysical and emotional adventure. 
 
These reflections on the attributes of Abstraction apply to Marzik’s work despite a parallel 
reading that the subject matter of Far North is the natural world. Both are simultaneously 
there: nature and a contemplative aura make their serene presence felt in this abstract 
exhibition. Importantly, Marzik’s Abstraction is part of a universal art of the twentieth century 
which had sought a balanced fusion of colour and form. Her further inclination is toward 
Minimalism, paring away many original coats of colour and line and gesture to find an 
essence or to distil a unity. 
 
My hope is that viewers at a distance from Claudine Marzik’s home in Cairns find an intuitive 
connection with the many individual paintings or series in Far North, as well as with its overall 
atmosphere. Such connections do bestow a richness of perception enjoyed by her audiences 
in this far northern part of the world. 
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