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This project is concerned with new modes of ephemeral, lational practice for the
Australian public art audience. It uses visual art models to invest’ “1te the use of
everyday activities as an aesthetic premise for temporary public art activities in
Australia and results from a lack of cohesive models/frameworks for a temporary

public art practice.

Public art, usually publicly commissioned work for a specific site and intended for
public viewing, is in a state « change:  Australia, the transition from the production
of permanent, monolithic and monumental works is recent but this transformation is
already well establishcd in Europe. 1 have surveyed various models of public art-
making in Europe and have expanded upon the possibilities of employing these

models in Australia.

My research has becn informed by a number of contemporary theorists and artists
that, since the early 1980s, have been concerned with practices, variously termed

social sculpture (Beuys), new-genre public art (Lacy), functional site (Meyer) and
relational (Bourriaud), that dissolve the distinction between public art, community

art, art education and such avant-garde practices as performance and conceptual art.

Since the 1990s, artists workit  in public have begun to depart sharply from the
dominant, abstract, ego-driven, Modernist mode of production. Rather than defining
private, autonomous systems of representation, they have begun to use the vernacular:
sitcs and social structures that directly relate to the personal experiences of the public.

Instead of producing discrete objects, the focus has shifted to the infiltration of, or
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interventions into, the flow of the daily lives within the community. These
interactions promise more profound revelations of sites and the creation (or re-

creation) of a sense of community.

Such practices, to which the ephemeral nature of experience is fundamental, be a
clear lineage from early conceptual practice of the early 1960s that generate
interactive relationships between artists and the community. This project studies the
relationship between art, the artist and the community through participation in twelve
events in Europe and Australia; of these, seven were chosen to exemplify the key
factors that help make a project suc  ssful or, in some cases, unsuccessful.
Throughout this rescarch the objective was to identify, describe and salvage from the
social space, a temporary ongoing and sustainable justification for supporting
relational practice into public art-making and programming in Australia. This, in turn,
will support and provide an alternative to permanent public art that is currently
favoured by major public commissioncrs. Methodologies have included situational
observations, collections of stories, living in situ, performance-based activities, video,
art in situ and permanent and temporary commissioned public arl works. Each has

facilitated a personal understanding of public art-making.

The project concludes that the connection of people and their everyday activities,
although often tenuous, is directly related to what binds communities togcther.
Furthermore, this rescarch suggests that ‘Relational Public Art’, that is, projects where
artists have meaningful access to community, facilitate the free flow of a more diverse
and opt  discourse. Despite the conclusions [ have awn, the project is not aimed to

present a definitive solution to public art-making. Rather, it has been driven by the
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need to understand how contemporary site has changed the way in which we, as

community, as artists, and as art agencies, can participate wholly within public art.

This research has produced a series of national and international projects; the
accompanying exhibition includes components of the final project, The _.__king of
Curtains and informative pancls that illustrate  selection of the projects that best
exemplify the research topic. The exegesis includes documentation of the practical
and conceptual investigations together with the research underlying the historical and

contemporary themes associated with site-based art practice.
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r
This project has involved the research and development of a number of projects and
commissions sited within communities and public art locations. The early stages of
cnquiry involved rescarchir  historically and contemporary public art both permanent

and temporary throughout Australia.

As the project developed, it became clear that I was less concerned with the issue of
site~specificity and permanent public artwork, and the focus shifted as the rescarch
began to concern itself with the community and the everyday, through involvement
with the community the artist role appeared to change. This raised a series of
questions with regard to the way the artist interprets or relates to site. In addition to
this enquiry, the role of the artist within the community was also re-examined. At this
point Clair Doherty, in her essay, The New Situationists alluded to a new role for the
artist in contemporary site specific practice by suggesting that the role of the artist has
shifted from viewing to participation, giving rise to a marked shiff, in some instances,

the role of the artist from object maker to service prc  der. (Doherty, )04, p. 9)

The singular topic, service provider, was extended and the research :panded into an
invest’ tion of the changing role of the artist within the context of site-specificity
and the artist relationship to the people/community for which the art is intended. It
was during the early stages of this newer investigation {about one year into my
candidature) that the research shifted to Europe and particularly France where there is
liverse range of public art activities to draw upon. It became clear that French

public projects appeared to address a more social involvement in the art process, and
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with this in mind the concept of people’s relationship to the everyday was  visited

and reassessed and its importance re-established.

Through this re-assessment, ideas about the role of the community and the
importance of the personal experience emerged. In particular, wanted to explore the
ways in which ‘art’ could infiltrate the community in  ch a way that long-term
residents might look afresh at their environment and to their relations to others.
Suzanne Lacy’s pivotal text, Mapping the Terrain: New Genre Public Art (1994)
guided the research through its highlighting of the historical complexity of public art
interr itions in the United States. | found that Mapping the Terrain, although based
principally on projec  where the attists worked with socially marginalised
communities, and with “social creativity” rather than artistic self-cxpression, was
reinforc  my research. I also felt that Lacy’s models were too political in
motivation. Lacy’s model for new genre public art became an important point of
departure for my own research. What she clarified for me was that I did not  ant my
model to be overtly political. Although public art almost always has political

association, I did not want to make art that was about politics.

While Lacy’s thesis was both stimulatii - and thought-provoking, especially her idea
that the ‘new genre public art’ calls for an inte ~ative critical langus == throt "1 which
values, ethics and social responsibility can be discussed in the context of art, my
project has focused on projcets sited in communities, and from this | have been able to
extract a working model that is based on relationships, social creativity and the role

the artist has in opening avenues for cuitural exchange.
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With these findit : driving the project, the research focused on content and process
rather than formal conccrns of the finished object/installation. Although the object is
important, it became increasir 'y clear that the object had bccome secondary; rather
the research focused on the ephemeral aspects of interaction with the local
participants, the community and the artists relationship within the community. This
led to a further area of investigation: namely, an exploration of the relationship

between the artist and the audience.

| found that it became necessary to investigate the importance of direct personal
relationships within the community  d how it would be possible to validate such
research. The interaction with site and audience participation became the driver of my

project and the event replaced the ‘art object” as the outcome.

There were twelve vastly different projects undertaken during my candidature-- some
permanent, some temporary, somc ephemeral. The difficulty in choosing which
projects were successful and which were not caused me to undertake an intense study
of permar 1t public tontl east coast of Australia, and this, in turn, was used to
provide a benchmark for the selection of my projects for submission. Eight projects
were chosen for the exhibition submission, the main project, The Making of Curtains
beir  the project most related to Hobart, Ta:  inia--my final stopping point in a

period of itinerancy associated with the research.
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Chapter 1:

Chapter 2:

Chapter 3:

Chapter 4:

Project description, introduces and identifies the research propositiorns.
The parameters of the research are outlined, and the bacl -ound

influences are discussed.

This is a brief history of public art and how this relates to
contemporary site specificity. The significance of everyday activities
both historical and contemporary is also reviewed. This in turn
provides the historical significance of the everyday and supports such

activities as a 1table medium for temporary publ” engagement.

This chapter explains the methodology and provides an in-depth
description of each project and commission fron post application to

completion. [tinerancy, as a research method, is also explained.

Furthermore, this chapter provides an analysis of the »mmission and
identifies and discusses strategies that made each project successful, or
in some cases, unsuccessful. The making of curtains is the conclusive
project (model/template), incorporati  the six strategies found that
develop effective community gement with public art. A final
comparison is made between a commissioned public art project
(Dalby) and a model for an alternative public art project (The Making

of Curtains).

This chapter also provides a conclusion to the project and how this

exploration has contributed to the field.
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My central research propositions initially began with a very direct set of intentions: to
understand the role of public art within our community and how it fails to address its

audience.

How does public art develop a meaningful relationship to its audience? What

is the nature of these rclationships?

How do the mechanisms of public art production (policy, selection procedures,

funding, production) develop this relationship?

What are modes of production that encourage the development of these

relationships?

How does the public benefit from public art and does art have the power to

regain and /or to re-create community?

Throv -1 answering these questions my enquiry shified to the role of the artist within a
community, and how the artist and the public art commission can be of benefit to
each other, and in turn benefit the wider community. The answers to these questions
encouraged a holistic approach and a new line of questioning arose, directly related to

the community.

Can better relationships be developed if the artist becomes part of the

community?
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Can interactions with personal, everyday activities generate a more
meaningful reception than the ofien inaccessible and pretentious (from the

public's perspective) declared intentions of  ntemporary art?

‘The further question that this project brought to bear was the relationship
between the audience and the viewer as whethcr or not it is appropriate for the

public to be involved in the construction of the work.

Can these relationships t  improy ' by shifting the focus from rcsult to

process, and from object to event?

This initiated still further questioning: and it is for this reason that the focus shifted
and the research took the focal point from the material object into the ephemeral
aspects of interaction with the local participants, the community and the artist

relationship within the community.
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Once upon a time, everything in the world, indeed the world itself, seemed to have a
kind of purpose. Human beings could feel at home there, if only somewhat uneasily.,
inasmuch as their own purposes, however different in content, were more or less of a
piece formaily with those of Nature and God. Thes modern science came along and,
under the encouragement of increasingly sophisticated mechanical technologies,
reconceptualized nature on analogy with the machine, analysed wholes info parts,
replaced final causes with efficient causes, and seemed to discredit all feleological

explanations of natural phenomena. (Merleau-Ponty, 2003 p 313)

It is for these reasons that I grapple with philosophy, science and western culture: We
live in and out of complex environments and struggle with ways to relate to them. I sit
in wonderment at the world although nothing surprises me any more. [ find Nature
and the world uncontrollable but [ still aim to discover new ways to look at it. Some
people take religion as an absolute standard: to others, the consumer economy and the
principles of capitalism are undoubted articles of faith; there are also people who
believe in development and progress. Some people believe in the values of solidarity
and love between people and the importance of nature and the environm . My work,
past and present, addresses a mix of all of these elements, and continues to investigate

the relevance of my materials to the site, community or situation provided.

The background to this research project lies in work I completed as an Honours
student in late November, 1992, In the summer of January 1992, I had become

interested in fruit and how one extracts the essence from it.
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felt that a fundamental problem existed in the commissioning of public worl 1 felt
that therc was an underlynn  disregard for the communities involved. This led to a
significant dilemma: there had to be a model that would be suitable for me as an artist
to provide all the necessary ethical, emotional, social and political considerations

needed 1o work as an artist.

In 2001, 1 was involved in the first Floating Land project curated by Kevin Wilson
who was  that time the Director of the Noosa Regional Gallery in Queensland. The
initiative was both experimental and courageous within an Australian context. Keen to
try an lernative approach, Wilson travelled to Europe researching various projects
particularly focusing on France. Floating Land, curated by Wilson, engaged French
artist Francois Davin, co-founder of AININ,® to oversee the project. Floating Land
brought together nineteen artists; | was selected as one of the two ‘local” artists alor—
with ten other Australian artists and seven international artists. Wilson describes
Floating Land as a laboratory of ideas centred on the environment and the

community:

The event was not simply about artists going about making a product in a somewhat
unusual medium. It was also about those artists living more visibly in the community
-- livit  in people's houses, eating with different community members cach night,
and talking with a multitude of visitors as they were making and finally presenting
their work. It was a laboratory not simply for making art but also for developing

social relations. (Wilson, 2003,p 29)

® AININ. A collection of artists spearheaded by a French artist, Francois Davin, had been meeting since
December 1998 to refine their ideas. After much deliberation the group created a non-profit association
in April 1999, and consequently confirined a structure and goals at the end of June 2000. The tool they
chose in May 2001 as their principal form of communication is a web site which links to the web pages
of members, artists and organising communities. A dense flow of infernational opportunities and
information is regularly passed to members only. Internal forums set by the members allow thematic
discussions between them.
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direct relationship with the site. In this case, the text was laid across lithographic

prints of the historic sites of Périgueux.®

Figure 11: Think something different, 2002.

¥ See text in appendix D.
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cilitate the Artist in Residence program.” Three of the ok :mained longer as the
neighbourhood took ownership and requested that the work remain for as long as
possible’®. The site was, as the name suggests, a picturcsque walk, each work engaged
with the people who live within the area and with the place as a recrcational site. The
body of work was created intuitively, although I could see that the kind of
methodology 1 was developir~ had a considerable practical and theoretical _ irpose. |
was now developing a strategy, not only for researchit  my work, but a purposeful
engagement with the community in which the ork was  :nded. I was finding this

increasingly satisfying as an artist and on a personal level.

The walk on the Chemin de Halage, lies next to a narrow canal that runs parallel to
the Dordogne River that flows into the centre of the city of Perigueux. The Chemin
(Pathway) has several bridges and I chose two as subjects for the project. A stone
heritage-- listed pont (bridge), which had been continually graffitied, was
wallpapcred, and titled PPP. The second, a blue modern pont, was used as a vantage
point to view Homuage to What'’s His Name. These two works, along with five others,
includit the lithographic text work installed in the Visitation Gallery titled /n
memory of memory, played with the notions of being an Australian tourist in France.
Comme ci comme ¢a, DIY, Dare I and a sound work installed along the Chemin
played Australian bird calls, cited art history, the seeking of culture, and explored the

diffcrence in habitats, as a reason for travel.

? School projects were also developed throughout the project.

'* The work by its nature did not have the life span that the residents hoped and the work was removed
in the New Year as it began to deteriorate.
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These s  works ere successful in different 20 PPP exemplifies the most
successful socially integrated work, PPP objective was for me as an artist to link the
other inhabitants to the bridge and in turn give them a voice and a °visual rest” from
the youthful graffitists. [ began door-knocking once again and, through this collective
process, [ accumulated odd rolls of excess wallpaper that the local inhabitants had not
uscd in the decoration of their homes. I then proceeded to cover the face of the
historic bridge with this paper, "ving the residents a playful understanding of their
contribution to the work in situ. + withthe rsor  object drawings in 2002, when [
first began seeking to establish a relationship with and among the local people
through the drawing of their objects, [ had now successfully employed this method

further and had moved from the site of the home, from the everyday to a public place.

This project supplied me with a methodology that enabled me as an artist to work
independently of the art bureaucracy and the eonstraints of a curatorial premise. This
frcedom brought to the work a sense of wonder, an engagement and allowed for

relationships to develop.

After the completion of  am A Tourist and earlicr projects in Australia and France, a
considerable amount of self-and artist-reflection took place. It was undoubtedly these
experiences that led me to reassess my practice and a desire to understand the
relationship between site, community and the role of public art within our
communities. These simple yet complex questions led me to enrol in a PhDD program

in Tasmania.
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My primary aim is to investigate the role of public art within communities and
elaboratc on the importance of everyday activities and how such activitics can be

inco~orated into public art programming.

Although only briefly mentioned in the context chapter, Rudolph einer’s philosophy
of Anthroposophy and Joseph Beuy’s Social! Sculpture are foundational focal points.
Steiner and Beuys suggest that through Anthroposophy, society can develop in a
creative rather than an intellectual format because it encourages and promotes
intuition and inspirational insights. Social Sculpture in turn supports this through
suggestion that its praetice can build creative, holistic societies. This foundational
focus on Joseph Beuys® Social Sculpture played a key role in understanding the

motivation for this research.

By focusing on the early art happening and interventions of the 1960s to the 1990s, [
aim to reveal new methods of public engagement and discover why traditional public
art was ing redefined. Esscntial to these aims, Suzanne Lacy  new genre public art
received attention, “unlike much of what has heretofore been called public art, new
genre public art-- visual art that uses both traditional and non-traditional media to
communicate and interact with a broad and diversified audience about issues directly
relevant to their lives--is based on engagemen. .[Lacy, 1995, p 19) This led to a
further and more significant area of investigation. Through the examination of The Re
enchantment of Art (Suzi Gablik) and Relational Aesthetics, (Nicolas Bourriaud), the
impetus to critically view everyday life and the importance of an active engagement

with the community is established.



My secondary objective is to research, and eventual participate in, site-based public
art activities both permanent and temporary, and to demonstrate a field of art practice
that contextualises the research. My final aim is to reveal within the projects
researched what constitutes a successful public art project that engages community,
and furt' -, to evaluate and give credibility to the introduction of temporary
relational-based pt  ic art into  ainstream public art programs within Australia.'' By
doing this, | hope to improve the reception of public art and the community’s

understanding of the impc  ince of art to a community.

" Australia participates in various temporary public art activities, more recently, the ANU Domain
Project, Mildura Palimpsest, Floating Land Noosa, Farming with Mary Gympie and Laneways Project
Melbourne, Strand Ephemera Townsville, Sculpture by the Sea Bondi. Temporary works are also
becoming more popular and are being placed within Festival locations, eg Woodford Folk Festival.
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The ope of this project is immense; the current Australian study was limited by a
lack of Australian publicly commissioned public art history; it is for this reason that |
turned to the predominantly American writers and theorists in seeking to address the
question of public art-makir and site-specificity. | have employed the conceptual
foundations and historical legacies of past movements, in particular the 1960s and
1970s, to address some of the influences these movements have had on the

development of my project.

[ have tempted to remove the traditional art radicalism championed by these
movements and aimed to simulate various qualities of past practices of site-specificity
into the contemporary public art realm. It was at this stage that [ drew on theories

related to public  :activities and tI  relational nature of this practice.

Throughout the exegesis [ confer with Suzi Gablik’s The Re-enchantment of Art
(Gablik, 1991). Through this text 1 focused on the ceremonial aspects of relational-
based art making intl  public sphere. izanne Lacy’s book, Mapping the Terrain,
helped identify changes taking place within public art and audience participation.
Lacy termed this change in er - 1gement as New Genre Public (Lacy, 1995). Nicolas
Bourriaud  Relational Aesthetics (Bourriaud, ~102) provided a theoretical reference
point for identifying contempeorary practice and the role of the community. Clairc
Dohetrty’s From Studio to Situation (Doherty, 200 provided a scries of projects that
demonstrated and re-valued the significance of context in the commissioning and
production of art works. Miwen Kwon's One Place afier Another provided, as did

Lacy’s book, a critical history of site-specificity. Finally, Erika Suderburg’s Space
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te Intervention provided a differing theoretical context in which to approach site-

specificity and public art.

Terminology, in particular the descriptions relating to the values cited in public art
policies, also became a strong influence on the project. It is through misuse or a lack
of consensus of the vocabulary used that I encountered so many discrepancies in
public art-making. Furthermore, study was not specifically designed to evaluate
factors related to community art. Although some projects relate closely to community
art models they are not community art per se and [ felt it unnecessary to demonstrate
the difference between the project and community art.

The term site-specificity also required some clarification; this became increasingly
problematic due to the many usages available to such activities. As background 1
reviewed the genealogy of site-specificity since the late sixties and with this I realised
that the definition of site-specific practice is infinitely varied. The meaning of site
became so diverse that site-specificity remained inconclusive. I therefore stopped
trying to define site-specificity and focused on what makes a successful public art
project.'? A similar problem occurred when I began researching Joseph Beuy’s Social
Seulpture. Criticism of this practice became evident and 1 decided this, too, was

unrelated to the overall relevance of this project.

Furthermore, due to the methodology incorporating such a large geographical site and
the physical move from the artist studio to project site, this research covered a
diversity of media. With this diversity, a number of issues that would not have been

so prevalent in a studio-based research project were encountered.

2 eventually realised that the praject was not to define site specificity within any particular format but to simply ackhowledge
that it exists and find f term or a way of working thal encompassed what the research revealed.



The projects were completed with Australian methods and media in mind. Although
this did not adversely affect my research, | was aware that my findings might not be
transferable to an Australian context. Certain projects had curatorial and occupational
health and safety rcstrictions that at times affected the production of the work and the

finished product.
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[ began researching twenticth-century art theory and philosophy looking for
alternative avenues of and for public art . Through the writings of Rudelph Steiner,
Joseph Beuys, Henri Lefebvre, Suzanne Lacy, Suzi Gablik, Nicholas Bourriaud,
James Mcyer, Mary Jane Jacob, Clair Doherty, Claire Bishop, Miwon Kwon, and
finally, Cher Krause Knight I began to think about the impetus for public art and why

a ap occurs between art, life and the everyday in so much public art-making."

The context material includes discussion on social ulpture, permanent and
temporary public art, relational activities, ephemeral site-based interventions and
events. The starting point was a study of the artistic movements beginning in the
1960s and, in particular, of conceptual-based art movements, such as the Situationists
and Fluxus, that argue for greater interaction between the artist, the work and the
public space. Susanne Lacy’s study, New Genre Public Art, has been a pivotal text
and is referenced throughout. I have studied the theories of relational aesthetics by
Nicolas Bourriaud, the writings of Miwon Kwon and Claire Doherly in order to create
a framework and a thcoretical context to argue for a stronger recognition and
commissioning of temporary art activities in the public art arena. The chapter is
divided into four sections. A bricf history of public art; the casualties of public art, the
histor! 1signifii  :e of the everyday, finally addressing the resurgence in art

activities and events.

' Appendix B Public Art and Policy Definitions
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By the late eightics public art had become a recognisable field. (Lacy, 1995, p23) The
concept of art that considered the place in which it was sited gained considerable

ground. As Cher Krause Knight observes:

This eventually led to site-specific approaches, in which the interaction between site
and art is a prime determinant in the works conception, design and execution, with

thc ¢ sometimes altering the site.(Knight, 2008, p5)

With more consideration to the site the potential for a diverse use of materials opened
a new set of working practices; public art began to engage with the site in which it

was intended.
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Having said this, there were and still are casualties of the public art programming in
America, Australia and the United Kingdom. The most famous - possibly because
such a huge amount of money was involved in the litigation was Richard Scrra’s
Tilted Arc in New York. Serra’s monumental steel curved form - 120ft long and 12ft
high sited in Federal Plaza - shocked the public art world in 1981, This sculpture,
commissioned by the Arts-in-Architecture (AIA) program, created such public and
political objection to the work and its placement, that the ¢«  missioners (AIA)
became involved in an expensive lcgal case regarding the work’s future. This
controversial sculpture and its fascinating story captured the art lover, onlooker and
the popular press. Tilted Arc’s controversial deployment made two things clear:
according to Balfe and Wyszomirski (1987), the commissioning and installation
processes for [the artwork] were “distinctly flawed,” and the subsequent removal of
public art called for as much careful consideration as its initial placement.(Knight,

2008, p. 12)

In Australia in the early 1980s, Ron Robertson-Swann’s Vaulf suffered a similar fate.
Vault was also made fora ecific site in Melbourne - the concept behind the br it
yellow steel sculpture drew on the architectural lines of Melbourne and the City
Square. At the moment of installation, public outcry caused the sculpture to be
removed from its intended site; in the case of Fault it was moved to the banks of
Melbourne’s Yarra River. In 2002 Vault was eventually relocated to its current site,
ironically the Australian Centre for Contemporary Art in Central Melbourne, not fur
from its original site. Serra, on the other hand, had rejected the possibility of

relocation and indicated that he would disclaim authorship if the piece was instalied
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elsewhere (Knight, 200 p 9) Tilted Arc and Vault question the politic  associated

with public art.

In Australia and the US therc hi  been a general outpouring of response to public
art that has led to a review of what the nature and function of public art means within
a community. Cher Krause Knight in her book Public Art Theory, Practice and
Populism makes two important points on how the AIA controversy over Serra’s Tilted
Arc helped solidify the role of public art. She suggests that The first is a simple
assertion that trudy ‘public art’ should be literally owned by the citizens The second
point that Krar  Knight addresses as an important outcon  of the Serra phenomenon
is the (albeit gradual) ‘recognition that public spaces and art are not
interchangeable’. (Knight, 2008,p. 7) Although public artworks are sometimes
moved, this is not always a desired outcome. Site specificity has —1ined currency
since the 1980s and, overall, the commissioning agencies are more aware of the
importance of the relationship of the object and the site and admit that general public

expressions of dissatisfaction are very influential,

A decade later, another controversial work of public art was created: Rachael
Whiteread’s (1993) sculpture, House, was commissioned by Artangel. It was cast in
concrete from an existir  Victorian terrace house, one of the last of an cxisting row of
houses in an area of East London that was being decmolished as part of an urban
renewal program. This work drew mixed responses: despite Whiteread’s House
winning the prestigious Turner prize for the best young British artist, she was also
awarded the K Foundation for the worst British artist for the same work. Such
contrasts exemplify the complexities of public art making. House, although not

commissioned as a permanent werk, suffered a similar fate to Tilted Arc and Vault.
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An examination of American public art history and Australian public art programs

shows that Australia has a relatively your and comparatively inexperienced public
art industry. Recently, morc public art funding has been available to produce a
stronger public art scene. In Australia alternative public art experiences have become

fertile grounds for research.

The influence of past practices on contemporary sitc specificity and interventions has
resulted in new ways of interacting within the public space. 1zanne Lacy’s Mapping
the Terrain: New Genre Public Art and James Meyer’s essays The Functional Site;
or, The Transformation of Site Specificity have, in recent years, suggested a more
radical form of public art which takes into account experiments that are more closely
aligned to Marxist theory, Steiner philosophy and Situationist ideals. In particular, the
public art activities associated with the Fluxus movement and other socially driven art
practices have suggested an ‘alternative” form of public art, fess concerned with
tradition and, equally, less concerned with permanency. James Meyer has made the

point, for instance, that:

In recent years, the exploration of site has again became a privileged investigation.
The current fascination with the art of the 1960s and early 1970s, a phenomenon of
scholarship and practice, has resuscitated the idioms af pop, scatler work, identity-
based activist art and performance, modes of conceptualism, and minimalism’s serial
syntax; [and the| contemporary explorations of site recall the legacies of earth art

institutionalised critique. (Suderburg 2000, p23.)

Works by artists identified with the Situationists, with Fluxus, with Minimalism, with
Arte Povera, and with Popism, can all be considered as part of what one might call

anti-modernist art practice. Encapsulated within this anti-modernist sentiment, these
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movements have challenged the institutionalisation of  t. In this sense, the
significance of these movements to the project is extremely important because they
suggest an alternative model, one which focuses on creating objects based on ordinary

life and pitched towards more everyday experiences.
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The simple act of walking is a medium utilised by various art movements throughout
art history. The Situationists in the 1950s, not unlike the Surrealists who also used the
streets as a precedent for such investigation, pcrformed what they referred to as a
dérive (dérive is French for drifiing)."” Unl e the Surrealists who charted their route
by chance, the Situationists made a serious commitment to the dérive by suggestir -
that a dérive could last anything from three hours to four months.(Ford, 2005, p35.)
The dérive is one example of an activity which heralded the use of the everyday
experience in order to help engage artists more readily with their local environment.
This dircct relationship allowed for the inclusion of the urban enviroment as a site and

acknowledgment that people do inhabit the place where such interventions take place.

Situationist artists Guy Debord and Michelle Bernstein “favoured at times not to
walk, favoured random rides around Paris in taxis” (Ford, " 05, p30.) Bernstein
further s1  jested that private vehicles should be banned from the centre of Paris to
allow the free flow of civilians and, in turn, the free flow of thoughts. Alternative
proposals were that the streetlights should have switches so that local residents could
control them. Contemporary re-evaluation of our domestic environment almost
suggests a reinvestigation of what were once regarded as seemly Utopian ideals.
Maps, photo documentation, and drawings were made to illustrate the importance of

the dérive.

""In a derive one or more persons during a certain period drop their usual motives for movement and
action, their relations, their work and leisure activities, and let themselves be drawn by the attractions
of the terrain and the encounters they find there. Debord, 1956 P 22.
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Figure 28: Guy Debord, The Naxed City, 1958.

Michelangelo Pistoletto, a leading artist in t!  Italian arfe povera movement, also
explored the relationship between the individual and the community by developing
the concept of the open studio along with community workshops and gallery
interactions. Projects such Palla di giornali (Ball of Newspapers), 1966, the huge ball
of compressed newspaper that Pistoletto rolled throv t the streets of Turin, a journey
captured in Ugo Nespolo's film,(Godfrey, ~705.) initiated a series of socially
interactive and responsive works that took place in the sireets in the 1960s. These
dérives and walking sculptures used in the 1960s have more recently becn employed
and revisited by artists such as Richard Long, who since 1967 has made works

recording his own path.
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understanding of the place as actual.(ed 1derburg 2000 p: '® Works by >rra,
Robertson:  wann and Whiteread are examples of this shift in thinking while
Wentworth’s and Alys’ work is morc closely aligned to the functional site definition.

As James Meyer observes:

The functional site may or may not incorporate a physical place. It certainly does not
privilege this place. Instead, it is a process, an operation occurring between sites, a
mapping of institutional and textual filiations and the bodies that move between them
(the arlists above all). It is an informational site, a palimpsest of text, photographs
and video recordings, physical places and things: an allegorical site. (ed Suderburg,

2000,p )7

Figure 31: Richard Wentworth, A Area of Outstanding Unnatural Beauty, 20 (Installation

view of the inside of building)

" Meyer, James, The Functional Site; or, The Transformation of Site Specificity Cited Spuce Site
Intervention Ertka Suderburg Ed University of Minnesota 2000 p 24

" ibid p 25
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Marxist theories consider art production as both a commodity and as a contributor to
the values inherent in our everyday life. This was developed further - German
philosopher Rudolf Steiner whose philosophy is based on the notion that there is a
spiritual world accessible through our thoughts and these can be accessed by a
development of the self. Steiner essentially believed that “through thinkir ~ with the
heart we can experience the truth in 2 moment of intuition, for it is this moment that
truth stands within the human being as a reality, as an objective human experience

and not some abstract theory”.(Steiner,1911,p115)

Steiner had a notable influence on the German artist, Shaman, and political activist
Joseph Beuys whose visual investigations into the political and philosophical
principles of liberty drew upon the ideas of these two philosopher-activists. Beuys,
along with the Dadaists, the Situationists and the artists of art povera, Fluxus, and
Pop Art, played a vital part in the reconnection of the visual arts with the everyday —
somethi  that many artists and critics had felt had been lost with the onsetof h™ "1

. 0
modernism.>

* The philosopher Arthur Danto has long written of art and philosophy but it was not until 1964 when
he viewed an Andy Warhol show that Danto exclaimed, “What was thrilling for me in that show was
the way it opened up, | thought for the first time, a way to think philosophically about art. Up until
then, it seemed to me, works of art were thought to have a strong antecedent identity. They had gold
frames around them, or were posted on pedestals, and one was expected to look upon them as pretty
significant.” {n particular, it was Warhol’s facsimiles of shipping cartons and the Briflo Box that caught
Danto’s eye. This experience proved pivolal for Danto and he continued 1o refer to this moment for
years to come. So if Danto had difficuities it is understandable that the general public agencies for
artistic intervention also had problems. The definition of art is a big issue and to incorporate the
everyday into art is for some not even felt much less considered.
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The Situationists Intcrnational (SI), ' especially through i leading member, Guy
Debord, rejected the idea of art as a separate or special activity.”> The aim of the

tuationists International was to destroy the division between art and  eryday life.
Fluxus also challenged this separation of art and life by producing games,
performances, happenings, music and dance where it became no longer necessary to
ask whethcr the event was art since everything cou = art. Art was once again

becoming public.

The politics of the 1960s revolved around discussions of war, multiculturalism, the
righ  of minorities, and the environment. Increasingly, humanist valucs and
approaches to art, life and the environment received more concentrated attention and
art was being re-humanised. Fluxus facilitated this by creating happenings, manifestos
and Fluxus ‘products’ that were nonconformist and anti-monumental. [ndeed they
focused on simple concepts, mundane activities and products that helped to promote

arl  an organic, lived experience.

In 1970 uys founded the Organisation for Direct Democracy and in 1977 at
ocumenta, Kassel, he transformed the Museum /Gallery into an office site for the
three months of an exhibition. Occupying the office, Beuys employed Steiner

philosophy and, usir  a blackboard to support his lectures on art and liberty, he

! Sjtuationists International SI was originally formed in France during the 1950s

2In The Society of Spectacle Debord describes the 221 thesis ‘as that of a society devastated by the
shifts from use-value and material concreteness Lo one of exchange value and a world of
appearances’”. This convoluted thesis at times I found unreadable, but essentially Harold Rosenbc
around the same moment in fime spoke of ‘proletarianization™: the ‘process of depersonalisation ana
passivity” brought on by modern social organization, the extension of the ‘psychic condition of the
nineteenth-century factory worker’ into the totality of twentieth-century society’?. Rosenburg suggests
that through demoralization people surrender themselves to “artifically constructed mass egos™. Sl
referred 10 this as the spectacle, entertainment became a necessity the Society blamed for having
allowed technology to create the problem.

22
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stressed the importance of dialogue and discussion as an art form within a community.
The centrality of Beuys’ position suggests that art and site specificity act to reiterate
creativity as a catalyst for society, a space that we can step into, a place to r« merate
oursclves, and a place to deal with our emotions and reflect upon ourselves using art

as a medium.

One of Beuys’ most ambitious community-based art events was 7000 Oaks, created in
1982. Alor with a small army of assistants, Beuys created this work which, as its
name s 1ests, involved the planting of several thousand oak trees, as a major
environmental statement at the time of the Documenta 7 exhibition in Kassel,
Germany. Beuys’ site intervention, 7000 Oaks, was perhaps the grandest in scope

. 23
and was a fine example of social sculpture.

* This ambitious project begun in 1982 became a five-year effort in which Beuys and other
participants planted 7,000 trees oaks throughout the city of Kassel in Germany, each with an
accompanying basalt stele as a marker. The solid stone form beside the ever-changing tree
symbolically represents a basic concept in Beuys' philosophy, that these two natural and yet
oppositional gualities are complementary and coexist harmoniously. Local community councils,
associations, and citizens’ initiatives determined where the trees would be planted. The organisation of
this project resulted in a series of conversations among participants concerning a wide range of issues,
from its impact on city planni  to its meaning for future generations. Completed in 1987 by his son,
Wenzel, on the first anniversary of his father's death, 7000 Oaks truly epitomizes Beuys' ideas about art
and its ability to effect change in society’ .http;//www, Walker art.org/archive/ 21 02 08
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Maintenance Art in 1969, and this applied equally to the home, all kinds of service
work, the urban environment, and the sustenance of the earth itself. She viewe the
Manifesto as “a world vision and a call for revolution for the workers of survival who
could, if organized, reshape the world.” Beuys” and Laderman-Ukeles’ materials and
actions’® addressed basic needs and stressed the importance of art making as a

social/cveryday activity.

 Mierle Laderman Ukeles 1973 maintenance art performances. Within these performances Ukeles
scrubbed every step, floor of the museum or gallery on her hands and knees thus forcing the so-cailed
enial tasks of cleaning usually assigned to women as an aesthetic experience,

? Beuys’ uses of materials often ephemeral were of symbolic value to him. For example; honey was
the product of bees who, for Beuys (following Rudolf Steiner), represented as ideal working model of a
society.
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Touch Sanitation, for instance, completed between 1978 and 1984, involved more
than 8,500 workers in the New York City Department of Sauitation. The performance
itself lasted for cleven months and Laderman Ukeles’ intention was "to face and shake
hands" with each one of the 8,500 sanitation workers while saying, "Thank you for
keeping New York City alive." Flow City (1983-current) and Fresh Kills: Landfill
and Sanitation Garage (1989-present) are projects that provide visitors with points of
access to issues of urban waste management. The work of Laderman Ukeles is about
the everyday routines of life: her manifestos published in the 1970s articulate and
acknowledge the importance of art and life, nature and culture, public and private.
Laderman-Ukeles adopts the concept of transference whereby through the use of art
and artist agencies people can be empowered to stimulate positive community
involvement. In another work, The Social Mirror [1983], she utilised a 12-ton, 28-foot
long Department of Sanitation collection truck in New York reconfigured with mirror
panels suggesting that the practice of garbage removal is no longer a private matter,
but very much a public concern. By using mirror-panelling Laderman-Ukeles reflects
to the viewer that garbage is the responsibility of everyone in socicty: public display
and private experience are inseparably bound together. This unique work
acknowledges and incorporates the community into the artwork, and was a highlight
of the inaugural New York City Art Parade in 1983, The collection truck remains a
permanent, mobile public-art work that the department proudly uses in parades and

. . 28
various special events.

2 cited 30 July 2008
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Figure 35: Micrie Laderman Ukeles, The Social Mirror, 1983,

Laderman Ukeles, and Beuys create, as Sacks suggests: ‘social sculplure [that]
foregrounds the need for new organs of perception and new goals and goes beyond
combining visual forms with discussion, problem solving or forms of

participation’.(ed Holland, 2007, p43.)

In 1991, Suzi Gablik called for a re-valuation or re-enchantment of art and called for a
new agenda as well as a fresh vision for society. Gablik discusses and acknowledges
the need for a ‘reframing of the modern world-view and its assumptions in order to

forecast the next step for society ...” and she goes on to say:

Within the art world, however, it has, as yet no established correlative. The necessity
for art to transform its goals and become accountable in the planetary whole is
incompatible with aesthetic attitudes still predicated on the late modernist assumption

that art has no useful role to play in the larger sphere of things.(Gablik ,1991, p4.)
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Despite a span of almost two decades since rablik expressed this observation, it
remains a relcvant point: she, Suzanne Lacy and Miwon Kwon have all pointed to the
need for artists, curators and facilitators to address issues of social, political and

environmental responsibility.?’

Site specificity, installation art, dérives [see definition on page 15}, were the vehicles
necessary to show an object in a different I "it. The avani-garde artist of the sixties
utilised the public space and in turn this re-evaluation or re-use provided a critique of

the importance of the social.

# See Appendix C.
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This chapter discusses rcsearch process and development of the project. The chapter

is divided into seven sections:

—

How the projcct developed.

Individual project descriptions: includes the process and conceptual concerns

of the commissioned work, ar ™ an overall rcview of the project.

3. Analysis: identifying the six strategies that have produced effective
community relationships.

4. Final project: The Making of Curtains. This project makes strategic use of the
six identified strategies found in previous projects. This project is also referred
to as the model or template for a public art agency.

5. Table clarifying six identified strategies, followed by a comparison between
two projects.

6. Summary.

7. Exhibition and presentation.
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Levels of participation have been significant to the project. Profcssional engagement
of sistants, team situations, new rcial relationships, chance encounters were
formed within each project. Early on in the candidature it became clear that volunteers
were inherently important. After my first completed project, [ conciuded that it was
important to understand and considcr the volunteers to be facilitators, intrinsically
generating social authenticity ar_ validatir~ the rolc of the community in t/  public
art process. Five of the chosen projects would not have eventuated had it not been for

the involvement of a diverse group of people.

nerosity was found to be a key “ement of this research. It is the act of ~vir~ and
receiving that makes a project a success. Politics is often a delicate field, and
inevitably entered all the projects. Political intervention can compromise a project and
it was for this purpose that 1 constantly had to rethink my political position, placing it
outside the conventional framcwork associated with art as activism. Myth and the
potential of story telling played a role in the early stages of the research; as the project
progressed this potential remained within certain projects but did not become a

distinguishing feature.

Discussion of each project/commission will consist of a very brief outline of the
project, a description of my personal project and how it was completed. This will then
be followed by a review of the overall success of the project. Research propositions
were slowly uncovered through the succession of projects, but are only explicated
before the final project the making of curtuins. Each project proposed raised its own

problems and questions and answers.
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Due to variations of the project, the methodology needed for the research required
itinerancy as a format. /¢ an itinerant artist, two of my projccts became available to
me via an artist-run information network called AININ (Artists in Nature
International Network). This chapter will track the research process from post-

application onwards and will also plot my itinerancy.
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The first six months of my candidature was spent applyir  for various projec
Initially, my research focused on investigating all types of site-specificity, community
interventions and temporary public art events nationally®® and internationally. [ was
fortunate enough to have prior knowledge and experience from projects such as
Floating Land in Australia in 200" and Chemin d'Ar*!in St Flour, France in 2003,
and my research and residency for [ an a Tourist in Perigueux in 2002 and 2004.
With  ost projects [ was required to develop a concept for  given site; Farming with
Mary, The Great Walks and my UNESCO residency were exceptions. Each concept
required research into the project and the site. After a few months I eventually
narrowed my research to areas where there was good financial and community
support for the artist.*? This led me to France ¢ - 1in, where I found artists’

relationships with the community are familiar and accepting.™

*® 1 hasten to add that in Australia there are site-specific temporary projects available 1o artists. |
atlempted to en  into these projects, however my concepts were not accepted. The Laneways
temporary art project based in the lane ways of Melbourne’s central business area, was of particular
interest to me. Since beginning this research the Hobart City Council in 2007 supported a project by
Justy Phillips and James Newitt titied Write/ Here billboard project. Brisbane city council and the
Museum of Brisbane have formed a new project dealii  with temporary public art called In habit

* Chemin d Art is a project set in the medieval village of St Flour in the Auvergne region of France.
With the assistan  from the local community, founding curator Andre Maigne presents the project
annually in the summer festive season.

* Throughout my candidature | received financial support from the University of Tasmania through a
scholarship. However, undertaking research in this area makes it extremely difficult to access other
funding that is significant enough to allow a project of significance to formulate and flourish.

* Throughout this research of events many opportunities arose to visit and oversee events. However, |

was not interested in being a bystander, as an artist 1 mted to participate fully in the experience as a
contributor and artist.
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Eleven projects were accepted. Participation in these motivated me to base a twelfth

and final work in Hobart, Tasmania, titled The Making of C tains.

Tl Usag ir ty  hin t .ol

The itinerancy of the artist is addressed in chronological order. This is important as
each project expands on the concerns and processes of previous commissions. My
intention is usually, to work with regional materials and this determines to some
extent what I produce. Also, when appropriate, | will address the function of the

studio and its significance to the project.

Each project in itself was complicated: the impediments lay mainly with the
geographical location of each event. Geography affected the overall outcome of every
project. Funding inevitably influences the materials used, as does the site in which
the work is placed. Weather, seasonal conditions and the difference in [anguage were

other variables. All of these factors rela to the work, and require negotiating.

Furthermore, other artists were involved within each project; I have listed each artist

as a contributing artist within each event.

The usage of the terms project, event and commission requires clarification. The term
project in this case implies a working situation, Evenr st ~7ests that something has
taken placc and that there has been a successful social outcome; and commission is the

term given to the project after its acceptance by the commissioners.
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Work Title: Rose Wood

Materials: Local cla; “:om the region.

Date: 3Qth April - 15th May 2005

Country: Beigium

Place: Mozet — a rural region, 64 minutes noru- ~T Brusseis.
Site: Betwaen twa villaces — Froidehise and Basse Arche,

O a e vvulkuu; ;l'ack in thU DOiS d,Ohey.
Contributing Artists:
Xavier
wlt,

IVURCUL INVEULLLL, LIAAUGLL FY Uyua

Each year in May a féte is held in the Mamur Provience, taking place over fi :n
days. Ten artists from around the world were invited by the inhabitants of Mozet,
Faulx-les-Tombes, Haltinne, Gesves and Sorée to participate in the event. The artists
were invited to install works in the woods, valleys, and along the streams, forming a

trail of work, which was then presented to the community.™

31 This project was accessed through AININ. hs founder Frangois Davin, was also invited to participaic in the
foundation’s research for this project. Davin was based in France at the time and was employcd because ol his
development of a similar project in the north Fast of France Le Vent de ' Furet.
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Figure 41: Local artisan assisting with the tiring,

Within the project | was allocated a studio which members of the community were
free to visit.’® I was happy to engage in a dialogue w . the local people and whilst
demonstrating how to make the roses I became familiar with individuals and a social
exchange took place. I was no longer the sole creator, as participants happily realised
that their rose would be part of the installation. The project had no sense of personal
ownership; the project was socially egalitarian. My thinking here (and with numerous
other projects) is aligned to Joseph Beuys’ concept of social sculpture and

Bo  aud’stheory of relational aesthetics.

**I myself have made hundreds if not thousands of these roses throughout my life as a child and an
adult and as an artist. [ can form them so quickly that they are of second nature to me. To my
amazemenl people were fascinated | was entertaining and participating with the community on a level |
had forgotten about, It then became apparent that | would have to make a rose for everyone, a gifl to
the local community. Everyone was very happy to learn that they were to receive a rose, a stnall
gesture of respect from the artist.
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accommodation, facilities, labour and materials. This invesiment gives the work a
value that can be attributed to common activities witt  the community e.g. the artist

was only able to make this* 1k since they were able to work from my workshop.

The voluntary participation of the community in the production of the work also has
the effect of atiracting pcople who are genuinely interested in the artist and their
work, and provides them with an opportunity to experience the artistic process and to
further develop their interests. This is very different from the use of paid labour as
althot " using “professional” assistants may produce more polished results, the
interests of such professionals n be purely fiscal; the use of paid labour may
therefore result in a loss of opportunities in developing relationships with the

community.

The sympathetic relationship developed between Rose Wood and the community and
their ownership of the work are critical 1o the success of the work since it draws dircct
connections between the lives of community members and the work — instead of
encounterii  alienatir  simply decorative objects in the Jandscape, the community
members are able to intuitively understand how and why the work was made and, if
they are involved in its production, will recall the wonderful mements of creation.
The work remains today and eventually the copper will produce its own patina on the

white roscs. With time the work will change and collect its own meaning,
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I left Belgium and continued with my itinerant journey, entering a very different
environment in Warsaw in Poland. . [y project there was a collaborative, clandestine
project*” on the banks of Warsaw’s main arterial river. After completing this project I

returned to Queensland, to commence a project of similar format to La féte de Mai.

0 See appendix D
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Farming with _ fary had the objective of housing ten international artists and four
local artists for two weeks to make a work that rclated to the local community. Ten
artists were billeted in ten farms of the Mary Valley’s four rural communities and
responded to the farm in which they stayed. Festivities for the fourteen days supported
the overall success of the project. This project was not just the artist or the art, it is, as

Bourriaud suggests:

...a series of meetings, encounters, events, various types of collaboration between
people, games, festivals and places of conviviality, in a word all manner of encounter
and relational invention thus represent, today, aesthetic objects likely to be looked at
as such, with picture and sculptures regarded here merely as specific cases of
production of forms with something other than a simple aesthetic consumption in

mind.(Bourriaud, 2002, p28)

As a commissioned artist, [ was presented with the choice of four passible sites. 1
chose a river site where the waters were heavily infested by e nitrogen-absorbing

aquatic plal ola.*

™1 chose this site because it ighlighted questionable farming practices, as azola does not appear in
waterways unless there is a run-ofT through the inconsiderate use of manufactured fertilisers. | chose
this particular site because it highlighted my belief in the efficacy of biodynamic farming,
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Figure 53: The audience viewing the works.

I left Farming with Mary to undertake another project in Canberra, Australia, titled

Dwell.*’ Afier Dwell I then continued on to my next project, Great Walks.

7 see appendix D

Page 81






Habitus -- Habitat, Art and Environmeni in the Great Walks of Queensland is the
official title of this project. This project was funded with monies accrued from the
then Queensland Government’s Art Built-in Policy to utilise 2% of the construction
Budget for state fundcd projects. Grear Walks of Queensland were six new walking
tracks constructed by Queensland Parks and Wildlife Service (QPWS), a division of
the Queensland Government’s Environmental Protection Agency (EPA). A further
partnership took place between Arts Queensland P ¢ Art Agency, Arr Built In and

Powerlink Queensland.**

Havii  completed Dwell, a temporary public art project in Canberra, | was
disheartened by the lack of opportunity it had given me to e age with the
community. Gaining from the experience I took the time to re-evaluate my
methodology. Great Walks provided me with the opportunity to work within the
guidelines of a public art policy and produce a work that engaged the local
community for which the work was commissioned. The site was not the usual public
art commission: the work was to be situated in the Blackall Ranges, National Park in
the Sunshine Coast hinterland Maleny and Montville were the local towns involved
and the headquarters of the EPA and Powerlink, the commissioners of the work. |

completed three works within the commissionit  time of two months. From the three

“*® The project was administered by ARCIMIX whose director Keith Ward acted as project manager.
This project incorporated and involved many people. Beth Jackson an independent Queensland Curator
was employed as her rationale titled Habitus-Habitat sited various artists worki  past and presently in
the field, the key historical reference being Beuys project 7000 Oaks. As a chosen reference Beuys
7000 Ouks placed this project within the context of not just environmental consciousness but the social
change required to preserve our current life practices. Julie Foster- Burley who with her experience of
the Regional Gallery Association developed the gallery contribution, this created a formal regional
gallery space so important for the outcome of the overall project. Timothy Morrell and Stephen
Muecke were employed as writers along with Marian Drew an official photographer. In total the
program sponsored seven residencies, seven master classes, three workshops for the local children of
the areas and three workshops for emerging artists. The oulcome from each residency and master
classes were exhibited in eight regional galleries corresponding to the relevant site, The final the eighth
exhibition was a collection of all project held in Brisbane.
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works 1 have selected one, Princesse Kondililla. The other two works were

Waterworks and Great Expectations.”

{t became very obvious in the early days of th project, although the community
aspect of this project was promoted in the Grear Walks commissioning outlines, this
was clearly not a priority. National Park regulations preventing foreign materials to
the park, proved to be challenging. Due to the lack of community engagement, the

materials becamc the focal point and eventual success of the commission.

Isolated from the contribution of the local community, I looked for ways in which to
make a work that was available to those who ‘happened’ to be or were there at the
right time to experience it. Fortunately, this project was well funded, thus allowing
time for the necessary research, and money to employ assistants. I began by selecting
a site, one that I favoured for its natural beauty, sensitive light and general harmony.
Subsequent to selecting the site, I discovered that this was an area of the park that was
attributed to  ondililla, a mythical aboriginal princess who lived wit' = the park. |
decided to make homage to the Princess by producing an ephemeral pathway to

reinstate the historical and mythical qualitics of the park.

After much deliberation and experimentation, I selected a European-styled des’ 1 to
refer to the European fleeting presence in 1 ancient land.”® At first the decision to use
a Luropean design was a political comment, addressing European settlement on

aboriginal land, but this became incidental after the work was instailed, as the two

" See appendix D

%0 | substantiated this by titlh  he work Princesse Kondililla in reference to princesse the French word
for a length of fabric or gown.
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motifs (the decorative design and the abor nal  ithway), due to the sensitive nature

of the materials, totally integrated and became one.

The material uscd to form the pattern was clay collected from the national park, and
which I then carefully dried over the course of four weeks.  hen it was completely
dry I manually ground the clay to a fine powder, weighing 40 kilos in total. The
powder was then taken to the site and gently applied to the pathway, by sifting
through a fine metal mesh onto the stencil, cut to form the design; the process took
e it hours. The work travelled along the path for a further 200 metres, stopph  ina

place for no apparent reason; this also added to the curiosity of the work.

The park visitors were enchanted by the work; people arrived at the site over the
course of the final stages of the installation having been told by others about the
work.’! This work intensified the existing myth: the general public and EPA staff
arrived at tt  site the next day, only to find that it was no longer there -- the work had
simply vanished through the night, the rain had arrived and the work dissolved,

feavit no traces.”” For the remaining three weeks on site the EPA and various
members of the community conveyed stories to me that a mystical experience had

taken place in the park and that there was evidence that the princess existed™”.

*! After completion and documentation of the work I thanked Kondililla and suspected that the myth
was in-fact true and that in some way she had approved of the work by allowing all the elciments that
made this work successful come together.

*2 Photographic documentation played a pivotal role in this project, perhaps because the very small
audience, and for reasons of accountability, photography clearly played an important part by
documenting the flcetii  2xperience, now rendered permanent on the office walls of the EPA.

%3] reviewed the work of Richard Serra Tilfed Arc and Rachael Whitereads House, and Andy
Goldsworthy’s temporal works. Each of these works became mythologised by not being present, and
remain only in the image of the  rk on the walis of the EPA.
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Figure 55: Close-up of Princesse Kondililla.

Figure 56: Princesse Kondililla, 200m trail laid in dried clay.

Review

Great Walks was a very different kind of public art commission, The project was
placed within the National Parks this automatically linked the project with the towns
of Maleny and Montville Although there is a resident community in the townships of
Maleny and Montville they failed to engage with the work, support from a community
of a different kind came from the EPA. Princesse Kondililla was a work that
accredited an already present myth with in the local community, the sensitive use of
materials made an important symbolic and cultural connection to the park for visitors.
The entire process suggested a new research proposition. Can better relationships be

developed if the artist becomes part of the community?
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the Mounta  Festival project, [ returned to France to work on a project rated by

Jean Bojko.
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Figure 100 Lresses being worn prior 1o the happening.

Invitations were sent out to gallery patrons to attend the public opening beginning at
5.30 pm. On the day, each person wearing a dress was scheduled to arrive in the
gallery at consecutive 2-minute intervals. This timing allowed for the gallery to fill
gradually; a timetable was created for this purpose. This document (with the names of
the participants) also served as a list of works that one might traditionally be given at
llery exhibitions. The opening night was catered: [ provided waiting staff, food and
drinks; I myself participated as a waiter, allowing mc to be part of the process. The
dressed participants ~~adually arrived, slowly filling the gallery. The general public
was amused and relatively relaxed. Eventually the gallery filled and the general public
slowly moved outdoors to view the happening from the pavement through the front
windows into the gallery. The women and children who wore the dresses stayed
within the ~llery, chatting freely. After about ™" minutes the general public moved

slowly back into the gallery. After a total of 3 hours, patrons and participants began to
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leave the gallery, Later the dresses were collected, unpicked and resewn by hand to
form curtains suitable to fit the windows of the Plimsoll Gallery and for the final
exhibition. The idea of collectii  and resewing the curtains re-established myself with
the participants; further discussion and anecdotal stories about the event were
exchanged. The hand-sewing of the dresses into curtains at first seemed the practical
solutionto ke the curtains. Each ¢ “ain took eight hours to resew; throughout this
time the women and children revisited my studio and were perpicxed by the laborion
process. I mysclf found that " 2 resewir  of the rubt  -backed fabric seemed su1 ‘cal,
skin like. I began to recognise each person within the dress, as the dresses had trace
elements of the person who had worn it. On two occasions women decided to re-sew
their own dresses. This was also a pleasurable experience; through the course of the
four hours that the sewing took place many topics about life and the everyday were
exchanged. The rubber-backed fabric requires no curtain linings; as a consequence of
this the sunlight shincs through the curtains giving detail of the dresses within the
curtain. The curtains can ultimately be viewed as a permanent outcome and yet still
retain an element of the ephemeral happening/event. ~ e curtains are undoubtedly
connected to the community who participated in their making. A video montage was

assembled using footage collected from the event.

Page 142









Rer v
The | rking of Curtains utilised all the strategies that unfolded throughout my

candidature.

The community’s ownership resulted in their full commitment to the participative
aspect from the collection of the dresses prior to the cvent to the evening of the
happening, to the delivery of the dresses, to the studio for resewing into the curtains,
The interaction with the everyday was paramount to the project; the curtain material
and the process used gave members of the community involved an instinctive
understanding of the entire process. This project proved to be self-governing. All of
the participants had input into the overall success of the event. Greater fiscal input
would certainly relegate the project to a public artwork, rather than the smaller based

happening that was presented.

I refer to this happening as to my working model/template for relational-or temporary-
based work that in turn, could be expanded and prcsented to a public art agency for
consideration. This working model/experimentation allowed me to reach a conclusion

in my research and answered my research propositions.
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Seven projects were selected and six key factors were identified within the seven
projects that had improved the connection between public art and the audience. After
identifying the key factors, a table was made to clearly identify within the overall
project the commissions that effectively engaged the community. The final project,
The Making of Curtains, was produced incorporating all the strategies that improved
the connection between public art and community. Throughout this process research

prop« tions were uncovered and solutior  were found.
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To see clearly the significance of this research, it is useful to make a comparison
between two works. The first work, Dalby Hospital, a project that was made with no
considerations of the factors, and was subscquently deficient in all six strategies and
the making of curtains a work that was made specifically with all strategies
incorporated. [ found that the difference between the projccts could be assessed 1

whether or not these factors were cffectively addressed.

t tir Re dentin ommunity
The Dalby Hospital project did little to support or promote the artist to live within the
community. This prohibits free flow of information regarding materials, histories and
general everyday interaction that commonly takes place in residency programs. By
not havit  the accessibility to the community and local knowledge the work is
altered. Chance meetings do not take place, stories are not shared and the artist stays
on the outside of the community in which he or she is supposedly commissioned to
make a work. Almost all opportunities to incorporate community contact in the work
were eliminated. In comparison, the making of curtains living within the community
presented a very different outcome. This work was made within the artist’s own
community; thereforc the artist was able to select participants from a wide range of
backgrounds, and who had an appreciation of the projcct. This gave the artist
confidence and allowed the project to develop in a supportive atmosphere. When the
artist is rcsident within a community, support and gencrosity come from unexpected
areas and add diversity to a project. Little pieces of advice and local information are
‘ven and prove to be very constructive. Relationships arc formed; story tellir - and

the exchange of personal experience take place. The project becomes a focal point of
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the community and the community takes ownership, this is proven by the participative
role of the community. The project is  imulated by the artist’s continual presence
within the community, allowing the project to develop in particular ways that are

unavailable in a community where the artist is unfamiliar with the local people.

1 fVi arsas "~ s is
Only professional help was employed to create the Dalby commission, the result of
which is arguably a lack of interest in the work itself. Through the lack of engagement
with the community, the assistance of local people tends not to take place. Volunteers
or interested local people bring to a project a certain type of engagement that cannot
be assessed through the employment of outside people brought in to assist the artist.
The community was not privy to any information surrounding the site or the making
of the work. [n the making of curtains, on the other hand, all the participants were
volunteers and were strongly connected to the work; they were motivated by the idea
and the community © “or, which was promoted within the project. Financial or
professional interests did not motivate the participants: they were involved because

they were curious and through this curiosity participation took place.

)S. :om« om Informal Fe¢ iviti
Dalby is a small community and making contact with the local residents without a
formal invitation can be difficult and this has an effect on the artwork’s significance
to the community. The artist was not informed of any festivitics or official ceremony
associated with the opening of the hospital. The neral lack of festivities meant the
artist and the community alike did not make any formal or informal contact. The local
community of Tasmania provided the infrastructure for the making of curtains. A vital

component of the happening was set by the formal presentation of the festivities; this
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device was a deliberate attempt to provide order within the event. When the
formalities stopped, the rest of the project simply flowed and was essentially directe

by the artist (a waiter), the participants, and the viewers themselves.

of Wo
Dalby was a permanent work and therc was minimal discussion in relation to the
changing of the work from permanent 1o temporary. Although there was scope for this
to take place it was not considered seriously. The work, being permanent, needcd to
have a solid construction that fitted within the hygiene requirements of a hospital; this
condition of a permanent work restricted the materials and, in turn, the overall project.
On the other hand, The Making of Curtains was essentially an ephemeral event
althor - a permanent outcome was produced in the form of curtains and video
documentation. The project ultimately sits within a temporary or ephemeral format.
This allowed the project to develop without the restraints normally imposed by
r ilatory bodies on permanent public works. Without constraints such as
occupational work place health and safety issues, the work is given the opportunity to
exist and create an unusual event that remains in, and is propagated from, the

memories of the audicnce and casual bystanders.

wvern ce
Governance of the Dalby project was through a public art agency and all site
information necessary was obtained through the agency that then forwarded requests
to the architect. This bureaucratic exchange severely restricts the artist’s information
and the much needed dialogue with the Architect. Dalby was comnission-funded
through conventional public art funding. This is representative of state public art

policy and production. The hospital and staff arc privy to the budget provided for the
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artwork and this can have dire consequenccs for the artist as the community may not
: aware of the complexities of 1€ commissioning process and this often lear  to
misunderstandings regarding the budgets set aside for the artwork. The work was
permanent; this also changes the relationship to the work, as the community is
generally resigned to the fact that the artwork will go ahead regardless of their input.
A to 'ly opposite situation was experienced with the making of curtains. The project
was not commissioned and was self-funded and therefore there was little interference
from :ternal be “es. The lHery space was provided from the generosity of the
gallery owners; this was respected throughout the whole process. A regular dialogue

was set with the gallery and was paramount to the success of this event.

iteraction with the Everyday.
Throughout the Dalby project minimal interaction with everyday activities of the
hospital took place. The materials used were wood; the use of flowers incorporated a
decorative motif that could be considered an interaction with the everyday. The
making of curiains on the other hand relied totally on the everyday. This work
activated familiar materials, curtain material dresses, food and beverages. These
everyday objects gave the projcct a conceptual aspect that was easily accepted by the
community. The dresses are common objects and all the models automatically had a
common ground in which to participate. The dialogue exchanged between ecach
participant was everyday chatter; the food and beverage component also played a key
role by promoting a common ritual, which, in turn, presented and promoted
accessibility to the wo /happening. The everyday provided a departure point for a

shared public cxperience.

Page 151



The research presented here provides six recommendations that resulted from an
international and national study into tcmporary public art. Mecti.  all these factors
will not automatically guarantee a successful public artwork but the findings are
significant. The making of curtains, the final outcome from my research, promotes
the development of relationships between public art and its audience. This, in turn,
can be reviewed by curators and public art agencies intcrested in incorporating
temporary 1d relationz 1ased concepts into the currcnt public art programs.
Although the artist was important, it became increasingly obvious that he or she was
not paramount to the success of the project. The artist worked more as a catalyst to

bring pcoplc together.

The significance of these findings allowed me to see objectivcly what is required to
engage in a successful art work for a public place. Comparing these projects, some of
which were formulated without community involvement and others that were, proved
to me that the aesthetic outcone is not always the deciding factor of a successful
public artwork. This rescarch has given me a different understanding and has
developed my ideas about what is important in the production of public art and how
we can produce social and purposeful art for the public realm. By employing simple
strategics we can learn to ~2 beyond our culture of separation that public art often
promotes. By engaging in a new philosophical framework cultivating the
compassionate rclational self, it is possible to construct art and policy that no longer

nceds to separate the community from art and art from the community.
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Throughout the candidacy I have presented artworks within solo and group
exhibitions and artist rcsidencies. Such diverse research technique provided the
opportunity for experimentation and feedback. The commissions selected for the
exhibition have been chosen for the overall success of the project, not the artwork

made within the commission.

The nature of my work is site-specific. Subsequently, to display the work successfully
in a gallery, divorced from its original site, proved difficult. As a solution I decided to
use poster format, selectir~ ime~=s from my original documentation of the projects
demonstratir  the how, the when, a1 " the where of my itinerancy a1 * methodol:

The didactic formal, incorporating images of community participation, validates and
gives a visual reference of the project, commission, and event. The final exhibition
consists of eight projects presented in poster format and supported by a video, images
taken by the participants prior to the happening, and the curtains made from the

dresses/ happening/event, The Making of Curiains.
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In conclusion, I will address my aims and research propositions and how the
outcomes have added to the field. Additionally, I will reflect on the changes that have
been made within my current practice. The public art site was both the subject of, and

the inspiration for, this projec

This project was undertaken to evaluate and establish the importance of temporary
rclational-based public art into the mainstream public art programs throughout
Australia and, in turn, improve the reception of public art and the community’s
acceptar and understandir  Through everyday experience as a public artist
working ir sitie, [ am continually asked to convey the sociological and psychological
attachments to site, and 1o the community in which the commission is to be placed. |
have investigated the values that are inherent in public art policies and found that
these values did not translate into the finished artwork; it is for these reasons that |

sought an alternative avenue for public art making.

My focus for this research was to investigate and reveal different public art models
suitablc for implementation into mainstream public art programming in Australia. The
project research involved participation in art events, rather than studio-based research,
in otder to understand our relationship as artists to our wider community and to focus

on the shifting roles of the artist within our contemporary situation.

Through researchii  public art, public arts policy, public sites, and the changing role
of the sitc within the visual arts, the need to investigate non-traditional venues and

sites became obvious. In an attempt to define what is public art and what role art and
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artists play within the community, I followed a diverse line of site-based activities
ith permanent and temporary; the research took place within  ustralia but also led

to France, Be'~'um and Poland.

In Australia, site-related projccts involving curators d public art agencies employ
relatively conventional format; this predictable format was essentially the impetus
behind the international venue of this research project.” This ge: -aphical move
allowed for the project to investigate non-traditional sites such comniunities, homes,
villages and gardens, both domestic and public/communal. This move away from the
traditional site-specific venues enabled the research to expand and to tease out a new
meani:  for public art that adopted a more responsive feeling to communities in

which the public art commission were to be sited.”

I employed a whole range of materials and strategies applicable to the site and
community in which the project was set. Many of the projects involved living within
the relevant communities; this created an atmosphere of trust and interdependence.
One could not exist with out the other. Each project required its own related approach
and all work addressed a different country and place and continued a lineage of

temporary practice.

The artist as an itinerant played a key role in the research; once [ became an itinerate

artist myself this opened another area for research not previously invest” ted. I had in

™ This format has altered somewhat since my candidature began in 2004. The greatest exponents for
temporary based art is becoming stronger, in particular in Victoria and Melbourne with the recent
temporary projects and more diverse public art laneways projects. Brisbane, Queensland, has also
recently implemented a new temporary public program through the Brisbane City Council and Western
Australia are also drafting a public art policy that funds temporary based art.

™ Traditional gallery sites were employed in three of the projects; in two of the cases the gallery was
employed as a site for a happening; in the third, a traditional pallery setting was used.
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previous projects experienced this as a working methodology but not really valued or
understood the advantages of seeii  and being in a place for the first time. Through
beii peripatetic I began to fully understand and appreciate place. Itinerancy, for me

personally, opcned a new framework which allowed the methodology to develop.

Questions about the artist’s relationship with the community in which [ was involved
and the social connotation of the work arose very early in the research. It was from

this line of questioning that my central research propositions were formulated.

By examining contemporary forms of public art production I uncovered the relational
nature inherent in each project and identified six significant strategies that encourage
and develop the artists” relationship within the community. This identified ways of

improving public art commissioning, both permanent and temporary.

Throughout this research, the methods that I have acquired have significantly
informed my current practice. By engaging in this research | have gained considerable
insight and acquired a new set of strategies and values, allowir  for further
development of concepts associated with public art in Australia. Throughout this
research I have learncd to navigate my way around difficult issues associated with
public art and am assured, as the findings of this study suggest, that a more relational
approach to public art has the ability to shift our focus from permanent objects
{individualism) and the mandate of keepir  art scparate from lifc, to a more balanced
public arl program (relational) that enhances the general public’s view of the

importance of public art within our communities.

This research has already contributed to temporary public art programming in Hobart:

a collaborative project has been completed for Contemporary Art Scrvices Tasmania,
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Landscapers, and a further work is set for completion in March 2009, titled Public
Norices, a relational-based project incorporating the Hobart City Council and the

resic 1ts of Hobart.
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[ began my enquiry after becoming frustrated with the performance of public art
policies, and the outcomes of the public art attached to such policy. Because of these
discrepancics, | began looking at current values and intentions of public art policies

throughout Australia.

TI  term, ‘Public Art’ is used to define works of art, in any media, that have becn
planned and cxecuted with the specific intention of being sited or staged in a public
place. Public art has a history and this history reflects the evolution of human cultura!l

identity.

Public Art involves the commissioning and installation of works in publicly
acccssible areas, both inside and outdoors, where the general public is, as a rule, free
to view the work at will. Traditional conceptions of public art conjure up notions of
monuments, civic statues and memorials depicting historic events. As Cher Krause

Knight argucs:

A monument seeks to celebrate. It offers a physical manifestation to mark a military
victory or depict a cultural hero, for example, and its tone is most often

congratulatory and triumphant. (Knight, 2008, p23)

While at times such picces are periodically erected, there has been a shift away from
this type of public art. Architectural trends have also reflected this general drift from
the traditional, thus fuelling the evolution of public art and, increasingly, public art

has becn incorporate " into the actual construction of buildings and public places.”

"publicly accessible environments refers to places such as parks and recreation reserves, swimming
centres, road reserves, main streets and shopping preeincts, libraries and hospitals, public schools, law
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The integration of public art into buildings and spaces in recent years has served to
re’ “ite the place of art in the public arena and to revitalize and re-humanisc public

spaces.

r

e Noe
Public art scrvices a diversity of audiences; it fills a gap in the audience experience of
art, as _ iblic art is usually sited in accessible places. Public art differs from that found
in lleries and museums where the institution is commonly viewed as the presenter
of culture.”” On the other hand, the audience for public art is generally a non-art-
viewing audience, where the art generally meets an unacquainted, indifferent public
audience.”® Public art implies a particular working practice; this practice varies
greatly according to the place, people and community involved. The community in
which the art is intended is constantly changing and so, too, is the art. Consequently,
public art is under constant scrutiny, more obviously so by the people for whom it is
intended: the 2neral public or the users of the site in which the art is placed. The art
field has grown so quickly, both nationally and internationally, that ways of dealing
with these constant changes call for new definitions, theories and objectives.

courts, civic centres, town halls, railway stations and transport hubs. There are many other suitable
locations. http:/www.arts.sa.gov.au/site/22 August 2008

" Gallery audience needs are met by the gallery implementing programs suitable for the diverse types
of audiences that the institutions encourage: for example, educational programs, artist talks, artist
performances, lectures and so forth. This system serves to support the industry and audience needs by
making the arl presented comprehensible.

" The construction of a definition stems from who is commissioning the works and how public art
policy is interpreted. While, in some instances, it is not unreasonable to suggest that artists e1 ged in
public art activities are employed in a ‘decorative’ capacity, most aspects of the built environment are
considered as sites, or locations for, public art. Fixtures, lights, doors, fittings, indoor and out door
furniture all exemplify the broadening of scope where public art may find expression and validate the
people who occupy the site.
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Securing adequate funding is the foundatic  of any 1blic art program. Aside from
donations from corporations and private individuals, there are a number of approaches
through which it may be possiblc to acquire financial support for public art. There are

four in particular:

Public art policy
Private sector contributions
Developer input

National, regional and local philanthropic funding sources.

Public art contribution schemes have been the main funding available for public work
in Australia for some years now, with the first policy commitment in Tasmania in
1979.” The money comes from a percentage allocated from the total construction cost
of each sta” capital work project.** The percentage varies in each State,” but with
th percentage/moncy from the funds acquired, a commission process is put in place
and a commissioned artwork is produced. The percentage set aside for art can be quite
substantial; for example, the $6-billion construction budget of the Docklands project
Melbourne, Victoria is legally required to spend $60 million over the next 20 yea

(Bock,200™

™ Art in Architecture Program was laid in the USA in 1934 This accounts for the long history and
discussion associated with Public art in America.

% This also included building refurbishments.
%! Tasmania Art for Public Building Scheme. APBS is 2% cited arts tas.gov.au/ cited 10™ October

108 Western Australia Percent for Art Scheme 1%
cited.dca. wa.gov.aw/programs/arts_cultural_dev/public_art/percent_for_art 10" October 2008
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Contribution schemes are now in force in all states throughout Australia; with the
exception of  ew South Walt these schemes provide a large | rcentage of the
necessary fundii  for Public Art.*? Philanthropic donations exist: however, these are
often in the form of private commissions and generally do not go through a ‘public art
process’. Exceptions to this are projects such as Artangel, an organisation in the

nited Kingdom. Artangel not only s 1 by an nation:it so

facilitates and supports the commissioning process®.

To support public art commissioning and programs, a whole infrastructure has
emerged in Australia consisting of a variety of people engaged in public art
management and planning.* These structures involve curators, cultural consultants,
project managers, artists, architects who all play a significant role in the production of
public art. The sheer magnitude associated with art commissioning has produced a
new industry and created a distinctively different art alternative to the gallery system.
With the alternatives, new sets of values and intentions have been drawn up to

protect the public monies and parties associated with the commissioning of public art.

%2 These policies are constantly reviewed, most recently in Queensland with its comprehensive
Queensland Kern'  r report 2008 Commissioned by the Queenstand Government,

8 Artangel was founded in 1994, The board HAS helped to facilitate and finance artists to make
projects. Money is collected as philanthropic donations. Over the past decade, Art Angel have
commissioned works by Francis Alys, Gregor Schneider, Cameron Jamie, Richard Wentworth, Jeremy
Deller, Michael Landy, 1lya Kabakov, Neil Bartlett, Gabriel Orozco, Tatsuo Miyajima, Rachel
Whiteread and Simon McBurney/ John Berger. hitp://www.artangel.org.uk/pages/angels/company.htm

8 The Public Art Agency assists government agencies with the process of procuring art and provides
guidance towards artistic quality assurance. It is a watchdog organization, ensuring that the government
gets good value for money and it agencies comply with the Art Built-in policy. PAA also monitors and
co ordinates the majority of Art Built-in projects through its service level agreement with Project
services, a commercialised business unit of the Department of Public Works. Stafford and staff
Queensland Public Art Agency Timothy Morrell Art link vol 20 ne 4. P 65
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lues te c
Each municipal council and city in Australia generally has some kind of public art
policy. These polici  va inaccordance ith the requirements of the communi
Together with the implcmentation of the public art policies and contribution schemes,
councils are also required to manage the collected funds. The licy helps to identify
and manage the funds that are available to the community and to develop future
public art opportunities for their respective communities, Public art policies are
usually developed in consultation with the community and elected members of
council may become involved in the process. This can be an extensive process of
liaison, consultation and compromise. Nowadays, research is generally undertaken by
an independent cultural researcher appointed by the community and it is from this
research that the policy is drafted. Public art policies are considered to be important
within the framework of the town or city concerned. The intentions of public art
policies vary slightly but generally they have a similar intent and that is to integrate
_ 1blic art into the natural, built and social environment. The social value placed in the
public art policy is that the art comes from a community-based input rather than
professional or commercial needs.*® In a report on social value commissioned by the
Australian Leritage Commission in 20(  Chris Johnston defines places with social

value as ‘those that can provide:

a spiritual or traditional connection between past and present

% Public art agencies are currently running government and private public art commissions. This can
work against community input by side-stepping community consultation due to rationalisation.
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tie the past and the present

help to give a dis-empowered group back its history

provide an essential reference point in a community’s identity to loom large in

the daily comings and goings of life

provide an essential community function that develops into an attachment;

[and] shape some aspect of communit behaviour or attitudes’(Johnston, 19

po3)
Social value or social intention features highly in public art policies. Any numbers of
policies apply a similar premise, as the foundation of public art policy framework
reflects key thcmes, which are central to the future direction for arts development in
Australia. The following themes underpin the core principles and benefits of public
art policies in Australia. A comprehensive policy addresses a uniformity of
approaches that include social inclusion, community strengthening, partnerships and
cooperation with communities, individuals, and institutions.(City of Melbourne, 2007,
p.5} A comprehensive art policy further develops such principles as artistic
expression, equity and social justice, and creates opportunities for pcople to become
actively involved in the decision-making process. In turn, if policies are drafted
sensitively and implemented correctly, they have the ability to strengthen
communities and enhance urban and economic development. Discrepancies do arise

betwcen the intention of the public art policy and the product commissioned.

iscrepancies between Intention and Product
Public art policies essentially promote social value and social intention and permanent
public art often adheres to these principlcs. Nevertheless, in some commissions, this

important feature of public art is lost. When this loss of social value and intention

Page ..o



ccurs, the general public, artists, public art users and viewers often become
despondent about public art. Problems :em to lie in the changing definition of what
public art is and does. Chris McAuliffe, art historian and director of the lan Potter

Museum of Art, says:

Public art causes controversy throughout the Western world because people feel they
haveno ' in the way urban environments are contrelled and privatized... Public
sculpture, becomes the whipping boy for a whole lot of other resentments.(Bock,

2002)

Suzi Gablik clarifies this problem in her essay, Connective Aesthetics: Art after
Individualism. She argues that modernism played a key role in espousing the ideals of

individualism and ‘arts for art’s sake’ by encouraging the artist to work in isolation

86
from society and the everyday. She writes:

Autonomy, we now see, has condemned art to social impotence by
turning it into just another class of objects for marketing and

consumption.{Lacy, 1995,1. h

With this consumption, Gablik gocs on to say, ‘the dominant modes of thinking in our
society have conditioned us to characterise art primarily as specialised objects, created

not for moral or practical reasons, but rather to be contemplated and enjoyed. (Lacy,

87
1995. p.74)" This trend of indulgence has resulted in a the proliferation of permanent
public art objects that essentially deal with the artist’s concepts and values and not

with the social context in which the art work is placed.

cultural myths and how they evolve by “addressing the institutional
framework we take for granted but which determines our lives and in turn our art production’

8 ibid Connective Aesthetics Art After Individualism, p. 74
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i.pt ¢
Australia is not alone in confronting problems associated with the commissioning and
placement of public art and prc  an A dircet connection can be made to the early
1970s art program in  nerica and Australia’s policy of the 1980s. As Miwon Kwon

suggests:

One of the key solutions to these interconnected problems of public art’s public
relations and its ineffectual influence on the urban environment was the adoption of

site specific principles for public art. Indeed, it 15 in reaction to the glut of

I,'.!

omamental ‘plop art” and the monumental “object off the pedestal” paradigm that the

88
NEA, changed its guidelines in 1974 to stipulate even if somewhat vaguely, that

public art works needed to be appropriate to the immediate site.(Kwon, 2002, p 65).

1zanne Lacy tracked this process in her book, Mapping the Terrain: New Genre

Public Art. She writes:

Some artists and administrators began to differentiate between public art - a
sculpture, in a public space - and art in public places, a focus on the proper location

or space for art. (Lacy, 1995, p23)

This effectively opened a whole rar : of possibilities that artists were encour:  :d to
tackle creatively. Arts policy began to encourage artists to propose ‘art that intc -ated
into the site and that moved beyond the monumental steel object-off-the pedestal to
adoptany rmar tmedia, includii earthworks, environmental art, and non-

traditional media such as artificial light.’(Lacy, 1995, p23)

at The NEA (National Endowment for the Arts) policy accessed funding and produced policies to

effectively endorsc a public art pr -am.
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Arti: -ators and Facilitat

Public art  ojects require curators and facilitators that are interested in developing
alternative ways of pre:  [ing public art and developing new audiences. Without
informed curators, commissions as a wholc, be thcy permancnt or temporary, can be
clitist, uneventfui, and dysfunctional for artists and the community alike. Although
public art agencies have in-house curators, often the curators are adverse to projccts
that integrate the community. American curator, Mary Jane Jacobs in her essay, An
Un fashionable Audience suggests public art works that are audience generaled and
audience responsive appear to the established art world to be necessarily
unsophisticated.(ed Lacy 1995, p58) Primarily, it is the role of the curator of works of
public art to offer the client an alternative and to support such alternatives. Artangel
has been progressive by offerir various projects to the ge  al community. The head
of public art at Royal Melbourne Institute of Techne  y (RMIT), Geoff Hogg,
identifies discrepancies in Australian art programming and stresses that public art
‘should be seen as a diverse set of practices coming out of sometimes contradictory
environments which reflect and interpret a range of emerging Australian

identities’.(Ilogg 2006)

ary Jane Jacobs’ landmark public art program, Culture in Action Chicago 1993,
illustrated this through a large and innovative project involving eight artists who
formulated community partnerships. Josephe Scanlan suggests that Culture in Action
Sramed its artists, its communities and its viewers themselves as the structure and

content of its art. (Scanlan, 2008) These partnerships involved people (workers)
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behind the scene of production. Simply by the acknowledgement of the community,
people became actively involved, participation took place; the projects were accepted
and supported by the community. Everyday activities were utilised: for example, a
hydroponic garden was made providii  food for people living with HIV, Haha and
Flood®® Mark Dion’s Ecological field station’®, Culture in Action provided the
community with more than an art object: this project questioned what public art can

be.

A landmark case of site specificity was a project developed by artists Michael Clegg
and Martin Guttmann who, in 1991, created the Open Library project in Hamburg,
Germany. Commissioned by the Hamburg City Council this work aimed to suspend
the fundamental properties of the institution of the library. Based on statistical data,
the artist chose three diflerent socio-economic sites and devised three unprotected
bookcases as makeshift lending libraries using three readymade electrical switchboxes
from those commonly deployed throughout the city. Each community was asked to
contribute to these makeshift libraries by donating books. According to Clegg an
Guttmann, the libraries ‘contents could be removed without surveillance, restrictions

or administrative complications’. They go on to say:

These open-air libraries bore only a small instruction, which invited people to use
them and gave the phone number of the Graz Art Society to call for further

information. ( Clegg and Guttmann, 2008)

¥ Four members of the Chicago based collaboration Haha made up of 4 artists Richard ITouse, Wendy
Jacob, Laurie Palimer, and John Ploff proposed a community garden that produced food for people with
HIV. In addition to the hydroponic garden a meeting place was set up as a meeting and discussion area
for people and support groups.

% Mark Dion created with the help of students involved in the Culture in Action program a field station

from a disused garden shed. This s used by the local community to visit and learn about their local
environment.
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Water y Walid Mawed, created in " 704. It consisted of an artistic intervention in a
public space and an “information point”, an official site that supports the work. It is
not unlike Beuys® Office set up for Documenta 7 in 1982. The information point
serves as a reference and was set up in the foyer of the Town [lall to keep the general
public informed about the distribution and control of the water sources in the

:ographical locations of the art intervention in Palestine and Israel. It did this using
maps and images. This work is regarded as a work in progress and focuses on the

icial  ooth present and future. Waiting for Water has been intended to open up a
dialogue regarding the problems associated with water distribution in this

geographical region.”

* In detail, 196 square meters of fabric (supplied by Guabello S.p.A, Mongrando) form an architectural
element {21 m x 7m) suspended over the Dora River, With this architectural barrier the perception of
the space around the river changes as it blocks the visitor’s usual sight. The black barrier gives the
impression that it can stop the water, thus bringing forward the question of the power of its flow. The
color black of the sheet ideologically reflects the state of power and in this context represents an
unusuat and extremely artificial element, which limits our perspectives.
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outlyi; areas. Past projects have been innovative and involve artists working across a

wide cultural field: visual artists, writers, and musicians.

Figure [15: TeATRePROUVEeTe, Marie, 2004. Photo by Syivie Roche.
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Wuaiting for Water, TeATRePROUVeTe, Open Public Library demonstrates the
principal of site-orientated work € 1gir  more intensely with the community and
everyday life. Miwon Kwon makes the point that “this move from the institutional
aspects of art production suggests ‘thc work no longer seeks to be a noun/object but a
verb/process,  ovokir ~ the viewe  critical (not just physical) acuity regarding the

ideological conditions of that viewing’. Kwon goes on to say:

In this context, the guarantee of a specific relationship between an artwork and its
“site” is not based on a physical permanence of that relationship (as demanded by
Serra, for example) but rather on the recognition of its unfixed impermanence, to be

experienced as an unrepeatable and fleeting situation.(ed Suderburg 2000, p 43)

In concluding it is important to note Nicholas Bourriaud’s view that in the 1990s there
has becn a significant change in the artist-audience relationship. Bourriaud si~gests
that there has been an upsurge ‘of convivial, user-friecndly artistic | ojects, festive,
collective and participatory, exploring the varied potential in the relationship to the
other. The public is being taken into account more and more. Bourriaud, 2002, p 61)
Bourriaud goes on to say that the art of the 1990s takes as its theoretical perspectic
‘the realm of human interactions and its social context, rather than the assertion of an
independent private symbolic space’(Bourriaud, 2002, p 61) In this context, one has
to wonder why Australians are commissionir -~ so many works that relate to
independent symbolic space. The Bourriaud paradigm, if allowed to flourish, opens a
larger framework for what art is and where art can exist. The gencral public is offered
the opportunity to see the relationship between art and what surrounds the work,
giving a different interpretation of art, society and the community in which the art is

being commissioned. Public art offers a positive social and communication
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contribution to the lived experience helpi:  define the necessary context of my
research by promoting tt  positive social and everyday aspects of life as being

profoundly important.
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From the twelve projects completed, four projects were not used in the final analysis;
subsequently they are not presented in the final analysis or exhibition. The works
ere excluded because the overall project neglected to effectively engage in more

than two of the six factors identified.

The projects excluded are:

Warsaw, Poland, May 2005.
Domain, Canberra, Australia, October 2005.
e  Mountain Festival, Hobart, Tasmania, Australia, March 2006.

North Keppel Project, North Keppel, Queensland, Australia, September 2007.

A further threc works have not been included in the final submission. Two site-
specifie works, Water works (Great Walks), and [ am a Weaver (CAMAC), and a
video titled Great Fxpectations, completed in the Grear  aflks commission. I have

included ich of the work, remaining within the itinerancy/chronolc - “cal format.
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Work Title: Untitled

Date: May 2005

Materials: Found wooden fruit boxes, silver leaf, wire.
Country: Poland

Place: Warsaw

Site: Fmbanlkment of the Victula River
Contributing Artists: Jareck Liy~mrn= =remnnamm sy gous,

Following Féte de Mai my next work was a collaboration with Jareck Lustych, a
Polish ar t with whom I had previously worked in France in 2002. Our intention was
to make a clandestine work at a hidden location somewhere in Warsaw. This project
had no funding and was to be made in a studio located in the center of Warsaw. Qur
materials were locally salvaged wooden fruit crates and silver leaf. For the installation
we chose a secluded spot beside Warsaw's main river, the Vistula. The finished work
was transported from the studio to the site and was subsequently presented to the local
community. The work was successful in two ways: one, as an intervention in nature
and, secondly, through the local press an art audience viewed the work. This work
although having no fiscal support still maintained a high quality. [ left Poland and

continued with my itinerancy to Farming with Mary, Queensland, Australia.
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Work Titles: Wate. ks,

T voar i rpoﬂfﬂff()n('

Materials Seppe proten o et Weege)
14’30 Sigie- = Aoy Great Expectations)
Date: Sept~~ber - November 2005
Co ordinator: Keith Ward
Country: AUSITANR
Place: Qrrssnbion £lnnnt Llistasland e - g)ang
Site:

Commissioned By:

Water works was one of three works made for the Great Walks commission. This
work has not been included in the overall assessment as [ felt that this was an

unsuccessful work based on its relationship to the site and community engagement.
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Figure 123 Water Works

The third work, Grear Expectations,”'was a video documenting the changing view
from our campsite over a twelve-hour period. This changing view was supplemented
and underlined by an animated subtext narrating thoughts associated with walking.
Although I did not consider this to be a fully successful work I did utilise the walkir
narrative some 12 months later.” This work and the making of it helped resolve the
first part of my research questions, which focused on how the artist and the public art
commission can be of benefit to each other and how they retain their inte  ity, |
discovered that fiscal support enabled me to experiment with a new medium, in this

case, video. As a consequence, although I considered the work Great Expectations to

" See appendix C.

* The narrative was used in Walking fromMarnay to the North Keppel, for the North Keppe! Project
(see Appendix C).
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Work Title: 2 Places to dwe'?

Materials: 25km of string, prival_ __use, trees.

Date: March — April 2006

Co-ordinator: Derel

Country: Asrmtenlin

Place:

Site:

Contributing Artists atwin,

on, Luey

The Mountain Festival is a biennial community event that takes place on a rivulet that
feeds from Mount Wellington to the Derwent Rivi 1 Hobart Tasmania™. It is a
community-run project, and has a very small budget, considering the size of the
festival. This festival incorporates a Sculpture Trail, Film festival, community walks,
children’s activities and a family day. It is essentially a festival for the people. Mount
Wellington is the common factor. It is the inspiration for all works, which somehow
align themselves to the mountain behind the city of Hobart. This project had the
potential to align itself with previous projccts that I had been part of in Europe, the

distinguishing features being the festivities that surrounded the event.

% This project is funded by various funding bodies: The Australia Council, Aris Tasmania, and the {obarl city Council and the
Hobart water board.
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Figure 126: 2 Places to dwell, 2006.

Overall, although I was not entirely happy with the drawing/sculpture as [ felt it was
incomplete due to the physical impossibility of completing the work, [ felt that this
provided a new experience for me, and in turn, the general public viewed a work that
incorporated two places to dwell: Nature and a physical house which people do not

generally regard as an art work.
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were spent on the island and the last five days were spent making a response to the
site in the Rockhampton Gallery. Two artists were invited to work on the project: Jill
Chism, an environmental-based artist in North Qucensland and mysell. We were also
employed to develop and mentor students and staff from the local high schools. This
project worked primarily as a community art project as the participants,

ne tualised 1 de their own work. [l 1 the opportunity toco  lete two
works, the {irst what ever you do don'’t forget about me, was installed on the island
anc¢ »mmemoratc * the local indigenc ©  immunity now < 1 from the island. T]
other was a video which I had begun working on in France. ' This 1S-minute work
was shown in the Rockhampton Regional Gallery and was supported by a series of

posteards relating to the everyday notion of walking.

Figure 128: What ever you do don’t forget about me, 2007, latex balloons, water, fishing line.

1% See Appendix E

Page ")5









Work Title:

Materials:

Date:

Country:

Place:

Site:

Contributing People:

Commissioned By:

1 oom a weaver

10km of plastic wrap

Juuc — oeptemug; 7007

France

Marng - -~ v oiee

Trees :

From i

UNFSCO
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o T ibition

The Making of Curtains, 2008
Video documentation of happening (5°50™)

Hobart, Tasmania.

Great Expectations, 2006
Single-channel video (14°30™)

Great Walks, Queensland.

J Work

Walking from France to North Keppel, 2007
Single-channel video

North Keppel Island, Queensland.
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[ know I am a tourist
ecause [ want to drive on the left
I want to walk on the left
I am alone
No body knows me here
You can make your own history here
You can make your own history if nobody 10ws you
[ look for famifiar things
Words
People
Piaces
[ walk absently
For the first time in a long time
[ am a valid tourist
I am interested in sightseeing
All tourists are different
[ am a foot
I wander and have found what [ am looking for
Something to look at something to photograph
A memory
[’'m selective with my photos
[’m selective with my thoughts
We are sel ‘ive with our memory
We are all tourists
Ofa kind
Looking for something
[t only becomes a problem when we all want to look at the same thing
At the same time
A tourist destination
To be alone you have to be before time.
{n memory of memory.
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e cry,
we feel

sick, and

we don’t eat.

Then we don’t
sleep,
these are

wthly natters.

This is

a beautiful
place,
nothing more.

[t is said

that people
make place
and place
makes people.

This place
is “their”
place.

Why

are people
drawn to
such a place?

Why

do we stay?
why do

we leave?

Some people
nurture and
protect

and others don’t?.

This is not
the time

for answers,
it’s a time for
reflection.

This story

was to be

about

four people

Anne, Pierre,
Marie and Etenne.

Although

the roots

of this garden
belong with
these people.

This story

is about more
than these
people.
Why?,

because
these people
would not be
the people
they are,

without
the land

in which
they dwell.

This story
1s about
the people
that have

made and
still make
this a place.
a place

to dwell.

Here we
have planted
more than

a garden,

we have
dug up

memories,
“things” we
have forgotten

feelings
we have
not felt
for a time.

All this
makes place.

We have
planted words.
Remembered
thoughts

and moments.

I am here
for a short
time

as a tourist
to write

a postcard.

The people

here

have planted
more than words.

They have planted
most

importantly

of all, love.

Why am [
almost too
afraid

to use

such a word?

Because

we overlook
love,

or are not

allowed
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“sometimes”
to refer
to love.

Love is

a simple

thing,

love is without
ownership.

This land
is not
owned
it’s loved.

We do not
own anything
v are merely
carctakers.

Pierre is

a caretaker;
he takes
care of what
he does.

He plants
and grows
food and

waters the garden.

We as people,
are not
dissimilar from
plants.

People do

not like
to be
uprooted,

taken away
from their
soil,

unless by
choice.

ame people
have no
altcrnative.

Anne first

met Pierre

when she

was nine ycars old,

not old
enough to
make a choice
but old

enough
to know
where you belong.

Children can
know these
things

if firmly

planted by
their parents,
or

by their soil.

Thisisa
love story
to 10w
oncs place

at such
a young age
is insightful,
almost
frightening,

can you
imagine
what it is

to feel

your destiny
at such a
young age?

Pierre place
is here,

he will not
move,

Anne’s place
is here,

she will
move

but not for

long,

she comes
back . ain,
and again.
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2008 Current PhD Universitly candidate, Fine Arts, Tasmania

2001 Cert IV Training + Workplace Asscssment, CSIT
19v° Bachelor of Fine Arts (first Class Honours)
Tasmanian University.
1989 Bachelor of Fine Arts, University of Tasmania.
| hitic
2008 Landscapers, ,collaboration with Nicole Voevodin-Cash

CAST Gallery Hobart Tasmania.
Green Arf Temporary Maroochydore Botanical Gardens Qld,
Australia

2007 The Making of Curtains “a happening” Criterion Gallery
Hobart Tasmania Australia.
“lam a Dreamer”
“ Mature 2007 temporary installation CAMAC Marnay sur
Seine France

104 I am a Tourist” Perigueux Fr  ce
Text work 7 am A Tourist Visitation Perigueux France
103 ‘think something different’ site-specific work Perigueux,
France

Gumme Rouge Perigucux France,

*Your Living Choice " Noosa Regional Gallery, Noosa

2000 ‘Last Supper ' Collaboration with Lester Cliff Noosa Regional
Gallery, Noosa .Queensland. Australia.

1999 ‘leartlands’ Smith + Stoneley, Brisbane
‘Wordswaorth’ Collaboration with Lester Chiff, Smith +
Stoneley, Brisbane

1997 *Talking Pictures' Noosa Regio  Gallery, Noosa
‘Mary Street’ Perc Tucker Regional Gallery, Townsville

1996 ‘Museum of the Everyday’ Magazine Space, Eaglc Street,
Brisbane
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2008 Habitus —Habitat. Museum and Gallery Services touring
exhibition Queensland Australia,

W7 North Keppel Island Project Rockhampton Gallery
Queensland Australia
Video installation,

2006 Port Arthur Praject 10 days on the Island site installation.
Tasmania Australia
TeATRePROUVeTe Corbigny France. Site specific.

“)05 Mountain Trail Hobart Tasmania Australia.
Great Walks Queensland Government Australia,
Dwell Canberra ANU Canberra Site Specific
Farming with Mary Queensland Australia

2004 Casurania Sculpture Walk Tweed Heads NSW

2003 Chemin d'art St Flour FRANCE site specific Sculpture

installed in St Flour Village France
DOMAIN project ANU Canberra site-specific work in the
domain of Canberra ACT Aust

2002 Grapple touring exhibition from Craft Qld + Pinnacles
Gallery Townsville QId
Toys Perc Tucker Regional Gallery Qld
Art to the Heart Gladstone Regional Gallery + City Heart
project

2001 Floating Land International site-specific laboratory, exhibition
and event, Noosa River and Noosa regional gallery
‘Sticks + Stones” Woodford Folk f val component of the
International site-specific laboratory Australia,
The Blake Prize 'Boys Night Out ' travelling prize exhibition
of religious works Australia wide
Strand Ephemera Townsville Queensland

1998 Sculpture by the SEA, Noosa Olympic Arts Festival event —
First Prize winner
Hand Luggage Jardin De Wiltz, Luxembourg, Portugal
travelling Europe
Grapple | artist-in-residence, Pinnacles gallery, Townsvil

1997 Boxes Queen Street Gallery, Sydney

1994 Guarding Civilisations Rint Umbrella Studios, Townsville
Fanifiarity Plimsoll Gallery, University of Tasmania, Hobart
FO{ Noosa Regional Gallery, Noosa

1993 Disappointing Latitude Institute of Modern Art, Brisbane Artist-in-
residence program
Art in the Public Eye Artwright Gallery, Brisbane
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) OZCO New works Grant 1o create a site specific work in
France.
Arts Queensland Career Development Sector Grant,
NAVA Cast exhibition Tasmania

2007 Arts Tasmania New Work Grant CAST Tasmania

2004 Australia Council New Works to create work in France
Arts Queensland, Catalogue France Project
ADF to Travel To France to undertake Projects FRANCE

-J03 RADF to develop exhibition Primary Thoughts collaboration
with Nicole Voevodin-Cash

1999 Arts QLD, to curate and develop exhibition of Fibres +
Fabrics at Perc Tucker Regional Gallery, Townsville

19935 Regional Arts Development Fund (RADF), Creative
Development

1994 Regional Galleries Association to curate ‘COMMON SENSE’
Exhibition

1993 RGA Exhibition Development grant for an exhibition in

Townsville

A
2006 UNESCO Bursary France 3 months residency Marnay sur
Seine Champagne Region France.
2005 Awarded an Australian Postgraduate Award for research  the
University of Tasmania
1998 First Prize Sculpture by the Sea Noosa, an Olympic Arts

Festival —exhibition
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2007 Dalby Hospital Queensland Health. Permanent Work.

2005 Great Walks EPA Queensland Australia. Temporary work
2005 GABBA Brisbane Queensland concept Development
2003 Nambour Hospital Queensland Health Women’s Health Clinic

'manent Public wo
Nambour Civic Concept Design Text work Permanent Public

work.
Caloundra Kings Beach Development concept Design, Public
art work
Melbourne Street, Brisbane concept design, public art work.
2002 Cooloola Sunshine Institute of TAFE, public, Mooloolaba
Campus. Permanent work.
2001 STRAND EPHEMERA 2km outdoors exhibition on the

Strand walk Townsville.

Cooloola Sunshine Institute of TAFE public art commission,
text work *Untitled’, Nambour Campus Permanent Work.
TAPINONTHEPIPES. Text installed under bridge, permanent
work.

2000 Busways Tunnels Concept Design. Brisbane Transport
Roma St Parklands Queensland Government Collaboration,
Elizabeth Woods& Nicole Voevodin-cash, Public Art concept
design

lectior
Queensland Aids Council, Australia
Perc Tucker Regional Gallery, Townsville, Australia

Private collections in Australia, New Zealand, Belgium, France,
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2008

2007

2006
2004

2003

1996-2002

2001

1998

1996
1993
1989-1990

2000

1994
1993

Sessional Teacher University of Tasmania Drawing Dept.
Hobart Australia

Project manager and mentoring site specific event for
Northam Cultural Festival WA

Master Classes, North Keppel Project. Rockhampton Gailery
Queensland. Australia

Sessional Teacher Tasmanian University Drawing Dept.
Tasmania Australia,

Mas Class Floatin Lair  Noosa Queensland Australia.

Lecturer CSIT Visual Art Dept Public Art
Master Class Gladstone Gallery Queensland

Lecturer CSIT TAFE, Visual Arts Department, Noosa
Campus Queensland.
Master Class Flying Arts Queenstand.

Lecturer Fulltime CSIT TAFE Visual Arts Department, Noosa
Campus

tappinonthepipes.com Access Arts, Youth Art Project.
Queensland

Artist-in-residence ‘Grapple’ project Pinnacles Gallery,
Townsville

Research position FAR North QId Craft Register
Artist-in-residence Rockhampton Queensland Aust

Technician Tasmanian School of Art, Paper Mill, University
of Tasmania

‘ROM-antics’ Perc Tucker Regional Gallery, Townsville.
Celebrating 25 years of Fibres + Fabrics

‘Common Sense’ Conceptual Craft Brisbane City Hall Gallery

‘Common Sense’ Conceptual Craft Noosa Regional Gallery
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