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Abstract 

This project is concerned with new modes of ephemeral, relational practice for the 

Austra lian public art audience. It uses visual art models to investigate the use of 

everyday activities as an aesthetic premise for tempora1y 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 si te and intended for 

public viewing, is in a state of change: in Australia, the transition from the production 

of permanent, monolithic and monumental works is recent but this transformation is 

already well established in Europe. I 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 been 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 working in public have begun to depart sharply from the 

dominant, abstract, ego-d riven, Modernist mode of production. Rather than defining 

private, autonomous systems of representation, they have begun to use the vernacular: 

sites 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 dai ly 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, bear 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 successful or, in some cases, unsuccessful. 

Throughout this research 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 commissioners. Methodologies have included situational 

observations, collections of stories, living in situ, performance-based activities, video, 

art in situ and permanent and temporary commissioned public art works. Each has 

faci litated 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 together. 

Furthermore, this research suggests that ' Relational Public Art', that is, projects where 

artists have meaningful access to community, facilitate the free flow of a more diverse 

and open discourse. Despite the conclusions I have drawn, the project is not aimed to 

present a defi nitive solution to public art-making. Rather, it has been driven by the 
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need to understand how contemporary s ite 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 fina l project, The Making of 

Curtains and informative panels that illustrate a 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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Introduction 

Identifying the Project 

This project bas involved the research and development of a number of projects and 

commissions sited within communities and public art locations. The early stages of 

enquiry involved researching 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 research 

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 Siluationists 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 shift, in some instances, 

the role of the artist from object maker to service provider. (Doherty, 2004, p. 9) 

The singular topic, service provider, was extended and the research expanded into an 

investigation 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 

a diverse 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 

Page 5 



with this in mind the concept of people's relationship to the everyday was re-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, I wanted to explore the 

ways in which 'art' could infiltrate the community in such 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 Arl (1994) 

guided the research through its highlighting of the historical complexity of public art 

interventions in the United States. I found that Mapping !he Terrain, although based 

principally on projects where the artists worked with socially marginalised 

communities, and with "social creativity" rather than artistic self-expression, was 

reinforcing 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 want 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 stimulating and thought-provoking, especially her idea 

that the ' new genre public art' calls for an integrative critical language through which 

values, ethics and social responsibility can be discussed in the context of art, my 

project has focused on projects sited in communities, and from this I 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 cultural exchange. 
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With these findings driving the project, the research focused on content and process 

rather than formal concerns of the finished object/installation. Although the object is 

important, it became increasingly clear that the object had become 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. 

I found that it became necessary to investigate the importance of direct personal 

relationships within the community and 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 unde1iaken during my candidature-- some 

permanent, some temporary, some ephemeral. The difficulty in choosing which 

projects were successful and which were not caused me to undertake an intense study 

of permanent public art on the 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 ofCurlains 

being the project most related to Hobart, Tasmania--my fi nal stopping point in a 

period of itinerancy associated with the research. 
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Chapter Outlines 

Chapter 1: 

Chapter 2: 

Chapter 3: 

Chapter 4: 

Project description, introduces and identifies the research propositions. 

The parameters of the research are outlined, and the background 

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 suitable medium for temporary public engagement. 

This chapter explains the methodology and provides an in-depth 

description of each project and commission from post application to 

completion. ltinerancy, as a research method, is also explained. 

Furthermore, this chapter provides an analysis of the commission 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), incorporating the six strategies found that 

develop effective community engagement with public art. A final 

comparison is made between a commissioned public art project 

(Dalby) and a model for an a lternative public art project (The Making 

of Curtains). 

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

exploration has contri buted to the field. 

Page 8 



Chapter One: Project Description 

Central Research Questions. 

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 mean ingful relationship to its audience? What 

is the nature of these relationships? 

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

funding, producti.on) 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? 

Through answering these questions my enquiry shifted to the role of the artist within a 

community, and how the artist and the public a1t 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 relationsh ips be developed if the artist becomes prut of the 

community? 
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Can interactions with personal, everyday activities generate a more 

meaningful reception than the often inaccessible and pretentious (from the 

public's perspective) declared intentions of contemporary art? 

The further question that this project brought to bear was the relationship 

between the audience and the viewer as whether or not it is appropriate for the 

public to be involved in the construction of the work. 

Can these relationships be improved by shifting the focus from resul t 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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Background Influences and Previous work 

Once upon a time, eve1ything 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 formally with those of Nature and God. Then modern science came along and, 

under the encouragement of increasingly sophisticated mechanical technologies, 

reconceptualized nature on analogy with the machine, analysed wholes into parts, 

replaced final causes with efficient causes, and seemed to discredit all teleological 

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. I find Nature 

and the world uncontrollable but I 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 environment. 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 tllis 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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My Honours project focused on the everyday experience, and my relationship to 

place. In my domestic home and biodynamic garden1 I collected the fruit from my 

garden and orchard attempting to extract the essence from everyday activities, bottling 

and preserving various fruits, their extracts and their juices to make conserves and 

cordials. This was my first interaction with site-based art activities and what I now 

understand as relational works. This project was focused not so much on the finished 

art object- although the bottles of preserved fruit were beautiful - but rather, on the 

process involved in the planting, growing, cooking and eating of the fru it, and how 

these activities relate to and affect our daily lives. I now see these relatively simple 

everyday investigations as a pivotal moment that has influenced my practice for the 

past sixteen years. 

Figure I: Untitled, 1992. 

2Biodynamic Farming: a method of organic farming that has its basis in a spiritual world-view of 
anthroposophy,(first propounded by Rudolf Steiner). Biodynamics treats farms as unified and 
ind ividual organisms, by emphasising and balancing the interrelationship of the soil, plants, animals as 
a closed, self-nourishing system. 
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Figure 2: Untitled, 1992. 

Through the distilling of the fruit I found a direction for my work and tlu·ough this 

direction I discovered a purpose. This was an important turning point for me, as I had 

found a way of identify ing myself in relationship to the natural environment, 

community and a site fo r possible art interaction. Initially, I felt that the site I was 

employing (in this case, my biodynamic garden) to make the work was being 

compromised by the use of contemporary methods of production. I was afraid that I 

was beginning to see nature, both human and natural, as something conquerable. I 

wanted to develop a way of seeing nature rather than developing and exploiting it. It 

became increasingly evident that I needed to find a balance in the relationship 

between technology and the natural/social environment. 

In 1998, I was given the opportunity to exhibit a s ite-based work fo r the Olympic Arts 

Festival: Sculpture by the Sea, directed by Andrea Stretton and curated by Nicole 

Voevodin Cash, in Noosa, Queensland. The work consisted of a two-kilometre length 

of v inyl text placed on to the boards of a popular recreational promenade on the main 

beach in Noosa. The narrative spoke of observations, thoughts and sensations of the 
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places we inhabit, and the importance of people and place. 2 I was awarded first prize 

and this success provided the impetus for me to continue working in the area of 

community site and ephemeral actions.3 

Figure 3: Board walk, 1998. 

Concurrently, the Queensland Government implemented the Art and the Built-in 

polic/. This, too, had an effect on my practice, as I was being approached for public 

art commissions. While accepting these commissions, I found it difficult to make 

work within the required parameters of what seemed to be a genenc public art 

2 This technique of narration and walking was later adopted and incorporated in a two-dimensional 
work for I am a Tourist, Visitation Perigueux France, and finally in Great Expectations, a video made 
for the Great Walks. 

3 The installation aspect of this particular work also became an important reference point: the 
installation ofthis work consisted of firstly sweeping the boardwalk. This chance meeting reminded 
me ofthe early works ofMierle Laderman Ukeles' Washing Tracks 1973. This 'chance' meeting of 
installation and performance expanded my investigation into audience participation and gave me the 
confidence to install and incorporate the installation into the artwork itself. 

4 Since the inception of the Art Built-in policy in 1999, Project Services has taken the lead in managing 
more than 100 public art projects with a combined value in excess of$10 million across the length and 
breadth of the State, from Coolangatta in the south, to Mount !sa in the west, and Thursday Is land in 
the north. Artwork commissions overseen by Project Services have ranged fi·om integrated architectural 
features, furniture and carpet design to iconic sculptures, digital media, and community engagement 
projects with installations in tertiary education facilities, government office buildings, cultural 
facilities, sporiing stadia, hospitals and public plazas and parklands .. 
http://www.projectscrvices.g ld.gov.au/services/ Ar1Built.asp.l 0 November 2007 
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objective that had spawned itself across var1ous states in Australia, the modus 

operandi being that the art addresses multiple objectives 5 in the public realm. 

Figure 4: Board walk, 1998. 

The public realm: [a] generic term [that] appears to be defined as: including but not 

limited to streets, squares, parks and spaces that are within buildings that are 

accessible to the general public and in the ownership of, or under the control of, 

public authorities.(Hobart City Counci l ,2005, p50) 

While I was excited at the prospect of being employed as an artist in a public 

capacity, in many ways my practice sat uncomfortably within the bounds that had 

been established for public att. Having been accepted for various concept 

commissions (the first process involving the artist in the commissioning of works), I 

s Multiple objectives address local identity, community engagement, integration, sustainability, 
aesthetic standards, arts development, private sector. 
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felt that a fundamental problem existed in the commissioning of public works. I felt 

that there was an underlying disregard fo r the communities involved. This Jed to a 

significant dilemma: there had to be a model that would be suitable for me as an artist 

to provide all the necessa1y ethical, emotional, social and political considerations 

needed to work as an rutist. 

In 2001 , I was involved in the first Floating Land project curated by Kevin Wilson 

who was at that time the Director of the Noosa Regional Gallety in Queensland. The 

initiative was both experimental and courageous within an Australian context. Keen to 

tty an alternative approach, Wilson tt·avelled to Europe researching various projects 

particularly focusing on France. Floating Land, curated by Wilson, engaged French 

ru·tist Frru1cois Davin, co-founder of AININ,6 to oversee the project. Floating Land 

brought together nineteen artists; I was selected as one of the two ' local' artists along 

with ten other Australian artists and seven international artists. Wilson describes 

Floating Land as a Iaborat01y 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 med ium. It was also about those artists living more visibly in the community 

-- living in people's houses, eating with different community members each 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. (Wi lson, 2003,p 29) 

6 AJNIN. 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 confirmed a structure and goals at the end of June 2000. The tool they 
chose in May 200 I 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 international opportunities and 
information is regularly passed to members only. Internal forums set by the members allow thematic 
discussions between them. 
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This project was timely in respect of my own practice and the emerging public art 

scene in Queensland. It was becoming obvious that the need to value creativity was 

becoming more public; essentially the potential to touch people's daily lives was 

sideswiped as Wilson suggests art become window dressing to corporate and 

institutional architecture.(Wilson, 2003, p. 29) 

Floating Land became an opportunity for me to work in situ, to engage with the local 

community and to interpret what I had felt as a resident and artist within the region of 

the Sunshine Coast. 

Figure 5: Houses, 200 I (Floating Land, Noosa, Australia). 

Six months later in 2002, I was invited to undertake a project in Perigueux in South­

western France. 

At first, I found the language barrier isolating, even though I was living in a small 

community. This experience I turned to my advantage, through a decision to make a 

work that would help me form links within the community. 
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1 knocked on people's doors and asked whether I could come into their homes to draw 

their objects in their domestic everyday environment and, by-and-large, people were 

willing and happy to be part of this exchange, and with this series I completed a suite 

of 184 mono-prints titled Chance Encounters.7 

-• .. :·~ . 
.......:;;;;;: --- -

• \ - ··' 
~. -
~~ 

~ 
~ - ""- =-\. . >· "' 

1--. -a 
. : _... e_ I"' ~ ~ -
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' ~ ~ · 

~ 
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Figure 6: Chance encounters, 2002. 

7 l have never publicly shown this work but think that this was and remains a good example of my 
process. 
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Figure 7: Chance encounters, 2002. Figure 8: Chance encounters, 2002. 

This was encouraging and I went further with my investigations and produced two 

site-specific, ephemeral sculptures in the inner city area where I lived; again I formed 

a connection to the community. The works were intentionally ephemeral, lasting only 

four days, and were made of red paper and wool, constructed in situ. The first work 

Gumme Rouge (Red Gum) was situated in a local park, covering the existing trees; the 

second was a stream of red that weaved in and out of windows and streets of the 

historic centre ofPerigueux city, the overall work measuring 500 metres. With these 

works completed and documented, I went to the local Town Hall and discussed the 

possibility of an extended project in 2004. The project was titled I am a Tourist. 
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Figure 9: Gumme Rouge, 2002. 

Figure I 0: Think something different, 2002. 

The project I am a Tourist was a self-initiated project, which was accepted and funded 

by the Perigueux Mairie (counci l), the Australia Counci l New Works Grant, Arts 

Queensland, and the Regional Development Fund, Queensland. The project which 

involved an eight-month residency allowed me to develop a body of work based on 

what it is like to be on the outside, to be a tourist: an outsider looking in. The first 

work of the residency employed previous methodology of using narrative text as a 
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direct relationship with the site. In this case, the text was laid across lithographic 

prints of the historic sites of Perigueux. 8 

Figure II: Think something different, 2002. 

8 See text in appendix D. 
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Figure 12: In mem01y of memory, 2004 (I am a Tourist) 

Figure 13: In memo1y ojmem01y, 2004 (I am a Tourist) 

I am a Tourist consisted of six site-based temporary works lasting ten days and 

included an exhibition response in the Visitation Gallery, the gallery that helped 
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facilitate the Artist in Residence program. 9 Three of the works remained longer as the 

neighbourhood took ownership and requested that the work remain for as long as 

possible10
. The site was, as the name suggests, a picturesque walk, each work engaged 

with the people who live within the area and with the place as a recreational site. The 

body of work was created intuitively, although I could see that the kind of 

methodology I was developing had a considerable practical and theoretical purpose. I 

was now developing a strategy, not only for researching my work, but a purposeful 

engagement with the community in which the work was intended. 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 ofthe city ofPerigueux. 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 

wallpapered, and titled PPP. The second, a blue modern pont, was used as a vantage 

point to view Homage to What 's His Name. These two works, along with five others, 

including the lithographic text work installed in the Visitation Gallery titled In 

memory ojmem01y, played with the notions of being an Australian tourist in France. 

Comme ci comme 9a, 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 

difference in habitats, as a reason for travel. 

9 School projects were also developed throughout the project. 

10 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 six works were successful in different ways. 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. I began door-knocking once again and, through this collective 

process, I accumulated odd rolls of excess wallpaper that the local inhabitants had not 

used in the decoration of their homes. I then proceeded to cover the face of the 

historic bridge with this paper, giving the residents a playful understanding of their 

contribution to the work in situ. As with the personal object drawings in 2002, when I 

first began seeking to establi sh a relationship with and among the local people 

through the drawing of their objects, I 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 constraints of a curatorial premise. This 

freedom brought to the work a sense of wonder, an engagement and allowed for 

relationships to develop. 

After the completion of I am A Tourist and earlier 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 mt within our 

communities. These simple yet complex questions led me to enrol in a PhD program 

in Tasmania. 
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Figure 14: ppp, 2004. 

Figure 15: The making of ppp. 
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Figure 16: Homage to What's-His-Name, 2004 (I am a Tourist, Perigueux, France) 

Figure 17: The making of Homage to What's-His-Name. 
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Figure 18: Dare I, 2004 (!am a Tourist, Perigueux, France) 

Figure 19: Com me 9i comme 9a, 2004 (! am a Tourist, Perigueux, France) 
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Figure 20: Installation of Com me 9i com me 9a. 

Figure 21: DIY, 2004 (/am a Tourist, Perigueux, France) 
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Aims and Motivations 

My primary aim is to investigate the role of public art within communities and 

elaborate on the importance of everyday activities and how such activities can be 

incorporated into public art programming. 

Although only briefly mentioned in the context chapter, Rudolph Steiner's philosophy 

of Anthroposophy and Joseph Beuy's Social Scu/ptw·e are foundational foca l 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 practice 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, I 

aim to reveal new methods of public engagement and discover why traditional public 

art was being redefined. Essential to these aims, Suzanne Lacy's 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 engagement".(Lacy, 1995, p 19) This Jed 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. 
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My secondary objective is to research, and eventually 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 further, to evaluate and give credibility to the introduction of temporary 

relational-based public art into mainstream public art programs within Australia. 11 By 

doing this, I hope to improve the reception of public art and the community,s 

understanding of the importance of art to a community. 

11 Australia participates in various temporary public art activit ies, more recently, the ANU Domain 
Project, Mildura Palimpsest, Floating Land Noosa, Fanning 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 with in Festival locations, eg Woodford Folk Festival. 
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Parameters of the Project 

The scope of this project is immense; the cunent Australian study was limited by a 

lack of Australian publicly commissioned public art history; it is for this reason that I 

turned to the predominantly American writers and theorists in seeking to address the 

question of public art-making and site-specificity. I 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. 

I have attempted 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 pub I ic art realm. It was at this stage that I drew on theories 

related to public art activities and the relational nature of this practice. 

Throughout the exegesis I confer with Suzi Gablik's TheRe-enchantment of Art 

(Gablik, 1991). Through this text I focused on the ceremonial aspects of relational­

based art making in the public sphere. Suzanne Lacy's book, Mapping the Terrain, 

helped identify changes taking place within public art and audience participation. 

Lacy termed this change in engagement as New Genre Public (Lacy, 1995). Nicolas 

Bourriaud's Relational Aesthetics (Bourriaud, 2002) provided a theoretical reference 

point for identifying contempora1y practice and the role of the community. Claire 

Doherty's From Studio to Situation (Doherty, 2004) provided a series of projects that 

demonstrated and re-valued the significance of context in the commissioning and 

production of art works. Miwon Kwon's One Place after Another provided, as did 

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

specificity and public art. 

Terminology, in particular the descriptions relating to the values ci ted 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 I 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 I 

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. 12 A similar problem occurred when I began researching Joseph Beuy's Social 

Sculpture. Criticism of this practice became evident and I decided this, too, was 

umelated 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. 

12 
I eventually realised that the project was not to define site specificity within any particular fom1at but to simply acknowledge 

that it exists and lind n term or a way of working that encompassed what the research revealed. 
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The projects were completed with Australian methods and media in mind. Although 

this did not adversely affect my research, I was aware that my findings might not be 

transferable to an Australian context. Certain projects had curatorial and occupational 

health and safety restrictions that at times affected the production of the work and the 

finished product. 
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Chapter Two: Project in Context 

I began researching twentieth-century art theory and philosophy looking for 

alternative avenues of and for public art. Through the writings of Rudolph Steiner, 

Joseph Beuys, Henri Lefebvre, Suzanne Lacy, Suzi Gablik, Nicholas Bourriaud, 

James Meyer, Mary Jane Jacob, Clair Doherty, Claire Bishop, Miwon Kwon, and 

fina lly, Cher Krause Knight 1 began to th ink about the impetus for public art and why 

a gap occurs between art, life and the everyday in so much publ ic art-making. 13 

The context material includes discussion on social sculpture, 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 F luxus, that argue fo r 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 Doherty in order to create 

a framework and a theoretical context to argue for a stronger recognition and 

commissioning of temporary art activities in the public rut arena. The chapter is 

divided into four sections. A brief history of public art; the casualties of public art, the 

historical significance of the everyday, finally addressing the resurgence in art 

activities and events. 

13 Appendix B Public Art and Policy Definitions 
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Historical Influences of Site Specificity and Public Art 

14 
In the late 60s and early 70s earthworks of artists such as Richard Long, Robert 

15 16 
Smithson [Spiral Jetty] and Nancy Holt [Sun Tunnels] were sited in relatively 

geographically iso lated areas. These influential works helped artists, curators and 

public art administrators to gauge public reaction to site-specific works. Public art 

benefited by such environmental interventions as they provided a catalyst and helped 

pave the way for a new approach to public art by highlighting the complex issues 

surrounding art in the public space. 

Figure 22: Richard Long, England, 1968. 

14Richard Long is seen as a pivotal artist in the ' Land Art' movement in the UK in the 1970s He 
continues to record walks !Tom around the world. For recording his walks he utilises maps, photos, and 
text. http://www.richardlong.org/ 

15 Robert Smithson's monumental earthwork Spiral Jelly ( 1970) is located on the Great Salt Lake in 
Utah. Using black basalt rocks and earth rrom the site, the artist created a coil 1500 feet long and 15 
feet wide that stretches out counter- clockwise into the translucent red water. 
http://www.spiraljctty.org/ 

16 An artwork by Nancy Holt, completed in 1976, consisting of four large concrete tubes, laid out in the 
desert in an open X configuration. The nine foot diameter, 18 foot long "tunnels" are pierced by holes 
of varying size, that correspond with the pattern of selected celestial constellations. There is a tunnel 
each for Draco, Perseus, Columbia and Capricorn. www. Earthworks .orgltunnels.html 
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Figure 23:Robert Smithson, Spiral Jetty, 1970. 

Figure 24: Nancy Holt, Sun Tunnels, 1976. 
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By the late eighties public art had become a recognisable field. (Lacy, 1995, p23) The 

concept of art that considered the place in which it was sited ga ined considerable 

ground. AsCher Krause Knight observes: 

This eventually led to site-specific approaches, in which the interaction between site 

and art is a prime determ inant in the works conception, design and execution, with 

the art sometimes altering the site.(Knight, 2008, p5) 

With more consideration to the site the potentia l 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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Casualties of Public Art 

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 Serra'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 (AlA) program, created such public and 

political objection to the work and its placement, that the commissioners (AlA) 

became involved in an expensive legal case regarding the work' s future. This 

controversial sculpture and its fascinating story captured the ait 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 Vault suffered a similar fate. 

Vault was also made for a specific site in Melbourne- the concept behind the bright 

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 Vault 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, notfar 

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 installed 
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elsewhere.(Knight, 2008, p 9) Tilted Arc and Vault question the po litics associated 

with public art. 

In Australia and the USA there has 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 The01y, Practice and 

Populism makes two impm1ant points on how the AlA controversy over Serra's Tilted 

Arc helped solidify the role of public art. She suggests that The first is a simple 

assertion that truly 'public art ' should be literally owned by the citizens The second 

point that Kraus Knight addresses as an important outcome of the Serra phenomenon 

is the (a lbeit 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 specifici ty has gained 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 di ssatisfaction 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 existing Victorian terrace house, one of the last of an existing row of 

houses in an area of East London that was being demolished 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 work, suffered a similar fate to Tilted Arc and Vault. 

Page 39 



The Installation period was cut short due to public demand and was removed before 

its commissioned time. The works formerly mentioned have undoubtedly been 

mythologised. Inadvertently, positive outcome from the removal of such works has 

opened new avenues of experimentation. Through these sacrificial works temporary 

site-specific public art became feasible, opening new areas for both artist and 

commissioner. 

Figure 25: Richard Serra, Tilted Arc, 1981. 
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Figure 26: Ron Robertson Swann, Vau/L, 1982. 

Figure 27: Rachel Whiteread, House, 1993. 
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An examination of American public art history and Australian public art programs 

shows that Australia has a relatively young and comparatively inexperienced public 

art industry . Recently, more 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 contemporaty site specificity and interventions has 

resulted in new ways of interacting within the public space. Suzanne Lacy's Mapping 

the Terrain: New Genre Public Art and James Meyer's essays The Functional Site; 

or, The Transformation ofSite 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, less concerned with 

tradition and, equally, less concerned with permanency. James Meyer has made the 

point, fo r instance, that: 

In recent years, the exploration of site has again become 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 of pop, scatter work, identity­

based activist art and performance, modes of conceptualism, and minimal ism's serial 

syntax; [and the] contemporary explorat ions of site recall the legacies of earth ar1 

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 art. 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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Historical Significance of the Everyday in Art. 

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, performed what they referred to as a 

derive (derive is French for drifling). 11 Unlike the Surrealists who charted their route 

by chance, the Situationists made a serious commitment to the derive by suggesting 

that a derive could last anything from three hours to four months.(Ford, 2005, p35.) 

The derive 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 envi ronment. 

This direct 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, favou red random rides around Paris in taxis".(Ford, 2005, p30.) Bernstein 

further suggested 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 derive. 

17 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 at1ractions 
of the terrain and the encounters they find there. Debord, 1956 P 22. 
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Figure 28: Guy Debord, The Naked City, 1958. 
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Michelangelo Pistoletto, a leading artist in the Italian arle 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 

t I lll' ,. 

interactions. Projects such Palla di giornali (Ball ofNewspapers), 1966, the huge ball 

of compressed newspaper that Pistoletto rolled through the streets of Turin, a journey 

captured in Ugo Nespolo's film,( Godfrey, 2005.) initiated a series of socially 

interactive and responsive works that took place in the streets in the 1960s. These 

derives and walking sculptures used in the 1960s have more recently been employed 

and revisited by artists such as Richard Long, who since 1967 has made works 

recording his own path. 
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A COAST TO COAST WALK ACROSS IRELAND 

Figure 29 Richard Long. A Coast to Coast Walk across Ireland, 2006. 

Francis Alys, a Belgian artist, also utilises wa lking as a medium. In the video, Railing, 

Alys uses a wooden-drum stick to explore the rhythmic possibilities offered by cast­

iron railing of buildings in Regency London. He simply walks through the streets 

playing the wrought-iron railings of the fences of the offices and homes. Over the 

past five years, Alys has produced a series of walks through the London central 

business district from research funded by Artangel. The evidence of the works is 

collected and presented in video, paintings and drawings. Alys collaborates with the 

general public and public governing bodies that help make the works possible. Alys' s 

work involves observation and recording of the social, cultural and economic 

conditions of particular places. This somewhat simple approach delves into eve1yday 

rituals and habits and integrates the ordinruy person and his/her environment, thereby 

validating the artist's utilisation of the site and the people in which the art was made. 
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Figure 30: Francis AI )is, Railings, 2004. 

Also made possible by a commission from Artangel, Richard Wentworth 's 

intervention tackles similar areas to those of Alys. An Area of Outstanding Unnatural 

Beauty is an equal engagement of community and site. In a project in 2002 in his 

native Kings Cross, London, Wentworth inhabited a vacant General Plumbing store, 

where over a two-month period, he used devices such as maps, plans and films, ping­

pong tables and a periscope to interact with the local community and inform them 

about their local environment. Meyer suggests such projects are a transformation of 

site: a literal si te to a functional si te. The literal si te as suggested is an actual location. 

Meyer proposes that the artist's work conform to the physical constraints of the 

situation. 'The work's formal outcome is thus determined by a physical place, by an 
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understanding of the place as actual. (ed Suderburg 2000 p 24) 18 Works by Serra, 

Robertson-Swann and Whiteread are examples of this shift in thinking while 

Wentworth's and Alys' work is more 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 fil iations and the bodies that move between them 

(the a11ists 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 25.)19 

Figure 31: Richard Wentworth , An Area of Outstanding Unnatural Beauty, 2002 (Installation 

view of the inside of building) 

18 Meyer, James, The Functional Site; or, The Transformation of Site Specificity Cited Space Site 
fnlel,ention Erika Suderburg Ed University of Minnesota 2000 p 24 

19 ibid p 25 

Page 48 



Why a Resurgence in Art Activity and Events? 

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 by 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 thinking with the 

heart we can experience the truth in a 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 ,p 115) 

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 -

something that many artists and critics had felt had been lost with the onset of high 

modernism. 20 

20 The philosopher Arthur Danto has long wri tten 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, I thought for the fi rst time, a way to think philosophically about ar1. 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." In particular, it was Warhol 's facsimiles of shipping cartons and the Brillo Box that caught 
Danto's eye. This experience proved pivotal for Danto and he continued to refer to this moment for 
years to come. So if Dan to had difficulties it is understandable that the general public agencies for 
art istic intervention also had problems. The definition of art is a big issue and to incorporate the 
everyday into ar1 is for some not even felt much less considered. 
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The Situationists International (SI), 21 especially through its leading member, Guy 

Debord, rejected the idea of art as a separate or special activity?2 The aim of the 

Situationists International was to destroy the division between art and everyday 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 whether the event was a1t since everything could be art. Art was once again 

becoming public. 

The politics of the 1960s revolved around discussions of war, multiculturalism, the 

rights of minorities, and the environment. Increasingly, humanist values 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 Indeed they 

focused on simple concepts, mundane activities and products that helped to promote 

art as an organic, lived experience. 

In 1970 Beuys founded the Organisation for Direct Democracy and in J 972, at 

Documenta, 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, using a blackboard to support his lectures on art and liberty, he 

21 Situationists International Sl was originally formed in France during the 1950s 

221n The Society of Spectacle Debord describes the 22 1 thesis 'as that of a society devastated by the 
shifts from use-value and material concreteness to one of exchange value and a world of 
appearances'22

• This convoluted thesis at times I found unreadable, but essentially Harold Rosenberg22 

around the same moment in time spoke of 'proletarianization": the 'process of depersonalisation and 
passivity' brought on by modern social organization, the extension of the 'psychic condition of the 
nineteenth-century fact01y worker' into the totality of twentieth-century society22

• Rosenburg suggests 
that through demoralization people surrender themselves to "artifically constructed mass egos". Sl 
referred to this as the spectacle, entertainment became a necessity the Society blamed for having 
al lowed technology to create the problem. 

Page 50 



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 regenerate 

ourselves, 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. Along with a small army of assistants, Beuys created this work which, as its 

name suggests, involved the planting of several thousand oak trees, as a major 

environmental statement at the time of the Document a 7 exhibition in Kassel, 

Germany. Beuys' site intervention, 7000 Oaks, was perhaps the grandest in scope 

and was a fine example of social sculpture.23 

23 This ambit ious project begun in 1982 became a five-year eff011 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 fonn beside the ever-changing tree 
symbolically represents a basic concept in Beuys' phi losophy, that these two natural and yet 
oppositional qualities are complementary and coexist harmoniously. Local community councils, 
associations, and citizens' initiatives detennined 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 planning 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 a11.org/archive/ 21 02 08 
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Figure 32: Joseph Beuys, 7000 Oaks, 1982. 24 

Figure 33: Joseph Beuys, 7000 Oaks, 1982. 

Fluxus led the way for further activities and manifestos such as Mierle Laderman 

Ukeles' Maintenance Activities.25 Laderman-Ukeles wrote the Manifesto for 

24 /www.diacenter.org/ltproj/7000/dokumenta7.html 
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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 viewed 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' materia ls and 

actions26 addressed basic needs and stressed the importance of art making as a 

social/everyday activity. 

25 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-called 
menial tasks of cleaning usually assigned to women as an aesthetic experience. 

26 Beuys' uses of materials often ephemeral were of symbolic value to him. For example; honey was 
the product ofbees who, for Beuys (following Rudolf Steiner), represented as ideal working model of a 
society. 
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Figure 34: Mierle Laderman Ukeles, Washing, Tracks, Maintenance, 1973-74. 27 

Since the '70s, Mierle Laderman Ukeles has also attempted to break down the 

conventional social boundaries of art. In 1976, she accepted an unpaid position as an 

artist-in- residence with the New York Department of Sanitation. This residency 

allowed her time to focus her attention on long-term environmental projects invo lving 

community participation. 

27 http://www.moca.org/wack/ 
http://newcentrist. wordpress. com/2007107105/capitalism-democracy-and-garbage-the-dirty-mind-of 
mierle-ladennan-ukelesl 
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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 Sanitation. The perfom1ance 

itself lasted for eleven 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 society: 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. T he collection truck remains a 

permanent, mobile public-a11 work that the department proudly uses in parades and 

various special events. 28 

28 cited ht1p://www.nyc.gov/html/dsny/html/pr2007/21407a.shtml 20 July 2008 
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Figure 35: Mierle Laderman Ukeles, The Social Mirror, 1983. 

Laderman Ukeles, and Beuys create, as Sacks suggests: 'social sculpture [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 

fo recast 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 ofthings.(Gablik , 1991 , p4.) 
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Despite a span of almost two decades since Gablik expressed this observation, it 

remains a relevant 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 responsi bi I i ty. 29 

Site specificity, installation a1t, derives [see definition on page 15], were the vehicles 

necessary to show an object in a different light. The avant-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. 

29 See Appendix C. 
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Chapter Three: Research and Process 

This chapter discusses research process and development of the project. The chapter 

is divided into seven sections: 

1. How the project developed. 

2. Individual project descri ptions: includes the process and conceptual concerns 

of the commissioned work, and an overall review 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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Work Title 

Fete de Mai 

Warsaw 

Farming with M01y 

Domain (Dwell) 

Great Walks 

Dalby 

Mountain Festival 

Les JGI·dins d 'Etonnants 

The Port Arthur Project 

CAMAC 

North Keppel Project 

The Making of Curtains 

Figure 36: List of Work 

Belgium 

Poland 

Location 

Queensland, Australia 

Canberra, Austra lia 

Queensland, Austra lia 

Queensland, Australia 

Hobart, Tasmania, Australia 

Corbignay, France 

Port Arthur, Tasmania, Australia 

Marnay-sur-Seine, France 

North Keppel Island, 
Queensland, Australia 

Hobart, Tasmania, Australia 

MonthNear 

May 2005 

May 2005 

June 2005 

October 2005 

November­
December 2005 

June 2005 
(Installed February 2008) 

March 2006 

May 2006 

March - April 2007 

May - September 2007 

September 2007 

April 2008 

Art, as Bourriaud says, "has a quality that sets it apart from other things produced by 

human activities."(Bourriaud 2002, p 41) 

Over the course of my candidature I worked with many people, both in Australia and 

overseas. Involvement was at various levels, from official organisations to 

individuals. Each work involved a different and diverse level of social engagement, 

such as official and formal meetings with board members, architects, project 

managers, curators, administrators, volunteers, farmers, workers and 'passersby ' . 

Throughout this process I photographed individual people from the communities that 

contributed to each project. These images are dispersed throughout the project 

descriptions. The images also played a key role in my fi nal presentation and a number 

have been included in the poster format final exhibition submission. 
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Levels of participation have been significant to the project. Professional engagement 

of assistants, team situations, new social 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, I concluded that it was 

important to understand and consider the volunteers to be facilitators, intrinsically 

generating social authenticity and validating the role of the community in the 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. 

Generosity was found to be a key element of this research. It is the act of giving 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 I constantly had to rethink my political position, placing it 

outside the conventional framework 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 wi II 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 curtains. Each project proposed rai sed 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. As an itinerant artist, two of my projects became available to 

me via an artist-run information network called AlNIN (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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How the Project Developed 

The Beginning: Researching and Applying for Projects 

The first six months of my candidature was spent applying for various projects. 

Initially, my research focused on investigating all types of site-specificity, community 

interventions and temporary public art events nationally30 and internationally. I was 

fortunate enough to have prior knowledge and experience from projects such as 

Floating Land in Australia in 2002 and Chemin d 'Arr1 in St Flour, France in 2003, 

and my research and residency for I am a Tourist in Perigueux in 2002 and 2004. 

With most projects I was required to develop a concept for a given site; Farming with 

Maty, 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.32 This led me to France again, where I found artists' 

relationships with the community are familiar and accepting.33 

30 I hasten to add that in Australia there are site-specific temporary projects available to a1tists. I 
attempted to enter 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 tit led Write/ Here billboard project. Brisbane city council and the 
Museum of Brisbane have form ed a new project dealing with temporary public a1t called In habit 

3 1 Chemin dArt is a project set in the medieval vi llage ofSt Flour in the Auvergne region of France. 
With the assistance from the local community, founding curator Andre Maigne presents the project 
annually in the summer festive season. 

32 Throughout my candidature I 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. 

33 Throughout this research of events many opportunities arose to visit and oversee events. However, I 
was not interested in being a bystander, as an attist I wanted to pa1ticipate fu lly in the experience as a 
contributor and artist. 

Page 62 



Eleven projects were accepted. Participation in these motivated me to base a twelfth 

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

The Usage of ltinerancy within the Methodology 

The i tinerancy 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, I 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 language were 

other variables. All of these factors relate 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, Event suggests that something has 

taken place 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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Individual Project Descriptions 

Project: La Fete de Mai 

Work Title: Rose Wood 

Materials: Local clay from the region. 

Date: 30th April - 15th May 2005 

Country: Belgium 

Place: Mozet- a rural region, 60 minutes north of Brussels. 

Site: Between two villages - Froidebise and Basse Arche, 
on a little walking track in the Bois d'Ohey. 

Contributing Artists: Anne Mortiaux, Katherine Louineau, Thomas 
Neumaier, Regane Lhote and Claire Pasquier, Xavier 
Rijs, Paul Tellier, Bernaud Roudet, Joel Thepault, 
Roger Rigorth, Elizabeth Woods 

Each year in May a fete is held in the Mamur Provience, taking place over fifteen 

days. Ten artists from around the world were invited by the inhabitants ofMozet, 

Faulx-les-Tombes, Haltinne, Gesves and Soree 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.34 

34 This project was accessed through AININ. Its founder Fran~ois Davin, was also invited to participate in the 
foundation's research for th is project. Davin was based in France at the time and was employed because of his 
development of a similar project in the north East of France Le Vent de' Foret. 
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Figure 37: Installation of work being supported by local community. 

Figure 38: Installation of work being supported by local community. 
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The selection of each artist's work for this event is significant and supports a very 

different process, from any other project I have encountered. Each artist was chosen 

by what the committee refetTed to as a 'blind ' process. This method selects the artist 

by the presentation to the committee of an unnamed dossier of the proposed project, 

not by the profile of the artist. The selected project is then revealed to the committee 

and a discussion takes place as to whether or not the a11ist has the abi li ty to complete 

the project. This selection process is noteworthy to the overall project, as it suggests 

that the project is selected because of its integrity to the site and the community. 

Through this direct involvement the community makes the fundamental decisions. In 

continuing the idea of community integration, the public also played a key role by 

offering their homes as accommodation. 35 

35 I was hosted in a chateau belonging to the local aristocracy the Bonne Homme Family a privileged 
situation I was told. For me this seemed unimportant although it did grant me an experience of living 
in a privileged situation 
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Figure 39: My place of residence: the Bonne Homme fami ly home. 

My commission, Rosewood, involved the making of approximately 1000 Roses from 

the local clay; these were later fi red in the village pottery. After firing the roses were 

tlu-eaded on to copper wire, and woven around a matw·e tree in the forest (Bois 

d'Ohey). 

Figure 40: Roses in kiln ready for firing. 
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Figure 41 : Local artisan assisting with the fir ing. 

Within the project I was a llocated a studio which members of the community were 

free to visit.36 I was happy to engage in a dialogue with the local people and whi lst 

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 reaJised 

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 

Bourriaud's theory of relational aesthetics. 

361 myself have made hundreds if not thousands of these roses throughout my life as a child and an 
adu lt and as an artist. I can form them so quickly that they are of second nature to me. To my 
amazement people were fascinated I was entertaining and participating with the community on a level I 
had forgotten about. It then became apparent that I would have to make a rose for everyone, a gift to 
the local community. Everyone was very happy to learn that they were to receive a rose, a small 
gesture of respect from the ari ist. 
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Figure 42: My assistant, Elaine, with some of the other artists. 37 

Figure 43: My studio and home of a volunteer. 

37 The artists' studios were in different locations. It was a 20-minute walk to my studio which was 
attached to another farm, three other artists worked from this space. I was offered as many assistants as 
I liked, I requested a female. Elaine a middle-aged woman from the local community arrived. She was 
an inspiration and an energetic worker although she spoke no English and found it difficult to 
understand my French. 

Page 69 



Numerous festivities were held throughout the project; a community dance to mark 

the end of the artist's fifteen working days was to draw attention to the event and 

marked the opening of the rete.38 Subsequently, the trail of the artists' work was then 

opened to the public for viewing.39 

Figure 44: Rose Wood, 2005, dimensions variable (La Fete de Mai) 

38 Festivities throughout the fifteen working days took place. The artists were delivered lunch by the 
community each day, regardless of where they were working This was always a "mini" event as the 
general community is aware of this and often join the at1ist for the lunch break. In the evenings the 
artist and the community ate together in the local hall and were entertained by the local musicians, 
poets and community members. Surprisingly these activities were well attended by the community and 
the artists. The artists were made welcome and became pat1 of the community. 

39 This viewing day was an extraordinary event in itself, where everyone who was able literally piled 
onto tractors and any moving object available and travelled around roads, up hills, and across muddy 
tracks to view the artworks. This took an entire day: picnics were set up and food and entertainment 
were provided. It was an amazing way to view the finished art works. Unfortunately, Australian 
Occupational Health and safety no longer allows this experience. 
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Figure 45: Close-up of Rose Wood. 

Review 

Rose Wood is a work that develops relationships of empathy and ownership with the 

conununity in which it is made. The relationship results from a number of factors, 

including the use of the local clay that, as previously mentioned, has a significant 

symbolic relationship within the community, and the placement of the artist as a 

resident within the village. The important effect of this residency is that it creates 

opportunities for informal interaction between the artist and members of the 

community tlu·ough access to an open studio, teaching/learning (artist teaching 

members to make clay roses) and inclusive festive events. 

The community's ownership of the work results from their participation in the 

production of the work, their involvement in significant decisions (such as the 

selection of artists) and also through their investment in providing the artist with 
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accommodation, facilities, labour and materials. This investment gives the work a 

value that can be attributed to common activities within the community e.g. the artist 

was only able to make this work 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 attracting people who are genuinely interested in the artist and their 

work, and provides them with an opportunity to experience the arti stic process and to 

further develop their interests. This is very different from the use of paid labour as 

although using "professional" assistants may produce more polished results, the 

interests of such profess ionals can be purely fi scal; 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 to the success of the work since it draws direct 

connections between the lives of community members and the work - instead of 

encountering alienating, simply decorative objects in the landscape, 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 moments of creation. 

The work remains today and eventually the copper will produce its own patina on the 

white roses. 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. My project there was a collaborative, clandestine 

project40 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 file de Mai. 

40 See appendix D 
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Project: Farming with Mary 

Work Title: Utopia made me do it 

Materials: Azola, irrigation pipe, wire. 

Date: June 2007 

Curator: Francois Davin 

Country: Australia 

Place: Mary River, Kandanga, Queensland 

Site: Kandanga Rivulet/Bridge 

Participating Artists: Francois Frechet, Bonggi Park, Irene Hoppenberg, 
Maree Prior, Anne Mangeot, Cornelia Konrads, Roger 
Gaudreau, Margaret Me Ardle, Ludwika Ogorzelic, 
Byoung-Tak Moon, Carlotta Brunetti, Francois Davin, 
Elizabeth Woods. 

Farming with Mmy was a project curated by Francois Davin, supported by Kevin 

Wilson41 and facilitated by Julie Gibb of the Gympie Regional Gallery and the people 

of the region.42 This project was set in various small towns in the Mary Valley, south 

east of Gympie in Queensland.43 

41 The then director of the Noosa Regional Gallery and curator of the Floating Land Project. 

42 With a tiny budget of I 0,000 Australian Dollars 

43 Public and private lands of this area were used for the intervention. Consequently, throughout this 
engagement the land, site and people became related. There were moments when each person's farm 
was not solely about the people who farmed it. Although works were created on private land with 
restricted access, right of entry to the farmer's land was made available, a rare opportunity within the 
Australian fanning fraternity. Australia differs greatly in relation to land and access; throughout France 
and Belgium there are often pathways through fanner's payes (land) that are publicly accessible to the 
general public. Davin spent considerable time rallying and building the confidence of the local 
communities. 
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Farming with Mmy had the objective of housing ten international artists and four 

local artists for two weeks to make a work that related 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 fonns with something other than a simple aesthetic consumption in 

mind.(Bourriaud, 2002, p28) 

As a commissioned artist, I was presented with the choice of four possible sites. I 

chose a river site where the waters were heavily infested by the nitrogen-absorbing 

aquatic plant, azola.44 

44 I chose this site because it highlighted questionable farming practices, as azola does not appear in 
waterways unless there is a run-off through the inconsiderate use of manufactured fertil isers. I chose 
this pariicular site because it highlighted my belief in the efficacy of biodynamic farming. 
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Figure 46: Azola-infested river prior to installation of Utopia made me do it. 

The Azola was an appropriate material, as the river was unnaturally stressed, and as 

such, the inference could be drawn between the farming practices that brought about 

the infestation and that were potentially harmful to the greater community. The 

choice of agricultural drainage PVC piping as a medium was to subtly remind the 

community that the problems of the river were associated with agricultural and 

fa rming techniques. I formed the outer casing of the work by moulding the piping into 

float ing amoebic shapes, which lay on the sw'face of the river.45 After installing the 

forms on to the weed-infested river, I then used a sieve to bail out the azola from the 

forms, leaving clear weed-free water that reflected and revealed the natural elements 

of the river. The amoeba shapes produced a strong negative and positive drawing on 

45 A chance encounter with two young residents provided the canoes necessary to install the work on 
the river. This was extremely challenging (to fa ll into the river would have been very unhealthy,) 
installation took time, patience and more importantly familiarity with the river, something I did not 
have. 
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the water and worked like moving mirrors, a metaphor for personal reflection. The 

community viewed the work from the bridge and banks of the river. David Seamon46 

clarifies my approach to this work by suggesting: We normally do not explore the way 

we dwell, (he writes) nor the ways in which place and environment sustain our 

existence as people. A phenomenological environment psychology brings these themes 

into people 's conscious awareness. Such learning fosters understanding, sensitising 

people to the role of place and dwelling in their own lives and thus perhaps helping 

them to promote change in their own lives and others ' lives in the 

future. (Seamon, 1987. pi 36) This work when presented to the community was quietly 

accepted. 

Figure 47: Assistance from the local community. 

46 David Seamon is an environment-behavioral researcher and Professor of Architecture at Kansas 
State University in Manhattan, Kansas. His research and writings focus on the ways that the natural and 
built environments contribute to human well-being. 
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Figure 48: Forming the amoebic shapes. 

Figure 49 : Utopia made me do it, 2007. Agriculture pipe, wi re. Dimensions variable. 
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Figure 50: Utopia made me do it, 2007. Agriculture pipe, wire. Dimensions variable. 

Review 

Utopia made me do it is a work very different work from Rose Wood even though it 

developed from a similar project format to La Fete de Mai. Utopia made me do it, by 

the nature of the materials, had a different agenda, as it utilised a politicised medium 

(azola and black irrigation pipe) to formulate the concept attached to the work. The 

political relationship established within the work and the acceptance of this by the 

community only briefly altered the community response to me as an artist. Other than 

this, all other factors remain consistent with La Fete de Mai despite the changes in 

culture and geography. 
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Figure 51: Farming with Mmy community celebrations. 

Figure 52: Farming with M01y community celebrations. 
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Figure 53: The audience viewing the works. 

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

Dwel/.47 After Dwell I then continued on to my next project, Greal Walks. 

47 see appendix D 
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Project: Great Walks/Habitus-Habitat. 

Work Titles: Princesse Kondililla, 
Water Works, 
Great Expectations 

Materials Chalk (Princesse Kondililla) 
Sticks, paint (Water Works) 
14'30" video (Great Expectations) 

Date: September - November 2005 

Coordinator: Keith Ward 

Country: Australia 

Place: Sunshine Coast Hinterland Queensland 

Site: Kondililla Falls, Thelba Thalba 

Commissioned by: EPA Powerlink Queensland 

Contributing Artists: Craig Walsh I Gold Coast City Gallery 
(Gold Coast Hinterland) 

Fiona Foley I Hervey Bay Regional Gallery 
(Frazer Island) 

Jill Chism I Perc Tucker Regional Gallery 
(Wet Tropics Great Walk South) 

Brian Robinson I KickArts Contemporary Arts, Cairns 
(Wet Tropics Great Walk-North) 

Photographer: 

Shane Fitzgerald I Artspace Mackay 
(Whitsunday Great Walk) 

Elizabeth Woods I Caloundra Regional Art Gallery 
(Sunshine Coast Hinterland) 

Marian Drew 
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Habitus - Habitat, Art and Environment 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 funded projects. Great 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 Public Art Agency, Art Built In and 

Powerlink Queensland.48 

Having completed Dwell, a temporary public art project in Canberra, I was 

disheartened by the lack of opportunity it had given me to engage 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 headquat1ers of the EPA and Powerlink, the commissioners of the work. I 

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

48 The project was administered by ARCJM IX 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 Habilus-Habilal sited various artists working past and presently in 
the field, the key historical reference being Beuys project 7000 Oaks. As a chosen reference Beuys 
7000 Oaks placed this project wi thin 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 ar1ists. The outcome 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 I have selected one, Princesse Kondililla. The other two works were 

Waterworks and Great Expectations. 49 

It became very obvious in the early days of this project, although the community 

aspect of this project was promoted in the Great 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 became 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 avai I able 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 Kondililla, a mythical aboriginal princess who lived within the park. I 

decided to make homage to the Pri ncess by producing an ephemeral pathway to 

reinstate the historical and mythical qualities of the park. 

After much deliberation and experimentation, I selected a European-styled design to 

refer to the European fleeting presence in an ancient land. 5° At first the decision to use 

a European design was a political conunent, addressing Euw pean settlement on 

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

49 See appendix D 

50 I substantiated this by titling the 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 aboriginal pathway), due to the sensitive nature 

ofthe materials, totally integrated and became one. 

The material used to form the pattern was clay collected from the national park, and 

which I then carefully dried over the course of four weeks. When it was completely 

dty 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 fi ne metal mesh onto the stencil, cut to fo rm the design; the process took 

eight hours. The work travelled along the path for a fwther 200 metres, stopping in a 

place for no apparent reason; this also added to the cw·iosity 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. 5 1 This work intensified the existing myth: the general public and EPA staff 

arrived at the site the next day, only to find that it was no longer there-- the work had 

simply vanished through the night, the ra in had arrived and the work dissolved, 

leaving no traces.52 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 existed53
. 

51 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 elements that 
made this work successful come together. 

52 Photographic documentation played a pivotal role in this project, perhaps because the very small 
audience, and for reasons of accountability, photography clearly played an impot1ant pat1 by 
documenting the neeting experience, now rendered permanent on the office walls of the EPA. 

53 I reviewed the work of Richard Serra Tilted 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 work on the walls of the EPA. 
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Figure 54: Princesse Kondi/illa, 200m trai l laid in dried clay. 
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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 at1 commission, The project was 

placed within the National Parks this automatically linked the project with the towns 

ofMaleny 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 a lready 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? 

Page 87 



Despite efforts made by the artist to interact with the community relationships were 

not established. This affected the outcomes of the project: the artist and the a1t 

remained alienated from the community. 

People outside the community governed Great Walks. Formal festiv ities took place 

throughout the two months. Attendance by the local community, although encouraged 

through the usual methods of promotion and advertising, was minimal. 54 The lack of 

informal opportunities for the community to engage with the artist resulted in the 

employment of professional assistants. The consequence of this decision was a 

polished work but caused a further alienation of the community. Greal Walks resulted 

in a work that played with the randomness and chance encounters of visitors, and staff 

within the national park framework. I was essentially making my own private work in 

a public site. 

Figure 57: Assistants Andre Porigneaux and Derek Noble. 

54 The selection process for this project took place in the offices of the EPA with the Artimix the 
commissioned public art agency Artimix called for submissions the submissions were then presented to 
the EPA and the final selection was made by the EPA. 
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Figure 58: Artist with EPA ranger Cheryl Thompson. 

Figure 59: Camp site at Thelba Thalba. 

Having completed The Great Walks, I returned to Hobart to begin my next project, a 

community-run biennial event, The Mountain Festival. 55 Following the completion of 

55 see Appendix D 
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the Mountain Festival project, I returned to France to work on a project curated by 

Jean Bojko. 
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Project: Les Jardins d'Etonnants 

Work Title: From private garden to public place 

Date: May - July 2006 

Materials: Garden courgettes with incised text. 

Artistic Director: Jean Bojko 

Country: France 

Place: Corbigny and Montliffe 

Site: Anne & Pierre Daveau's farm garden 

Contributing Jardiniers (Gardeners): 

Artists: 

Commissioned by 

Eliane Bosse, Honorine Van Citters, Pierre Michon, 
Communede Gien/Cure, Commune de Nannay, Daniel 
Mahuet, Sylvain Bellenfant, Jean-Paul Pouillot, 
Fernande Courtet, Nicolas Petitdidier, Fabio, Abbaye 
du Jou'ir, Didier Haut, Didier Gouel, Anne Daveau 

Rommert Booenstra, Julien Celdran, Francis Colin, 
Phillippe Cusse/Sylvie Verhee, Claire-Helene 
Delouvee, Anne De Vi llele, Eric Ferrand, Marie 
Gousse, Francois Frechet, Sylvain Vincendeau, 
Thein)' Teneul, Laurence Medioni, Jeanne Laurent 
Katerine Louineau, Elizabeth Woods 

TeAtr'e'PROVeTe56 

The site was in a farm garden belonging to Anne and Pierre Daveau. The village, 

Montliffe, was 15 kilometres from Corbigny in the Burgundy region. 

56 T~Atr'e' PROVeTe (translated as Test Tube Theatre) 
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Figure 60: The home of Anne and Pierre, Montliffe, France. 

The focus of this project was to match 28 local inhabitants and their land with 28 

artists from outside the area. Over one year the artists and the gardeners collaborated 

to produce works of a varied nature. As with all TeAtr'e'PROVeTe projects this 

commission was ' based on a symbolic relationship between art (the artists) and 

society (the gardeners). '(Bojko, 2006, p56) My itinerancy consisted of a ten-week 

residency living in situ with Anne and Pierre Daveau. 

This commission primarily addressed an important research proposition: Can artistic 

interaction and the incorporation of everyday activities generate a more meaningful 

reception to public art? 

The start of the project coincided with the festival of May held in Corbigny and 

showcased each community's input into the region ofNievre.57 

57 This rete showcased all the different styles of farming and produce akin to our rural shows. The 
fundamental difference was that the rete/show ran through the streets ofCorbigny. The timing of this 
particular event was crucial to the timing of the community event as it recognised each person's 
contribution and advert ised the project to the wider viewing audience and the participating art ists. The 
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Figure 61: Local rete held in the rna in streets of Corbignay. 

Informal and formal activ ities surrounded the entire project: as part of the official 

opening evening an artist introduction party was held by the organisers and supported 

by the community. It was a large party of 400 people who were treated to a meal of 

regional specialties. Throughout the evening, to great applause, a ceremony took place 

introducing the artists to their respective gardeners. 

28 gardens over the course of the next year were open to the general public and became conference 
places for the wider general audience. 
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Figure 62: Opening night entrance at Abbaye de Corbignay. 

I lived with my gardeners and became part of their lives for ten weeks. My intention 

was to plant a large garden of courgettes, 55 plants, in a plot measuring 25 metres x 

10 metres. A plot of land was provided and for the following two weeks I I istened, 

cooked, ploughed and weeded the plot in which we were to plant the courgettes. The 

day for planting the garden was announced to the community and in the morning 

people arrived to help with the planting. There was a lot of laughter and chaos; for 

me, bewilderment, due to the language barrier. 
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Figure 104: Dresses being worn prior to the happening. 

Figure I 05: Dresses being worn prior to the happening. 
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Figure I 06: Dresses being worn prior to 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 

gallery exhibitions. The opening night was catered: 1 provided waiting staff, food and 

drinks; I myself participated as a waiter, allowing me to be part of the process. The 

dressed participants gradually 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 chi ldren who wore the dresses stayed 

within the gallery, chattjng freely. After about 20 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 su itable to fit the windows of the Plimsoll Gallery and for the final 

exhibition. The idea of collecting 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 

solution to make the curtains. Each curtain took eight hours to resew; throughout this 

time the women and children revisited my studio and were perplexed by the laborious 

process. I myself found that the resewing of the rubber-backed fabric seemed surgical, 

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 shines 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. The curtains are undoubtedly 

connected to the community who patticipated in their making. A video montage was 

assembled using footage collected from the event. 
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Figure 107: The Making ofCurtains happening. 

Figure 108: The Making ofCurtains happening. 
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Figure 109: The Making ofCurtains, 2008, curtains incorporating dresses wom in happening, 

installation view. 

Figure II 0: Close-up of cmtains showing hand-sewn seams. 
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Review 

The Making of Curtains utilised all the strategies that w1folded 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 event 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 presented 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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Summary Table 

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 

propositions were uncovered and solutions were fo und. 
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The summary table below is relative to each factor and allows you to visualise the effectiveness of the factors within each project: 

Factor Fete de Mai Farming Great Walks Les Jardins Port Arthur Dalby CAMAC The Making 
with Mary Etonnants Hospital of Curtains 

Artist Resident in I Yes n Yes - ~ No - . ~ ~Yes - II - No i No I Yes ~ Yes 

Community 

Volunteer I ·11 

Volunteer ·- Volunteer l- Paid 4 Volunteer l - Paid ~ Paid 4 Volunteer i'--- Both 
Paid Assistance I 

Festivities I Formal and Formal and Formal Only Formal and - Mostly r None l Formal and Formal and 
Informal Informal Informal Formal Informal Informal 

I I I 

Permanence Permanent I Temporary :: E;hemerai 1 Ephemeral , Ep~ l - Permanent Temporary Ephemeral* & 
Permanent 

Governance Community Community Institutional Institutional & Institutional & Institutional Institutional & Self 
Community Community Communit;y 

-- i_ -· ---

Interaction with I Moderate Moderate Moderate 1 High I Low I Low I Moderate ' ---;{igh 
Everyday 

*Ephemeral work is ultimately destroyed when returned into a permanent, decorative object for gallery exhibition. 

Figure 111: Table of works and factors determining public interaction. 
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Comparisons between Dalby and The Making of Curtains 

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 subsequently deficient in all six strategies and 

the making of curtains a work that was made specifically with all strategies 

incorporated. I found that the difference between the projects could be assessed by 

whether or not these factors were effectively addressed. 

Artist Resident in Community 

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 having 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 ofthe 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; therefore the artist was able to select participants from a wide range of 

backgrounds, and who had an appreciation of the project. This gave the artist 

confidence and allowed the project to develop in a supportive atmosphere. When the 

artist is resident within a community, support and generosity come from unexpected 

areas and add diversity to a project. Little pieces of advice and local information are 

given and prove to be very constructive. Relationships are formed; story telling 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 stimulated by the artist's continual presence 

within the community, allowing the project to develop in particular ways that are 

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

Engagement of Volunteers as Assistants 

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. In 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 factor, which was promoted within the project. Financial or 

professional interests did not motivate the participants: they were involved because 

they were cw·ious and through this curiosity participation took place. 

Positive Outcomes from Informal Festivities 

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 festivities or official ceremony 

associated with the opening of the hospital. The general lack of festivit ies 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 directed 

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

Engagement of Temporary and Ephemeral Work 

Dalby was a permanent work and there was minimal discussion in relation to the 

changing of the work from permanent to temporary. Although there was scope for this 

to take place it was not considered seriously . The work, being permanent, needed 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 

although 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 

regulatory 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 audience and casual bystanders. 

Governance 

Governance of the Dalby project was through a public art agency and all site 

information necessary was obtained tlu·ough 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 commission-funded 

tlu·ough conventional public art funding. This is representative of state public art 

policy and production. The hospital and staff are privy to the budget provided for the 
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artwork and this can have dire consequences for the artist as the community may not 

be aware of the complexities of the commissioning process and this often leads 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 wi ll go ahead regardless of their input. 

A totally 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 external bodies. The gallery 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. 

Interaction 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 curtains on the other hand relied totally on the everyday. This work 

activated familiar materials, CU11ain material dresses, food and beverages. These 

everyday objects gave the project 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 each 

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 work/happening. The everyday provided a departure point for a 

shared public experience. 
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Summary 

The research presented here provides six recommendations that resulted from an 

international and national study into temporary public art. Meeting all these factors 

will not automatically guarantee a successful public artwork but the fi ndings are 

signi ficant. 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 interested in incorporating 

temporaty and relational-based concepts into the current 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 people together. 

The significance of these fi ndings allowed me to see objectively 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 outcome is not always the deciding factor of a successful 

public artwork. This research 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 

strategies we can learn to go beyond our culture of separation that pub! ic art often 

promotes. By engaging in a new philosophical framework cultivating the 

compassionate relational self, it is possible to construct art and policy that no longer 

needs to separate the community from art and art from the community. 
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Exhibition and Presentation 

Throughout the candidacy I have presented artworks within solo and group 

exhibitions and artist residencies. 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, selecting images from my original documentation of the projects 

demonstrating the how, the when, and the where of my itinerancy and methodology. 

The didactic format, 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 Curtains. 
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Chapter Four: Conclusion 

In conclusion, I will address my aims and research propositions and how the 

outcomes have added to the fie ld . 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 project. 

This project was undertaken to evaluate and establish the importance of temporary 

relational-based public art into the mainstream public art programs throughout 

Australia and, in turn, improve the reception of public art and the community's 

acceptance and understanding. Through everyday experience as a public artist 

working in situ, I am continually asked to convey the sociological and psychological 

attachments to site, and to the community in which the commission is to be placed. I 

have investigated the values that are inherent in public att policies and found that 

these values did not translate into the finished artwork; it is for these reasons that I 

sought an alternative avenue for public art making. 

My focus for this research was to investigate and reveal different public art models 

suitable for implementation into mainstream public art programming in Australia. The 

project research involved participation in art events, rather than stud io-based research, 

in order to understand our re lationship as artists to our wider community and to focus 

on the shifting roles of the a1tist within our contemporary situation. 

Through researching public art, public arts policy, public sites, and the changing role 

of the site 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 

both permanent and temporary; the research took place within Australia but also led 

to France, Belgium and Poland. 

In Australia, site-related projects involving curators and public art agencies employ a 

relatively conventional format; this predictable format was essentially the impetus 

behind the international venue of this research project.74 This geographical move 

allowed for the project to investigate non-traditional sites such communities, 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 

meaning for public art that adopted a more responsive feeling to communities in 

which the public art commission were to be sited.75 

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 I became an itinerate 

artist myse lf this opened another area for research not previously investigated. I had in 

74 This formal has altered somewhat since my candidature began in 2004. The greatest exponents for 
temporary based ar1 is becoming stronger, in par1icular 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. 

75 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 tradit ional gallery setting was used. 
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previous projects experienced this as a working methodology but not really valued or 

understood the advantages of seeing and being in a place for the first time. Through 

being peripatetic I began to fully understand and appreciate place. ltinerancy, for me 

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

Questions about the artist's relationship with the community in which I 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, allowing for further 

development of concepts associated with public art in Australia. Tlu·oughout this 

research I have learned to navigate my way around difficult issues associated with 

public rut and am assured, as the findings of this study suggest, that a more relational 

approach to public art has the ability to shift ow· focus from permanent objects 

(individualism) and the mandate of keeping art separate from life, to a more balanced 

public art program (relational) that enhances the general public,s view of the 

importance of public art within our conununities. 

This research has already contributed to temporru·y public art programming in Hobrut: 

a collaborative project has been completed for Contemporary Art Services Tasmania. 
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Landscapers, and a further work is set for completion in March 2009, titled Public 

Notices, a relational-based project incorporating the Hoba1t City Council and the 

residents of Hobart. 
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Appendix A: List of Works in Exhibition 

Eight didactic panels of project information: 

Fete de Mai 

Farming with Mary 

Great Walks 

Dalby 

Les Jm·dins d 'Etonnants 

Port Arthur Project 

CAMAC 

The Making of Curtains 

The Making of Curtains 
Curtains incorporating dresses worn in happening, 1.8m x 3.6m; 
5 '50, single-channel video documentation of happening; 
Slideshow of photographic images taken by participants prior to happening. 
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Appendix 8: Public Art and Policy Definitions 

I 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 

discrepancies, I began looking at current values and intentions of public art policies 

throughout Australia. 

The term, 'Public Art' is used to define works of art, in any media, that have been 

planned and executed 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 cultural 

identity. 

Public Art involves the commissioning and installation of works in publicly 

accessible 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. AsCher Krause 

Knight argues: 

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 pieces are periodically erected, there has been a shift away from 

thi s type of public rut. Architectural trends have also reflected th is general drift from 

the traditional, thus fuelling the evolution of public art and, increasingly, public art 

has been incorporated into the actual construction of buildings and public places.76 

76Publicly accessible environments refers to places such as parks and recreation reserves, swimming 
centres, road reserves, main streets and shopping precincts, 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 

reignite the place of art in the public arena and to revitalize and re-humanise public 

spaces. 

The Audience 

Public art services a diversity of audiences; it fills a gap in the audience experience of 

art, as public art is usually sited in accessible places. Public art differs from that found 

in galleries and museums where the institution is commonly viewed as the presenter 

of culture. 77 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.78 Public art implies a pruticular working practice; this practice vru·ies 

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 general public or the users of the site in which the art is placed. The rut 

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 transpo1t hubs. There are many other suitable 
locations. http :/www.aits.sa.gov.au/site/22 August 2008 

77 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. Th is system serves to support the industry and audience needs by 
making the art presented comprehensible. 

78 The construction of a definit ion 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 a11ists engaged 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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Funding 

Securing adequate funding is the foundation of any public art program. Aside from 

donations from corporations and private individuals, there are a number of approaches 

through which it may be possible 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, w ith the fi rst policy commitment in Tasmania in 

1979.79 The money comes from a percentage allocated from the tota l construction cost 

of each state capital work project.80 The percentage varies in each State,81 but with 

this percentage/money from the funds acquired, a commission process is put in place 

and a commiss ioned artwork is produced. The percentage set aside for art can be quite 

substantial; for example, the $6-billion construction budget of the Docklands project 

in Melbourne, Victoria is legally required to spend $60 million over the next 20 years. 

(Bock,2002) 

79 Art in Architecture Program was laid in the USA in 1934 This accounts for the long history and 
discussion associated with Public a1t in America. 

80 This also included building refurbishments. 

8 1 Tasmania Art for Public Bui lding Scheme. APBS is 2% cited arts.tas.gov.au/ cited I om October 
2008 Western Australia Percent for Art Scheme I% 
cited.dca.wa.gov.au/programslarts_cultural_dev/public_art/percent_for _a1t I 0111 October 2008 
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Contribution schemes are now in force in all states tJu·oughout Australia; with the 

exception ofNew South Wales these schemes provide a large percentage of the 

necessary funding for Public Art.82 PhilantJu·opic donations exist: however, these are 

often in the form of private commissions and generally do not go tlu-ough a ' public art 

process' . Exceptions to this are projects such as Artangel, an organisation in the 

United Kingdom. Artangel not only raises revenue by philantJu·opic donation: it also 

facilitates and supports the commissioning process83
. 

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.84 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 these 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. 

82 These policies are constantly reviewed, most recently in Queensland with its comprehensive 
Queensland Kerniger report 2008 Commissioned by the Queensland Government. 

83 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, llya Kabakov, Neil Bartlett, Gabriel Orozco, Tatsuo Miyajima, Rachel 
Whiteread and Simon McBurney/ John Berger. http://www.artangel.org.uklpages/angels/company.htm 

84 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 A11 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 comrnercialised business unit of the Department of Public Works. Stafford and staff 
Queensland Public Art Agency Timothy Morrell Art link vol 20 no 4. P 65 
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Public Art Policy. 

Values and Intentions 

Each municipal council and city in Australia generally has some kind of public art 

policy. These policies vary in accordance with the requirements of the community. 

Together with the implementation of the public art policies and contribution schemes, 

councils are also required to manage the collected funds. The policy 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 tmdertaken 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 publ ic art 

policies vary slightly but generally they have a similar intent and that is to integrate 

public 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.85 In a report on social value commissioned by the 

Austral ian Heritage Conunission in 2004, Clu·is Johnston defines places with social 

value as ' those that can provide: 

• a spiritual or traditional connection between past and present 

85 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 community behaviour or attitudes' (Johnston, 1994, 

p63) 

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 themes, 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 ofMelbourne, 2007, 

p.5) A comprehensive art policy further develops such principles as artistic 

expression, equity and social justice, and creates opportunities for people to become 

actively involved in the decision-making process. In tlU'n, if policies are drafted 

sensitively and implemented correctly, they have the ability to strengthen 

communities and enhance urban and economic development. Discrepancies do arise 

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

Discrepancies between Intention and Product 

Public art policies essentially promote social value and social intention and permanent 

public ar1 often adheres to these principles. Never1heless, in some commissions, this 

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

Page 176 



occurs, the general public, artists, public art users and viewers often become 

despondent about public art. Problems seem to lie in the changing definition of what 

publ ic art is and does. Clu·is McAuliffe, art historian and director of the Ian Potter 

Museum of Art, says: 

Public art causes controversy throughout the Western world because people feel they 

have no say in the way urban environments are controlled 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, p74) 

With this consumption, Gablik goes on to say, 'the dominant modes of thinking in our 

society have conditioned us to characterise rut primarily as specialised objects, created 

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

1995, p.74)
87

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. 

86Th is essay addresses our 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' 

87 ibid Connective Aesthetics Art After Individualism, p. 74 
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Are problems with public art endemic? 

Australia is not alone in confronting problems associated with the commissioning and 

placement of public a11 and programs. A direct connection can be made to the early 

1970s art program in America 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 81t. Indeed, it was in reaction to the glut of 

ornamental ' 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). 

Suzanne 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 range of possibilities that artists were encouraged to 

tackle creatively. Arts policy began to encourage artists to propose 'art that integrated 

into the site and that moved beyond the monumental steel object-off-the pedestal to 

adopt any permanent media, including earthworks, environmental art, and non-

tradit ional media such as artificial light. ' (Lacy, 1995, p23) 

88 The NEA (Nationa l Endowment for the Arts) policy accessed funding and produced policies to 

effectively endorse a public art program. 
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Appendix C: Alternative Avenues for Public Art 

Artists, Curators and Facilitators 

Public art projects require curators and facilitators that are interested in developing 

alternative ways of presenting public art and developing new audiences. Without 

informed curators, commissions as a whole, be they permanent or temporary, can be 

elitist, uneventful, and dysfunctional for artists and the community alike. Although 

public art agencies have in-house curators, often the curators are adverse to projects 

that integrate the community. American curator, Mary Jane Jacobs in her essay, An 

Unfashionable Audience suggests public art works that are audience generated and 

audience responsive appear to the established art world to be necessarily 

unsophisticated.(ed Lacy 1995, p58) Primarily, it is the role ofthe curator ofworks of 

public a1t to offer the client an alternative and to support such alternatives. Artangel 

has been progressive by offering various projects to the general conmmnity. The head 

of public art at Royal Melbourne Institute of Technology (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' .(Hogg 2006) 

Mary Jane Jacobs' landmark public art program, Culture in Action Chicago 1993, 

illustrated thi s through a large and innovative project involving eight artists who 

formulated community partnerships. Josephe Scanlan suggests that Culture in Action 

framed 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 ofthe 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 providing food for people living with HIV, Haha and 

Flood. 89 Mark Dian's Ecological field station90
, 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 LibrGiy 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 different socio-economic sites and devised three w1protected 

bookcases as makeshift lending libraries using tlu·ee 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 and 

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 

in formation. ( Clegg and Guttmann, 2008) 

89 Four members of the Chicago based collaboration Haha made up of 4 at1ists Richard House, Wendy 
Jacob, Laurie Palmer, and John PI off proposed a community garden that produced food for people with 
HIV. ln addition to the hydroponic garden a meeting place was set up as a meeting and discussion area 
for people and suppott groups. 

90 Mark Dion created with the help of students involved in the Culture in Action program a field station 
from a disused garden shed. This was used by the local community to visit and learn about their local 
environment. 
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An open, free-flowing form of self-organisation and the administration of liberal 

principles of exchange marked this project. An interesting feature was that each 

library from the respective suburbs reacted differently to this opportunity: one was 

fully suppot1ed by its community and a request was made for the project to continue; 

the second, after continually having to replenish the bookcase because the books were 

not returned, just made it to the end of the installation period; and the third was 

destroyed on the second day.91 

Figure 112: Clegg and Guttman, Open Public Library, 1993. 

9 1 paraphrased from Hans Dieter Huber The New Media and Urban Space a workshop given at 
Bauhaus Dessau 07 07 2000. 
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Figure 11 3: Clegg and Guttman, Open Public Librmy, 1993. 

Public art, no matter in what form it is presented, has its problems. The Universita 

delle Idee [UNIDEE] is a research centre in Biella, Italy and is part of the research 

department of the Cittadellarte Foundation92 (UNIDEE is the residency section of the 

Cittadellarte Foundation.) UNIDEE was founded on a premise expressed by the artist 

Michelangelo Pistoletto: 

Art is the most sensitive and comprehensive expression of human thought. The time 

has come for the artist to take the responsibi lity of connecting every other human 

activity. From economy to politics, fi·om science to religion, from education to 

behaviour. In brief, all the components of our social structure. 

Cittadellarte supported by the Fondazione Pistoletto runs, as part of its program, 

various internationaJ residencies and, from these residencies, works are 

commissioned. An example of this type of commission was the work Waiting for 

92 http://www.cittadellarte.it/citta2005/eng/cittadellarte/cittadellarte.html cited July 8th 2008. 

Page 182 



Water by Walid Mawed, created in 2004. 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 Hall to keep the general 

public informed about the distribution and control of the water sources in the 

geographical 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 

social - both 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.93 

93 In detail, 196 square meters of fabric (supplied by Guabello S.p.A, Mongrando) form an architectural 
element (21m 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 
unusual and extremely artificial element, which limits our perspectives. 
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Figure 114: Walid Mawed, Waitingfor Water, 2004. 

Social dialogues involve the engagement of curators and facilitators. Jean Bojko is the 

founder ofTeATRePROUVeTe, an innovative hybrid project that brought and 

continues to bring visual and performing artists together in the Nievre region in 

central France. The French curator Jean Bojko has worked across a format of projects 

employing similar strategies. TeAT'ePROUVeTe has been running for ten years and 

is supported by DRAC General Council ofBurgundy. TeATRePROUVeTe 

headquarters run from a disused abbey in a small village of 1900 inhabitants. Bojko 

describes this ongoing project as a staging for the social space that revolves around 

social issues such as poverty and environmental issues affecting the regions and 
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outlying areas. Past projects have been innovative and involve atiists working across a 

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

Figure 115: TeATRePROUVeTe, Marie, 2004. Photo by Sylvie Roche. 
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Des actions particulh!res mlses en scene dans l'espace social 
traitant d'un probleme actuel et dont le succes se mesure, 

non pas au nombre de spectateurs, mais au nombre de 
points d'interrogatlon qui emanent dans Ia cite. 

Figure 116: Promotional poster for TeATRePROUVeTe. 

Summary 

Programs such as Cittadellarte, Artangel, Culture in Action, TeAT'ePROUVeTe all 

suggest a new way of integrating what Kraus suggests as populism in public art 

making. Artists' interactions within communit ies using similar formats have been 

adopted throughout Europe America and Asia. Projects that involve audiences help 

define what art is in the public realm through interacting on a social level. There is 

more emphasis on the idea of the itinerant artist in this new order - where the artist 

moves from project to project, often in significantly different geographic regions. The 

artist now becomes a medium for interacting with communities. 

Page 186 



Wailing for Water, TeATRePROUVeTe, Open Public Librmy demonstrates the 

principal of site-orientated work engaging more intensely with the community and 

everyday life. Miwon Kwon makes the point that "this move from the institutional 

aspects of art production suggests ' the work no longer seeks to be a noun/object but a 

verb/process, provoking the viewers' critical (not just physical) acuity regarding the 

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

In this context, the guarantee of a speci fie 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 unrepealable 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 been a significant change in the artist-audience relationship. Bourriaud suggests 

that there has been an upsurge 'of convivial, user-friendly artistic projects, 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 perspective 

' 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 commissioning 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 general 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 helping define the necessary context of my 

research by promoting the positive social and everyday aspects of life as being 

profoundly important. 
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Appendix D: Projects Not Used in the Final Summary and 

Conclusion 

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 

were 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, Austra lia, October 2005. 

• Mountain Festival, Hobart, Tasmania, Australia, March 2006. 

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

A further three works have not been included in the final submission. Two site­

specific works, Water works (Great Walks) , and I am a Weaver (CAMAC), and a 

video titled Great Expectations, completed in the Great Walks commission. I have 

included each of the work, remain ing within the itinerancy/clu-onological format. 
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Project: Warsaw, Poland 

Work Title: 

Date: 

Materials: 

Country: 

Place: 

Site: 

Untilled 

May 2005 

Found wooden fruit boxes, silver leaf, wire. 

Poland 

Warsaw 

Embankment of the Yistula River 

Contributing Artists: Jareck Lustych, Elizabeth Woods. 

Following Fete de Mai my next work was a collaboration with Jareck Lustych, a 

Polish artist with whom I had previously worked in France in 2002. Our intention was 

to make a c landestine 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. Our 

materials were locally salvaged wooden fruit crates and si lver 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 maintajned a high quality. I left Poland and 

continued with my itinerancy to Farming with MGJy, Queensland, Australia. 
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Figure 117: Untilled, 2005, suspended found wooden fruit crates, silver leaf, 12 x 10 x 10m. 
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Project: Dwell 

Work Title: 

Materials: 

Date: 

Coordinator: 

Country: 

Place: 

Site: 

It 's in my Nature 

20 tons of cut-to-length firewood, 4 wooden kitchen 
chairs. 20 meters long, height variable. 

7 - 23 October 2005 

Cathy Landenbach 

Australia 

Canberra 

Parliamentary Zone 

Participating Artists: Micky Allan, Clem Baker-Finch, Meltia Dahl, Averil 
Harris, Geoffrey Farquhar Still, Bridget Nicholson, TS 
Ringsmuth, Elizabeth Woods. 

Commissioned By: Australian National Unjversity 

In 2005, 1 participated in a temporary public art project, held in the grounds of 

Canberra's Parliamentary Zone. The curators' project titled Dwell responded to the 

contemporary understanding of what it means to Dwell. The site I chose was close to 

the Indigenous Embassy on Old Parliament House lawns, and this in many ways 

influenced the work. T made the work using 10 tons of logs cut for firewood. The logs 

were stacked between trees on the selected site with several wooden kitchen chairs 

woven into the stacks. During the installation, five days in all, I was able to engage 

with the general public, most of whom would not normally visit galleries. This 

provided me with the opportunity to discuss the project and involve the community 

and, finally , to invite the viewers to collect the wood after completjon and the final 
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opening and take it home with them. Subsequently, the logs found their way into 

Canberra homes, allowing the site to return to its former self, a requirement from 

commissioning agents of site-specific works. I became increasingly aware that works 

formed in situ have the invaluable opportunity to forge a bridge between artist and 

audience, site and materials. I was unable to stay for the collection of the wood from 

the site due to budget restraints; this was an unfortunate outcome, as I felt that this 

was a valuable aspect of the overall project. I left two days after the opening to 

continue with my itinerancy, I travelled to Queensland to begin work on the Great 

Walks project. 

Figure 118: Delivery of wood to site. 
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Figure 119: It's in my nature, 2005. 
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Figure 120: It 's in my nature, 2005. 
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Project: Great Walks/Habitus-Habitat 

Work Titles: Water works, 
Great Expectations 

Materials Sticks. paint (Water Works) 
14 '30" single-channel video (Great Expectations) 

Date: September - November 2005 

Co ordinator: Keith Ward 

Country: Australia 

Place: Sunshine Coast Hinterland. Queensland 

Site: Kondililla Falls, Thelba Thalba 

Commissioned By: EPA, Powerlink Queensland 

Water works was one of three works made for the Great Walks commission. This 

work has not been included in the overall assessment as I felt that this was an 

unsuccessful work based on its relationship to the site and community engagement. 
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Figure 12 1: Water Works, collected sticks and wood, rivets, blue paint, 200m total length. 

Figure 122: Water Works 
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Figure 123 Water Works 

The third work, Great Expectalions,94was a video documenting the changing view 

from ow· 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 walking 

narrative some 12 months later.95 This work and the making of it helped resolve the 

first part of my research questions, which focused on how the artist and the pub I ic art 

commission can be of benefit to each other and how they retain their integrity . I 

discovered that fi scal support enabled me to experiment with a new medium, in this 

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

94 See appendix C. 

95 The narrative was used in Wa/kingfromMarnay to the North Keppel, for the N011h Keppel Project 
(see Appendix C). 
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have been unsuccessful, the EPA has since promoted this work as an important 

outcome of the public commission. 

Figure 124: Site for Great Expectations. 
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Project: Mountain Festival 

Work Title: 2 Places to dwell 

Materials: 25km of string, private house, trees. 

Date: March - April 2006 

Co-ordinator: Derek Hart 

Country: Australia 

Place: Hobart Rivulet, Tasmania 

Site: Rivulet Walk, Hobart 

Contributing Artists: Ian Bonde, Lucy Hawthorne and Dean Chatwin, 
Andrew Murphy, Bee Tudor, Marcus Tatton, Lucy 
Bleach, Scot Cotterell, El izabeth Woods 

The Mountain Festival is a biennial community event that takes place on a rivulet that 

feeds from Mount Wellington to the Derwent River in Hobart Tasmania96
• 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 al ign itself with previous projects that I had been part of in Europe, the 

distinguishing features being the festivities that surrounded the event. 

96 This project is funded by various funding bodies: The Australia Council, Arts Tasmania, and the llobart city Council and the 
Hobart water board. 

Page 200 



The Mountain Festival provided a venue in which the viewing public was privy to the 

installation of the artwork. The curatorial premise was to produce a work of art that 

engaged place.97 

The work was titled Two places to dwell, one being the trees, the other the man-made 

house. I connected the two with white nylon string98. 

Figure 125 2 Places to diVe//, 2006. 

97 In 2006 the Mountain Festival coincided with an international forum based at the University of 
Tasmania titled Senses of Place A publication is available in which this work is described. 

98 I used 25 kilometres of string. This was the estimated amount of mi leage by foot I had done since 
my arrival in Tasmania. 
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Figure 126: 2 Places to dwell, 2006. 

Overall, although Twas not entirely happy with the drawing/sculpture as I felt it was 

incomp lete due to the physical impossibility of completing the work, 1 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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Figure 127: 2 Places to dwell, 2006. 

Important benefits/aspects of this work were that, not only did I get to make this work 

in situ, but I also had the opportunity to live in the house to which I had attached the 

work. Tllis was a very valuable experience; I not only felt part of the work but I was 

able to view the viewers from the inside of the house (or in this case the sculpture), 

realis ing an element of a work I had not before experienced before.99 With thi s work 

completed I then left for France for my next project Les Jat·dins d 'Etonnanls in 

Corbignay, France. 

99 I used this experience in a later work in France where I slept in the gallery, I am a Dreamer. 
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Project: North Keppel Island Project 

Work Titles: 

Materials: 

Date: 

Cotmtry: 

Place: 

Site: 

Whatever you do don't forget about me 

Walking from France to North Keppel 

White latex balloons and water (Forget) 

Single-channel video (Walking) 

November 2007 

Australia 

North Keppel Island, Queeensland 

North Keppel Island Queensland, 

Rockhampton Regional Gallery 

Participating Artists: Jill Chism Elizabeth Woods 

Yepoon High School, St Ursula' s College, St 

Brendan's College. 

Commissioned By: Rockhampton Regional Gallery 

In November of 2007 I was invited to take part in a site-specific workshop located on 

North Keppel Island in Queensland. North Keppel Island is a world heritage-listed 

island and is used for educational purposes. The project took ten days. The first five 
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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 Queensland and myself. 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, 

conceptualised and made their own work. I had the opportunity to complete two 

works, the first what ever you do don 't forget about me, was installed on the island 

and commemorated the local indigenous community now exiled from the island. The 

other was a video which I had begun working on in France. 100 This 15-minute work 

was shown in the Rockhampton Regional Gallery and was supported by a series of 

postcards relating to the everyday notion of walking. 

Figure 128: What ever you do don 'tforget about me, 2007, latex balloons, water, fishing line. 

100 See Appendix E 
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Figure 129: Postcard accompanying exhibit for Walking/rom France to North Keppel. 

Figure 130 Postcard accompanying exhibit for Walking from France to North Keppel. 
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Figure 131 : Postcard accompanying exhibit for Walking from France to North Keppel. 

Figure 132: Postcard accompanying exhibit for Walking/rom France to North Keppel. 
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Project: C.A.M.A.C 

Work Title: 1 am a weaver 

Materials: 1 Okm of plastic wrap 

Date: June - September 2007 

Country: France 

Place: Marnay-sur-Seine 

Site: Trees in the village commons 

Contributing People: From the village of Marnay 

Commissioned By: UNESCO 
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Je m'op!)*1fl Elizabeth Woods , Je suls une Oftiste ' " r' Ud•nce 6 co moe et I• suls ki pour r~lhor un lravoR ortiWique povr It vittage. Je vis dons votte Yillogt 
depvb I mo4s molntenant, fol MOtch6 dofn It Yilloge, porU avec Itt hobitonh, 6coutt tl lu dts fot de choses et lo pense que c'ut un endro4t Mervt tffev.l(. 
Dons mo proposhion orthtique, i• voudrois vtiCit.er 2 c.hoMt tr• • i"'J)Orlonles· les orbres (vcW photo) et YOUl habilonts do Mornoy. Je WM~hoite cftrovler un 

rovleou de plosfique outow des orbtet pour fou"er Uft o~.r~ent, UM protection pout r •• gens. Pow OU9menler kl pviuonce de ce trovotl, i'ourois besoin de 
ltovoilfer OVIC VOVJ. Avec ¥01rt Okle el Volfe pt:rmtttkw\ roli"Nitcht OUUi rtol; ... r Uft tiuoge dons It vftfogt en rtliont let ffllofSOftl t.s UMI OUK Outfll, CCmMI 

pout r .. orbte•. Ce projetest ouu dr6le et son sucdt d'pend de vcws, olon , ovvre.r. vo• fenilttJ et tegordons ce que ttHe Kulpturt ouro t oir, c.ommt un 
grol\dtinoge b travers '• village. Pour porltciper, ,, VOUI svffit de wenlr vou• J)f6tenltf c\ comoc ou de croppelor au 0 3 2.5 3 9 20 6 1. Nou• inKriron• YOhl 

moiwn pour portiOper ~ cette installation. Ceu un vroi plolslr pour mol d'jtre lcl et i• YOVI 11rnerde povr c:eno oppor1unitt . J'oHends ovec lmpotlenc.e dt 
vou• renc:ontrer et de r•olher co liu ogt owec vo• mollons 

Figure 133 : Flyer requesting participation for I am a weaver. 

Although a lot of preparation was given to this project I feel that it was the more 

unsuccessful of the two works. I called for local partic ipants to lend their homes to me 

for a weekend. My intention was to metaphorically bind the community together 

using plastic shrink-wrap, to literally wrap their houses and eventually run the plastic 

into a nearby forest that is used for recreational purposes. Through the use of a 

commercial wrapping process the plasti c wrap symbolised the co-modify ing of their 

natural and domestic environment. 

Unfortunately, local support did not eventuate so the work remained in the trees 

where I had previously decided to finish the work. A successful outcome from this 

work was the engagement with the local youth of Marnay; they relished the 

installation process and after initial instructions from me they installed the work 
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themselves which took two days. This gave them ownership and they took pride in 

their accomplishments and I was happy to facilitate this outcome. 

Figure 134: I am a weaver, Installation view, Plastic cling wrap, 50m x 20m. 
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Figure 135: Installation of I am a weaver. 

Figure 136: Installation of 1 am a weaver. 
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Appendix E: DVD Contents 

Disc 1: Work in Exhibition 

The Making of Curtains, 2008 

Video documentation of happening (5'50") 

Hobart, Tasmania. 

Disc 2: Support Work 

Great Expectations, 2006 

Single-channel video (14 ' 30") 

Great Walks, Queensland. 

Disc 3: Support Work 

Walkingfrom France to North Keppel, 2007 

Single-channel video 

North Keppel Island, Queensland. 
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Appendix F: Text Used in Works 

Text for I am a Tourist 

I know I am a tourist 
Because I 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 knows you 
I look for familiar things 
Words 
People 
Places 
I walk absently 
For the first time in a long time 
I am a valid tourist 
I am interested in sightseeing 
All tourists are different 
I am a foot 
I wander and have found what I am looking for 
Something to look at something to photograph 
A memory 
I'm selective with my photos 
I 'm selective with my thoughts 
We are selective with our memory 
We are all tourists 
Of a kind 
Looking for something 
It 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. 
In memoty of memory. 
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Text for From private garden to public place 

We cry, was to be memories, 
we feel about "thi ngs" we 
sick, and four people have forgotten 
we don't eat. Anne, Pierre, 

Marie and Etenne. feelings 
Then we don't we have 
sleep, Although not felt 
these are the roots for a time. 
earthly matters. of this garden 

belong with All this 
This is these people. makes place. 
a beautiful 
place, This story We have 
nothing more. is about more planted words. 

than these Remembered 
It is said people. thoughts 
that people Why?, and moments. 
make place 
and place because I am here 
makes people. these people for a short 

would not be time 
This place the people as a tourist 
is "their" they are, to write 
place. a postcard. 

without 
Why the land The people 
are people in which here 
drawn to they dwell. have planted 
such a place? more than words. 

This story 
Why is about They have planted 
do we stay? the people most 
why do that have importantly 
we leave? of all, love. 

made and 
Some people sti ll make Why am I 
nurture and this a place. almost too 
protect a place afraid 
and others don' t?. to dwell . to use 

such a word? 
This is not Here we 
the time have planted Because 
for answers, more than we overlook 
it's a time for a garden, love, 
reflection. or are not 

we have 
This story dug up allowed 
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"sometimes" not like 
to refer to be This is a 
to love. uprooted, love story 

to know 
Love is taken away ones place 
a simple from their 
thing, soil, at such 
love is without unless by a young age 
ownership. choice. is insightful, 

almost 
This land Some people frightening, 
is not have no 
owned alternative. can you 
it's loved. imagine 

Anne first what it is 
We do not met Pierre to feel 
own anything when she your destiny 
we are merely was nine years old, at such a 
caretakers. young age? 

not old 
Pierre is enough to Pierre place 
a caretaker; make a choice is here, 
he takes but old he will not 
care of what move, 
he does. enough 

to know Anne's place 
He plants where you belong. is here, 
and grows she will 
food and Children can move 
waters the garden. know these but not for 

things 
We as people, if firmly long, 
are not she comes 
dissimilar from planted by back again, 
plants. their parents, and again. 

or 
People do by their soil. 
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Appendix G: Curriculum Vitae 

Education 

2008 

2001 

1992 

1989 

Current PhD University candidate, Fine Arts, Tasmania 

Cert IV Training + Workplace Assessment, CSIT 

Bachelor of Fine Arts (first Class Honours) 
Tasmanian University. 

Bachelor of Fine Arts, University ofTasmania. 

Individual Exhibitions 

2008 

2007 

2004 

2003 

2000 

1999 

1997 

1996 

Landscapers, ,collaboration with Nicole Voevodin-Cash 
CAST Gallery Hobart Tasmania. 
Green Art Temporary Maroochydore Botanical Gardens Qld, 
Australia 

The Making of Curtains "a happening" Criterion Gallery 
Hobart Tasmania Australia. 
"I am a Dreamer" 
"Nature 2007" temporary installation CAMAC Marnay sur 
Seine France 

'I am a Tourist" Perigueux France 
Text work I am A Tourist Visitation Perigueux France 

'think something different ' site-specific work Perigueux, 
France 
Gumme Rouge Perigueux France. 

'Your Living Choice' Noosa Regional Gallery, Noosa 

'Last Supper ' Collaboration with Lester CliffNoosa Regiona l 
Gallery, Noosa .Queensland. Australia. 

'Heartlands' Smith+ Stoneley, Brisbane 
'Wordsworth ' Co llaboration with Lester Cliff, Smith+ 
Stoneley, Brisbane 

'Talking Pictures ' Noosa Regional Gallery, Noosa 
'MGiy Street' Perc Tucker Regional Gallery, Townsville 

'Museum of the Evetyday' Magazine Space, Eagle Street, 
Brisbane 
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Selected Group Exhibitions 

2008 

2007 

2006 

2005 

2004 

2003 

2002 

2001 

1998 

1997 

1994 

1993 

Habitus- Habitat. Museum and Galle1y Services touring 
exhibition Queensland Australia. 

North Keppel Island Project Rockhampton Gallery 
Queens land Austral ia 
Video installation. 

Port Arthur Project I 0 days on the Island site installation. 
Tasmania Austra lia 
TeATRePROUVeTe Corbigny France. Site specific. 

Mountain Trail Hobart Tasmania Austral ia. 
Great Walks Queensland Government Australia. 
Dwell Canberra ANU Canberra Site Specific 
Farming with MGJy Queensland Australia 

Casurania Sculpture Walk Tweed Heads NSW 

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 ofCanberra ACT Aust 

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

Floating Land International site-specific laboratory, exhibition 
and event, Noosa River and Noosa regional gallery 
'Sticks+ Stones' Woodford Folk festival 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 

Sculpture by the SEA, Noosa Olympic Arts Festival event -, 
First Prize winner 
Hand Luggage Jardin De Wiltz, Luxembourg, Portugal 
travelling Europe 
Grapple 1 artist-in-residence, Pinnacles gallery, Townsville 

Boxes Queen Street Gallery, Sydney 

Guarding Civilisations Rim Umbrella Studios, Townsville 
Familiarity Plimsoll Gallery, Universi ty ofTasmania, Hoba11 
FO!Noosa Regional Gallery, Noosa 

Disappointing Latitude Institute of Modern Art, Brisbane Artist-in­
residence program 
Art in the Public Eye Art wright Gallery, Brisbane 
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Grants 

2008 

2007 

2004 

2003 

1999 

1995 

1994 

1993 

OZCO New works Grant to create a site specific work in 
France. 
Arts Queensland Career Development Sector Grant. 
NA VA Cast exhibition Tasmania 

Arts Tasmania New Work Grant CAST Tasmania 

Austra lia Council New Works to create work in France 
Arts Queensland, Catalogue France Project 
RADF to Travel To France to undertake Projects FRANCE 

RADF to develop exhibition Primary Thoughts collaboration 
with Nico le Voevodin-Cash 

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

Regional Arts Development Fund (RADF), Creative 
Development 

Regional Gal leries Association to curate 'COMMON SENSE' 
Exhibition 

RGA Exhibition Development grant for an exhibition in 
Townsv ille 

Prizes and Awards 

2006 

2005 

1998 

UNESCO Bursary France 3 months residency Marnay sur 
Seine Champagne Region France. 

Awarded an Australian Postgraduate Award for research at the 
University of Tasmania 

First Prize Sculpture by the Sea Noosa, an Olympic Arts 
Festival -exhibition 
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Commissions 

2007 

2005 

2005 

2003 

2002 

2001 

2000 

Collections 

Dalby Hospital Queensland Health. Permanent Work. 

Great Walks EPA Queensland Australia. Temporary work 

GA BBA Brisbane Queensland concept Development 

Nambour Hospital Queensland Health Women 's Health Clinic 
Permanent Public work 
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. 

Cooloola Sunshine Institute ofTAFE, public, Mooloolaba 
Campus. Permanent work. 

STRAND EPHEMERA 2km outdoors exhibition on the 
Strand wa lk Townsville. 
Cooloola Sunshine Institute ofTAFE public art commission, 
text work 'Untitled ', Nambour Campus Permanent Work. 
TAPINONTHEPIPES. Text installed under bridge, permanent 
work. 

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

Queensland Aids Council, Australia 

Perc Tucker Regional Gallery, Townsv ille, Australia 

Private collections in Australia, New Zealand, Belgium, France. 
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Employment 

2008 

2007 

2006 

2004 

2003 

1996-2002 

2001 

1998 

1996 

1993 

1989-1990 

Curatorship 

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 Gallery 
Queensland. Australia 
Sessional Teacher Tasmanian University Drawing Dept. 
Tasmania Australia. 

Master Class Floating Land Noosa Queensland Australia. 

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

Lecturer CSJT T AFE, Visual Arts Department, Noosa 
Campus Queensland. 
Master Class Flying Arts Queensland. 

Lecturer Fulltime CSIT TAFE Visual Arts Department, Noosa 
Campus 

tappinonthepipes.com Access Arts, Youth Art Project. 
Queensland 

Artist-in-res idence 'Grapple' project Pinnacles Ga llery, 
Townsvi lle 

Research position FAR North Qld 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 Ga llery 
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