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Abstract 

 

Art exhibitions in the external environment are commonplace, yet few respond to the specific 

characteristics of carefully designed places. contour 556, sited in and around Lake Burley 

Griffin in Canberra, brings together the landscape analysis of a site to the curatorial selection 

and development of temporary art interventions. The central question of the thesis is whether 

temporary art can change the way people experience a well-known public landscape. This can 

be broken down into three questions: first, how can temporary art transform space into place; 

secondly, how can different approaches to temporary art influence memory of a place; and 

finally, how can temporary art interventions in a place be sustained? 

 
contour 556 relies on landscape site analysis to draw out the lake basin’s key design 

principles. These are the manipulation of line, shape, form, volume, scale and horizon. 

Geometry and connections of water, land, and sky are key to understanding the lake site.  The 

intersecting land and water axes provide a frame for the landscape and architectural design of 

Central Canberra. Aspect and elevation change the point of reference of the viewer, and 

enclosure is provided by vegetation and built edges around the lake edges. The embedded 

design creates opportunities for temporary artworks to reinforce or subvert this geometry and 

symbolism of place. Invited artists engaged in a process with the landscape architect to play 

and interact with the physical, cultural, and historic landscape; audiences were questioned to 

determine their responses to these interventions.  

 

The 2016 temporary exhibition demonstrated that art in a designed landscape has the potential 

to transform perception and influence audience memories of that landscape. Refinements 

were implemented for 2018, including deeper engagement with place from several returning 

artists, as well as the introduction of new artists. Demographic and survey catchment groups 

were refined; in particular, a series of workshops for schoolchildren run by selected contour 

556 artists and a public forum helped to confirm the thesis’ central question and that  

temporary art can change the way people experience a well-known public landscape. 

 

Findings from 2016 and 2018 showed that both exhibitions were highly valued by the public.  

They also delivered against the aims and objectives of funding agencies, and gained wider 

recognition including various local and national reviews in news and art journals. This raises 

future questions concerning how exhibitions that transform place can be sustained. The forum 
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inquired into the potential of temporary art to transform space into place, and whether 

temporary art can influence memory of place. The forum also canvassed the curatorial 

constraints to temporary art and the environmental sustainability of the crowded public art 

event program. 

 

This exegesis provides the context for the exhibition planning, research method, and 

curatorial premise behind contour 556.  It uses the designed landscape of Canberra and 

Canberra’s cultural, political and social histories as the links between temporary art, and 

memories of place. The outcomes from contour 556 confirm that a public art exhibition 

closely integrated with and within a designed landscape can transform space. The 2016 and 

2018 iterations reveal that a careful, landscape architectural approach to siting works and 

performances within a designed place may enhance an audiences appreciation of that place. It 

further confirms that temporary exhibitions can activate and enliven underutilised public 

space.   
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Preface 

 

contour 556 is the datum above sea level of Lake Burley Griffin.1 The lake is the most 

recognisable design element of Canberra, along with the Parliamentary Triangle, and the land 

and water axes. The 1911 design by the Griffins’ is superimposed over a much older 

landscape. For more than 25,000 years what was termed the Limestone Plains by European 

settlers was actively managed by the traditional owners, the Ngunawal, Ngunnawal, Ngambri, 

and Ngambri-Guumaal peoples. These groups employed traditional land use practices in the 

Molonglo River valley basin and its surrounding hills, and had links through the waterways 

and mountain passes to Indigenous peoples from the coastal regions and west down the river 

systems.2 

 

My thesis has engaged with the indigenous history of Canberra and the Molonglo River 

through connections with Indigenous and non-Indigenous artists, and their responses to 

dispossession expressed through their artworks. I have a personal connection to the 

dispossession: My maternal grandmother attended the first sitting of Federal Parliament in the 

Provisional Parliament House in 1927, as the guest of her uncle WW Killen, Member of the 

House of Representatives for Riverina. The opening of Parliament in 1927 was perhaps the 

first recorded political protest by Indigenous peoples in the Molonglo Valley: Two Wiradjuri 

men Jimmy Clements and John Noble attended the opening, uninvited, and made the claim 

that ‘sovereignty had never been ceded’.3 Indigenous protests have been further embedded in 

the landscape of central Canberra since the establishment of the Aboriginal Tent Embassy in 

1972.4 Central Canberra contains several Indigenous artists work in the public environment, 

including Michael Nelson Tjakamarra, Thancoupie, Djon Mundine and Fiona Foley and 

seventeen smaller artworks associated with Reconciliation Place. Viewed against the broader 

collection of public artworks in Canberra this seems to be a disparity that needs addressing in 

                                                
1  The Lake level was set at 1825 feet above sea level, which equates to 556.26 metres 
2  For references to Indigenous peoples’ use of the Molonglo River valley corridor see: ACT Government, ‘Oaks Estate 

River Crossing’, Canberra Tracks <https://www.canberratracks.act.gov.au/other-sites/oaks-estate-river-corridor>; 
Australian National University, Aboriginal and Torres Strait Islander Heritage Trail 
<https://services.anu.edu.au/files/guidance/Aboriginal_Heritage_Trail2.pdf>; Eden Local Aboriginal Land Council, The 
Bundian Way,  14 December 2012 <http://www.bundianway.com.au/old_path_ways.htm>.    

3  Paul Daley, ‘Sovereignty Never Ceded: How Two Indigenous Elders Changed Canberra’s Big Day’, Guardian Australia, 
7 May 2017 <https://www.theguardian.com/australia-news/postcolonial-blog/2017/may/07/sovereignty-never-ceded-
how-two-indigenous-elders-changed-canberras-big-day>.   

4  National Museum of Australia, ‘Aboriginal Embassy, 1972’ <https://indigenousrights.net.au/land_rights/ 
aboriginal_embassy,_1972>. Since 2013 artist Richard Bell has reinterpreted the tent embassy protest as an artwork: 
Alice-Anne Psaltis, ‘Systems of Black Power: Richard Bell’s Aboriginal Tent Embassy’, Runway: Australian 
Experimental Art <http://runway.org.au/systems-of-black-power-richard-bells-aboriginal-tent-embassy-2/>.  
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future commissions, (see further in Chapter 2, Part C). I detail contour 556 artist’s responses 

to Canberra’s Indigenous history in Chapters 3 and 4, in particular Archie Moore in 2016 and 

Karla Dickens and Dean Cross in 2018. 
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1. Introduction: How Can Temporary Art Transform Space into Place? 

 

My exegesis is written from the perspective of a landscape architect engaging with ephemeral 

art interventions in public space. It considers the role of landscape architects and their skill sets 

in site and spatial analysis, and in the manipulation of space modified by the application of the 

design elements of line, shape, and form, intervening in the space to alter it through design: in 

this case as curator. This is coupled with my interactions with artists working with three 

dimensional physical works, external performance, and two dimensional works installed in a 

temporary gallery setting.  

 

All of the artists were responding to the designed landscape of Central Canberra, centred on 

Lake Burley Griffin. The responses considered the site in its entirety: temporally, through 

interrogating the past, present and future; physically, through intervention of line, shape, form, 

colour and mass, on the physical geometry of the Walter Burley Griffin and Marion Mahony 

Griffin’s design superimposed over the landscape, and socially, through connections and 

interactions directly with the audience. The exegesis will focus on a landscape architectural 

site analysis of the designed space to underpin the artist selection; the resulting installed or 

performed artworks and the opportunities that the designed landscape of Central Canberra 

offers to a curator and to an audience. 

 

The parties affected by contour 556 were: the audience (or the public), through exposure to the 

artworks; and, the curator and artists through the iterative process of site selection and artwork 

concept and implementation, and through the exposure to the publics’ reactions to the 

interventions. An assessment of the transformative nature of the exhibitions1 was captured 

through connection with the audience, through survey and direct interaction, and through a 

public forum. 

 

These issues are explored in six chapters. Chapter 1 connects the topics such as the practice of 

Landscape Architecture, the creation of place (or placemaking), art and the public. I provide 

definitions of Art, the Public, the Public Realm and Transformation. It begins in Part A by 

establishing key concepts. It also briefly explores the intersections between art and the 

                                                
1  For clarity, I refer to contour 556 2016 and 2018 as an exhibition.  When I refer to other like art interventions either 

singularly or in the plural I refer to them as events.  
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physical landscape, and art and its audience. This material is introductory and is designed to 

provoke connections that are more fully explored in Chapters 2 and 3. In Part B, I introduce 

contour 556 and the Canberra landscape, providing critical context for art interventions within 

the lake landscape. I introduce the history of public art exhibitions in Canberra, noting the very 

close connections to the genesis of public art (sculpture) exhibitions in Australia. In Part C, I 

outline the exegesis structure, the exhibition method, and describe the key theoretical 

perspectives and research methodologies appropriate to creative practice-based models of 

research. I connect each research methodology with key aspects of the contour 556 exhibitions 

and to the format of the exegesis. The key aspects are: landscape architecture; art; the audience 

or public; place generally; and, place specific to Canberra. 

 

Chapter 2 considers a wider analysis of Landscape Architecture, Art, the Public and Public 

Space. This includes an examination of contemporary public life in public space. It canvasses 

the development of public art post WWII, through land art, conceptual art and the quest for 

site specificity, performance art and installation art, through the art practice of several key 

individuals. It includes case studies of similar external art exhibitions to contour 556, through 

reviews of several contemporary events, of short and longer duration. I considered local and 

international examples, from blockbuster to small regional events.  The artworks canvassed in 

the reviews encompasses the gamut of contemporary art from 2017-2018, including 

performance, sculpture, installation, kinetic, digital, spoken word and painting. The exegesis 

considers the positive and/or negative impact that art can have on designed public space, that 

is, how the artwork interacts with the landscape architecture and the public realm.  

 

In order to focus the debate on the value for money that public art delivers to the community, 

several procurement processes will be considered. They include artworks that have been 

procured by the public sector for new urban redevelopments, or existing spaces in the public 

realm; and those procured by the private sector for use in privately developed precincts that 

form part of the public and/or pseudo-public realm. Chapter 2 concludes by examining gaps in 

the field, and areas where temporary art could contribute to the creation of more meaningful 

public spaces. It considers whether lower key, locally relevant incremental interventions may 

be better accepted by the community, how artworks can fail communities, and how we can 

maximise the value of public expenditure. 
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Chapter 3 looks at the central basin of Canberra through landscape architectural site analysis 

and site appreciation. It considers the landscape character and the cultural significance of Lake 

Burley Griffin and the now hidden Molonglo River through the three formalised Central 

Basins. It makes the case for Canberra as being unique in the field of external art exhibitions 

due to its designed and considered landscape setting. It identifies the logic behind placement 

of artworks along the axial lines and variety of spaces surrounding the lake, either to 

accentuate or interrupt the landscape architectural design. It notes that there are three scales of 

space, broad, narrow and balanced, and four specific spatial typologies of the designed 

landscape: axial spaces, interstitial spaces, enclosed spaces, and outlooks or prominences that 

overlook the landscape. 

 

Chapter 4 discusses the curatorial and the artist briefs for contour 556. It considers several key 

works from both the 2016 and 2018 editions.  One aspect of my thesis that was not available to 

the examiners is the performance events, artist talks and, of course, the 2016 exhibition. I have 

included a short video from the 2016 and 2018 iterations as appendices to the exegesis, and 

included discussion on several important performance events in Chapters 4 and 5. 

 

Chapter 5 considers the audience response to the physical works, and to the propositions posed 

by the public forum.  The forum’s premise was ‘To advance the potential of temporary 

exhibitions to engage with a site’. Lake Burley Griffin is a broad landscape, consisting of a 

range of spaces from monumental to intimate. My investigation looks at how temporary art 

transforms the variety of landscapes of Lake Burley Griffin thereby transforming space into 

place. The forum considered the questions of the transformative potential of art in a place 

through three propositions: (1) That temporary art can transform space into place; (2) that 

temporary art can make spaces memorable; and, (3) is contour 556 the right thing in the right 

place at the right time? It posed three questions of the panel: (1) is art important to the public? 

(2) How can the landscape act as a canvas for memory? And, (3) what are the possibilities for 

temporary interventions to change the way we see space?  

 

The forum also canvassed the recent history of art in public or publicly-accessible space in 

Canberra. It discussed the wider public benefits of art events and considered funding models 

towards a sustainable pattern of events. The following topics were discussed: what happens to 

all the ‘site specific’ works that are produced for a temporary exhibition; can the works be 
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recycled; can the works disappear back into the environment; can works be repurposed and re-

sited successfully; how should temporary public art exhibitions be best funded –

philanthropy/sponsorship/grants; what are the curatorial constraints; what are the land manager 

and land owner constraints; and, are there restrictions on content? 

 

Chapter 6 provides a conclusion and summary responses to my research question and 

propositions through the previous chapters. It suggests areas of future research to grow and 

expand public art in public space. It confirms the transformational affect that temporary art 

provides to a community or a place. It proposes further enhancements to the contour 556 model 

based on a reflection on the 2016 and 2018 exhibitions and discussions with a wide range of 

artists, arts administrators and facility managers. 

 

A. Art and Landscape Architecture: Place, Art, the Public and the Public Realm. 

 

This exegesis explores and reflects on the wider public realm and the relationship of public art 

in the public realm. The structure and design of public space within the public realm has been 

subject to a long history. This research paper picks up the debate with the re-making of public 

spaces in western societies from the early 1960s – 1980s as described by Gordon Cullen,2 

Kevin Lynch3 and Christopher Alexander.4 Further, it discusses how the public realm has been 

delivered following fifty years of real-time on-ground design research by landscape architects 

and planners.5 In the maelstrom of the debate, are three notions: Good taste, and the efficacy 

of taste differential between the public and an elite as described by Martin Zebracki;6 David 

Harding’s ‘Art about Art’ or ‘Art about the Place’ – ‘Plonk art’ vs site specific artworks;7 and 

the level of engagement of the designer/artist with the space and with the users, as noted by 

Mark Hutchinson,8 Hilde Hein,9 and Beth Diamond.10 The exegesis analyses notions of a 

public realm that contains public artworks, noting the highly contested nature of the way that 

                                                
2  Gordon Cullen, The Concise Townscape (Architectural Press, 1961). 
3  Kevin Lynch, A Theory of Good City Form (MIT Press, 1981). 
4  Christopher Alexander, Sara Ishikawa and Murray Silverstein, A Pattern Language: Towns, Buildings, Construction 

(Oxford University Press, 1977). 
5  John Mongard, ‘Networks Not Lines: Towards a Long Term Cultural Realm in the Landscape Architectural Project’ 

(Paper Presented at the International Federation of Landscape Architects, May 2006) 
<http://mongard.com.au/assets/articles/Networks_Not_Lines_JMongard_2006.pdf>.  

6  Martin Zebracki, ‘Beyond Public Artopia: Public Art as Perceived by its Publics’ (2013) 78(2) GeoJournal 303. 
7  David Harding, Decadent: Public Art – Contentious Term and Contested Practice (The Glasgow School of Art, 1997) 2.  
8  Mark Hutchison, ‘Four Stages of Public Art’ (2002) 16(4) Third Text 429.  
9  Hilde Hein, ‘What is Public Art?: Time, Place, and Meaning’ (1996) 54(1) The Journal of Aesthetics and Art Criticism 1. 
10  Beth Diamond, ‘Awakening the Public Realm: Instigating Democratic Space’ (2004) 23(1) Landscape Journal 22. 
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we use public space in the public realm and how public art has polarised communities as 

discussed by Diamond,11 Harding,12 and Brooke Kamin Rapaport.13 

 

The exegesis also considers notions of what constitutes ‘public space’ in the public realm of 

cities and places of community aggregation,14 and ’public art’ as described by Hein, Harding 

and Doug Sandle.15 For the purposes of my exegesis, I define public art as any sanctioned 

artwork in the public realm, i.e. approved by a public or private sector authority. The public 

realm has many interpretations, some strictly physical and some that include the virtual world. 

For the purposes of my exegesis I define the public realm through physical space, from a 

definition provided by the Local Government Association of South Australia:   

 

Public realm belongs to everyone. It comprises the streets, squares, parks, 

green spaces and other outdoor places that require no key to access them and 

are available, without charge for everyone to use. Public realm should not be 

seen in isolation but in the context of its adjacent buildings, their uses and its 

location in a wider network of public and private space. The three key elements 

that influence the public realm are the buildings that enclose and define the 

space, the space itself, and the people that inhabit the public realm and the way 

they use the space.16 

 

Importantly, the public realm includes building facades and physical structures that define 

edges to space. For contour 556, this can be extended to the broad landscape of the long vistas 

that are terminated in the main by public space, Canberra Nature Park.  Canberra is unique in 

Australia in that the inner horizons are generally public spaces, and part of the public realm, 

due to the planning decisions to restrict private ownership and private building on the 

surrounding hills and ridges. The public realm in central Canberra is, hence, a very broad 

expanse. 

 

                                                
11  Ibid. 
12  Harding, above n 7, 3. 
13  Brooke Kamin Rapaport, ‘Art in Public Spaces’, New York Times, 27 June 2015 

<https://www.nytimes.com/2015/06/28/opinion/sunday/art-in-public-spaces.html>. 
14  See generally Alexander, Ishikawa and Silverstein, above n 4; Cullen, above n 2; Lynch, above n 3; Mongard, above n 5. 
15  See Hein, above n 9; Harding, above n 7. See also Doug Sandle, ‘Public Art, Design-Led Urban Regeneration and its 

Evaluation’ in Guy Julier and Liz Moore (eds), Design and Creativity: Policy, Management and Practice (Berg, 2009) 74. 
16  Local Government Association of South Australia, Public Realm Urban Design Guidelines (2014). 
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I define ‘the public’ as relating to or involving people in general, i.e. the broad community 

rather than a particular group of people.  The viewing audience for contour 556 includes the 

whole community of Canberra, who from time to time use the public realm of the lake 

landscape for recreation, employment, or other incidental activities. 

 

My seeking of ‘transformative outcomes’ connotes an action of a change in experience to the 

viewer/user/inhabitant of the public space/realm occupied by an artwork. All forms of 

transformation, both positive and negative, and all forms of emotional responses are possible, 

and have been documented by Diamond,17 as well as Douglas Stalker and Clark Glymour.18 

However, my literature review reveals that scholarly work generally focuses on methods that 

may engender a positive transformation of the public and the public realm through the 

experience and influence of public art. Hutchison identifies four stages of the delivery and 

conception of public art, the fourth stage being ‘transformative’ for both the art and the 

viewer.19 

 

Landscape Architecture is the profession committed to the creation of meaningful and 

enjoyable outdoor places and to the sustainable management of our environment.20 The 

Australian Institute of Landscape Architects (AILA) definition of the profession of Landscape 

Architecture is based on the International Standard Classification of Occupations, International 

Labour Office, Geneva. That definition provides: ‘Landscape Architects research, plan, design 

and advise on the stewardship, conservation and sustainability of development of the 

environment and spaces, both within and beyond the built environment’.  

 

Carl Andre suggests that space, through the intervention of the designer and the action of the 

participants can be transformed into place.21 This process is commonly referred by 

practitioners in external space as ‘Placemaking’. Landscape architects are well-trained to assist 

in delivering placemaking opportunities in public space, and there is a long history of 

                                                
17  Diamond, above n 10. 
18  Douglas Stalker and Clark Glymour, ‘The Malignant Object: Thoughts on Public Sculpture’ (1982) 66 The Public Interest 

3, 3-5. 
19  Hutchinson, above n 8. 
20  Cited in Greg Grabasch, ‘Landscape Architecture—A Profession of “Place”’, Australian Institute of Landscape Architects 

<https://www.aila.org.au/imis_prod/AILAWeb/2015_News/Landscape_Architecture_-_A_Profession_of_Place.aspx>.  
21  Alastair Rider ‘The “Curve over the Crest of the Hill”: Carl Andre and Richard Long’ in Rebecca Peabody (ed), Anglo 

American Exchange in Postwar Sculpture, 1945-1975 (Getty 2011) 133, 135. Andre asserted that a place ‘is an area 
within an environment which has been altered in such a way as to make the general environment more conspicuous’. See 
Chapter 5 more discussion on Carl Andre and Richard Long. 
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activation of space by practitioners to create a places that bring people together.  One group of 

practitioners with a long track record is Project for Public Spaces,   a not-for-profit 

organisation that has been operating (mainly in the United States of America) for over forty 

years. Project for Public Spaces provides a useful definition of placemaking as the art of 

creating public ‘places of the soul’, that ‘uplift and help us connect to each other… making a 

public space a living space’.22  

 

Public artwork immediately post WWII was typified by works that were cast, carved, or 

modelled. Anne Sanders notes that the inaugural Mildara Sculpture Triennial in 1961 

comprised works almost exclusively from these methods.23 Fast forward through the growth of 

the Mildura Triennials, and by 1973 art critic Donald Brook could note the changes in art – to 

a ‘new’ art versus the ‘old’ or ‘portable’ sculptures. Brook termed the ‘new’ art as ‘post 

object’.24 Public art (sculpture) traditionally was heavy and monumental; it had heft and 

dominated the viewer, being typically placed on a plinth. Through the post war decades in the 

1950s and 1960s, Anthony Caro,25 Donald Judd and Dan Flavin (amongst others) removed the 

plinth.26 Lawrence Weiner removed the physical artwork altogether, rendering the ideation in 

text, through his ‘statement of intent’.27 At Today we have reached a time where Daniel Tobin, 

creative director and founder of Urban Art Projects (UAP) states:  

 

Gone are the days of when public art was cast in bronze and had to last 50+ 

years. These days integrated public art briefs are more likely to include 

descriptors like ‘digital, temporary, ephemeral and Instagram-able’. Façades, 

                                                
22  Chris Eaker, ‘What is “Placemaking”?’, The Art of Placemaking, 16 October 2008 

<https://placemaking.wordpress.com/2008/10/16/what-is-placemaking/>. Project for Public Spaces has been operating for 
over 40 years.  They are a nonprofit planning, design, and educational organisation dedicated to helping people create and 
sustain public spaces that build stronger communities. 

23  Anne Sanders, ‘The Mildura Sculpture Triennials, 1961-1978: An Interpretative History (Australian National University, 
PhD Thesis, November 2009). Later the Mildura Sculpture Triennial – the inaugural event was named after sponsor 
Mildara Wines. 

24  Ibid, 200. Donald Brook is a former art critic, and founder of the Experimental Art Foundation in Adelaide.  He termed 
what had been commonly referred to as conceptual art as ‘post object’ art.   

25  Twenty Four Hours (1960) is often described as Caro's first truly abstract sculpture, one which breaks away entirely from 
the conventions of figurative representation. Caro disposed of the plinth, placing the sculpture directly on the floor, thus 
situating it emphatically in the 'real world', and in the physical and sensory space of the viewer. See: The Art Story: 
Modern Art Insight, ‘Important Art by Anthony Caro’ <https://www.theartstory.org/artist-caro-anthony-artworks.htm>.   

26  National Gallery of Victoria, ‘Guggenheim Collection: 1940s to Now’ 
<https://www.ngv.vic.gov.au/guggenheim/education/04.html>. Many Minimalist artists reacted against the emotive (in 
painting) Abstract Expressionist movement and sought to create an art devoid of emotional gestures. They wished to strip 
art to its barest and most simplified elements. Questioning the need for a subject in art, the materials became the subject. 
Emotion was unimportant. They wished to remove the artist's unique mark, preferring impersonal mass-produced 
materials available commercially. Artists Dan Flavin and Donald Judd challenged traditional sculpture by defying the 
need for frame or pedestal, placing their art directly on the floor or between walls. 

27  See Thomas Killein, The Grace of a Gesture, Lawrence Weiner in Venice (Written Art Foundation, 2013). 
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interior spaces, gardens, staircases and other building elements are becoming a 

vital part in defining new developments and encouraging public interaction 

within a space.28 

 

Outcomes from the contour 556 events demonstrate that audiences may react well to artists 

activating space through their work, including performance. Happenings and performance art 

came of age in the 1960s in the United States of America as a form of political protest.  In post 

WWII Europe it was centred on the body in action.29  Australian exponents came to 

prominence in the 1970s. Performance art was termed situationism in the 1960s.30 As it 

became regularised through repetition and the passage of time various exponents parsed the 

practice, notably Nicholas Bourriaud who coined the term ‘relational aesthetics’ in 1998.31  

Bourriaud was seeking to place the late 1990s performance works (the art of his time) as a 

differentiation to the past. Relational aesthetics co-opts the audience as agents in the 

performance, as a community and as a collaborative action. 

 

The 2016 and 2018 contour 556 editions featured several artists presenting performance 

works, including Hiromi Tango, Jacqueline Bradley, David Capra and Victor Evatt, 2016, and 

Shagsy Shags and Miriam Pickard 2018. These performances were very popular with the 

public, particularly how they engaged passersby who may not have been expecting the 

performance in that particular location. 

 

As described by Daniel Tobin of UAP, public art and its integration into the urban fabric is 

now integral to the thinking of architects, curator planners, developers and of course landscape 

architects. Artworks can be permanent or temporary. Sometimes popular acclaim leads to 

temporary works becoming permanent, which can require a rethinking and re-fabrication of 

the artwork. During the contour 556 forum Leon Paroissien mentioned the case of Forgotten 

Songs, in Angel Place, Sydney, where public acclaim led to the works transitioning from an 

                                                
28  Daniel Tobin, ‘Public Art: Crating and Investing in Place Identity’, Urban Art Projects 

<https://www.uapcompany.com/news/public-art-creating-and-investing-in-place-identity>. Urban Art Projects (UAP), 
founded by the Australian Tobin twins, now employs over 200 staff at workshops in Brisbane, New York, and Shanghai. 

29  Adam Geczy, ‘Introduction’ in Adam Geczy and Mimi Kelly (eds), What is Performance Art? Australian Perspectives 
(Power Publications, 2018) 1-11.  

30  The Art Story: Modern Art Insight, ‘Performance Art’ <https://www.theartstory.org/movement-performance-art.htm>.  
31  Nicolas Bourriaud, Relational Aesthetics (Simon Pleasance and Fronza Woods trans, Les Presses du réel, 2002) 8. 
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ephemeral installation into a permanent work of art.32 Felicity Fenner documents various 

public performance art pieces that engage with urban space – these could be considered as a 

contemporary response to  Sandy Nairne and Nicholas Serota, who wrote of Herbert Read’s 

1948 clarion call for art to come ‘out in the open, in the church, and the marketplace, the town 

hall and the public park’.33  Fenner, in Running The City, notes that participatory art, that of 

the artist or the audience engaging in the urban and wider landscape through walking but more 

importantly running, connects art with sport and the fixation that society has with a winner or 

triumph.34 An even stronger or more vital response is the action of American artist kanarinka, 

who ran the entirety of the evacuation route system in Boston. Rather than measuring the route 

in distance she counted her breaths. kanarinka’s performance captured the feeling of running 

for your life.35  

 

Art changes people.  Art provide insights into other ways of understanding, and connects us as 

a society. Art can trigger emotional changes.36 Kunst macht glucklich translates literally as 

‘Art makes you happy’. Some German friends noticed a work in our collection by Jan 

Petersen, (refer Figure 1 and Figure 2) and offered a more nuanced translation as ‘Art 

completes me’. The notion of ‘completing’ signifies a change or transformation from a 

previous, imperfect, or inadequate state, to an end point or stasis upon ‘completion’. 

Satisfaction could be the endpoint of ‘completeness’.  

 
 

 

 

 

                                                
32  City Art Sydney, ‘Forgotten Songs’ <http://www.cityartsydney.com.au/artwork/forgotten-songs/>. Forgotten Songs was 

first shown as part of the Laneways Temporary Art Program 2 from 10 October 2009 – 28 January 2010. It was 
recommissioned as a permanent work due to popular acclaim in 2012. 

33  Sandy Nairne and Nicholas Serota (eds), British Sculpture in the Twentieth Century (Whitechapel Art Gallery, 1981) 135. 
34  Felicity Fenner, Running The City: Why Public Art Matters (NewSouth, 2017). These need not and in most cases are not 

competitive pursuits; many artists maintain a solo walking practice, many over several decades.  Richard Long is the most 
well-known.  Museum of Walking is an artist led group that promotes walking (and the thinking space that it allows) as art 
practice: Museum of Walking, <http://www.museumofwalking.org/about/>. 

35  Fenner, above n 34, 33.  A variety of apps have been created that allow users to track their walking or running routes, 
several of which make use of location based apps. One of these – Strava – was in the news in 2018 when it was observed 
that US Army personnel were using location based mapping to run around various army bases in conflict zones, allowing 
others to track where personnel were at a given time.  Another app creates a game between users. ‘Run An Empire’ is a 
augmented reality app that gamifies walking, jogging, and running: ’Run an Empire takes the AR gameplay into a whole 
new direction. Instead of running away from zombies or defending Earth against alien invaders, you will be tasked with 
building an empire through the ages. It's like someone combined the 4X game Civilization with an exercise app’: Matthew 
Scholtz, ‘Run An Empire mixes AR strategy gameplay with an exercise tracking app’, Android Police 
<https://www.androidpolice.com/2018/10/03/run-empire-mixes-ar-strategy-gameplay-exercise-tracking-app/>. 

36  National Public Radio, ‘How Art Changes Us’ (TED Radio Hour, 10 November 2017).  
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Figure 1  Jan Petersen, Kunst Macht Glucklich, 2004 Photo Neil Hobbs 

Collection Karina Harris and Neil Hobbs 

 
 
 
 
 
 

 

 

 

Figure 2  Collection Karina Harris and  

  Neil Hobbs Installation shot, 

  Sean Davey 2018 

 

A landscape is always in a state of transformation. It changes continuously throughout the day, 

the season, and across the years; there is no endpoint or perfect state. But, can a landscape 

‘satisfy’? Through the balance of line, form, composition and contrast can a landscape satisfy 

us? Do landscapes need people and people’s reactions to spaces to fully satisfy? Could a 

combination of art and people, paraphrasing Peter Tyndall: ‘someone watching something 

somewhere’,37 transform space into place?  Can this be extended to ‘Art completes Place?’ 

 

Urban spaces run the risk of becoming stale. Our society is gripped by a constant need for the 

‘new’.38 A review of urban design and urban spaces post the 1950s demonstrates the regularity 

                                                
37  Peter Tyndall A Person Looks at a Work of Art/Someone Looks at Something… CULTURAL CONSUMPTION 

PRODUCTION.  (various dates). Tyndall has made a practice of making paintings about paintings since the mid 1970’s.  
Each painting includes the italicised title above plus an identifying line to differentiate it from the others.  See Andrew 
Frost, ‘Peter Tyndall’, The Art Life, December 14, 2012 <https://theartlife.com.au/2012/peter-tyndall/>. Tyndall’s 
‘paintings about paintings’ could be similar to how people are attracted to a place:  ie people referencing other people in 
space: People in a space attract other people to that space. People feel safe is a space that has other people in it. Two 
people in a space can make a place.  See also Stephen Stills ‘Helplessly Hoping’ in Crosby, Stills and Nash (Atlantic 
Records, 1969) ‘We are one person… two alone… three together…. four each other….’   

38  John Tierney, ‘Whats New? Exuberance for Novelty Has Benefits’, New York Times, 13 February 2012 
<https://www.nytimes.com/2012/02/14/science/novelty-seeking-neophilia-can-be-a-predictor-of-well-being.html>. 
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with which a street or square is ripped up and ‘renewed’. This can be due to technological 

change, but also to inherent senescence: trees have a finite life, as do landscape materials and 

infrastructure. Things degrade and things become less valued by the public as they are inured 

to them through the tedium of repetitive experience. Spaces need regular re-invigoration, but a 

high quality landscape or urban environment comes at a high economic cost.39   

 

I am interested in the connection of landscape architecture and its component parts: landform, 

space and light, and how they are mediated in urban and modified natural settings: How built 

form  and vegetation are distributed through space, and how  people using the wide variety of 

created spaces in the landscape interact and form communities and connections. Drilling 

further, I am interested in how art placed in the landscape influences our perceptions of place. 

Artworks can influence a public in many ways: Artists can address difficult social issues 

through their artwork and the realised works can allow us to develop acceptance or a more 

nuanced understanding of issues.  Artwork can make a place more memorable. Art can also 

celebrate the physical joy of living, engendering feelings of surprise and delight.   

 

During my career as a landscape architect and as a long-time advocate for the profession in 

various public roles I maintain that Landscape Architecture needs to claim much more of the 

urban design sphere than it is permitted to by other professions. Landscape architecture is 

concerned with all external space from the built edge to the horizon. The architectural and 

economic underpinnings of urban design can perhaps be overstated: It follows that if people 

are attracted to a space and congregate, commercial activity amongst a whole range of 

interactions will result.40 What appears to be the key driver in a successful urban design would 

be to attract people to the space. Landscape Architects may be the best skilled among the 

design professions to deliver such spaces. 

 

                                                                                                                                                    
Neophilia appears to be a survival trait – seeking innovation and seeking new experiences may have provided an 
evolutionary advantage. 

39  See the discussion on Federal Plaza below at Chapter 2, Part A(v). 
40  Examples abound of high quality landscape designs that driving the urban design and economic change in a precinct.  

Some examples, such as New York’s High Line and Hudson Yards, are discussed below at Chapter 2, Part A(v).  Local to 
Canberra examples are of course the New Acton precinct, where the ground plane is extremely fine grained through the 
complexity of the embedded artworks and the landscape design.   
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B. contour 556 Context 

 

Looking at the component parts of the public realm,41 the public and art, and noting the 

transformative and emotional changes that art can engender,42 art in the public realm has the 

ability to provoke a response from its audience. Therefore, how can temporary art be used to 

make spaces more memorable? How can temporary art transform the public realm? To test 

these questions I chose to deliver a temporary low cost art exhibition in the prominent public 

space beside the central basin of Lake Burley Griffin in Canberra.  

 

A range of artists covering a range of mediums were asked to interpret the spaces within a 

defined area. The objective was to determine whether the interventions could influence the 

public, cause a transformation in mood and contribute to their memories of the space/place. 

The exegesis canvasses a number of possibilities of private and publicly funded approaches to 

embed and enhance audience engagement and support to establish whether the transformative 

potential of public art can be better managed. The aim being to encourage a range of reactions 

to artworks that bring along a public within the process, presenting the ‘fourth stage’ 

transformative power of art that Hutchison proposes: ‘Art would be an art that changes what 

art is’,43 or perhaps to match Brett Whiteley’s quotation: ‘Art should astonish, transmute, 

transfix. One must work at the tissue between truth and paranoia’.44 

 

Lake Burley Griffin and the surrounding parklands have held a number of significant art and 

sculpture events in the past.  These are discussed in detail in Chapter 3. The lake was designed 

as the central element in Walter Burley Griffin’s and Marion Mahony Griffin’s winning design 

for the national capital, announced in May 1911.45 Not a lot happened in terms of physical 

construction around the lake periphery until post WWII and the formation of the National 

Capital Development Commission (NCDC) by Prime Minster Menzies in 1958.46 The lake 

edge and the key bridges began construction at pace, as Localjinni reminded its audience 

                                                
41  A landscape can hold a view (screen), or highlight a view, through control of the component parts: the ground plane scale, 

form and proportion.  This can be done with massed planting, and overhead tree canopy, a structure or other devices that 
provide edges and define spaces from each other. Art placed in a landscape structured such as this can reveal, conceal and 
provide a curated sequence of views that, coupled with the content of the art, can suggest transformations to an audience.  

42  See Diamond, above n 10; Stalker and Glymour, above n 18. 
43  Hutchinson, above n 8, 438. 
44  Art Quotes, ‘Brett Whitely Quotes’ <http://www.artquotes.net/masters/whiteley_quotes.htm>. 
45  National Archives of Australia, ‘Walter Burley Griffin and the Design of Canberra’ (Fact Sheet 95) 

<http://www.naa.gov.au/collection/fact-sheets/fs95.aspx>. 
46  National Capital Authority, ‘Building Canberra to 1958’ <https://www.nca.gov.au/factsheet/building-canberra-1958-0>.   
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during contour 556 2018 with still images from the Richard Clough collection including aerial 

photography of the central basis and vision of the opening of Kings Avenue Bridge. 

 

Cultural and institutional buildings built during the NCDC period, had a budget for artworks.47 

This legacy can be seen today, including the Henry Moore beside the National Library of 

Australia, the Norma Redpath at the entrance to the Treasury Building, The Robert Woodward 

fountain on the approach to the High Court, amongst others. Some of the artworks now in 

Canberra were purchased by the National Capital Development Agency (NCDC) from 

contemporary exhibitions, notably the Mildura Sculpture Triennials from 1961-1978 and 

Sculpture 75, held in Commonwealth Park in Canberra.48 

 

Sculpture 75 formed part of a wider planned biennial event, Australia 75, held across Canberra 

linking science and the arts. Artistic Director Stefan Haag described the events as a celebration 

of achievements that defined Australia: 

 

The celebration, however, is not to cheer our tennis players, swimmers, or 

footballers, but to draw attention to the work of our fellow artists and scientists, 

whose work frequently has to wait for foreign recognition before it is 

acknowledged at home.49	

 

Thirty sculptures were installed in Commonwealth Park and the undeveloped sections of the 

park to the east. Bert Flugelman buried his tetrahedrons in a newly developed section of 

Commonwealth Park. Flugelman said he wanted visiting people to ‘imagine what is under 

their feet and dwell upon the artistic merit of how they were interred’.50 This action is 

discussed in more detail in Chapter 3. Sculpture 75 was followed by Ingo Kleinert’s three 

Performance Art festivals, Acts I, II and III, biennially from 1978.51 A long hiatus ensued until 

                                                
47  ACT Government, ‘ACT Public Art List’ <https://www.data.act.gov.au/Arts-Culture-and-Events/ACT-Public-Art-

List/j746-krni>.  
48  Sanders, above n 23. 
49  ACT Government, ‘“Exhibitions Like This Should Always Be Here, A Part Of Life”: Sculpture ‘75’, ACT Archives 

<https://www.archives.act.gov.au/find_of_the_month/2016/february/previous-find-of-the-month-22016-page-1>.  
50  Cited in Ian Warden, ‘Gang-gang: Archives (virtually) digs up sculpture buried in Commonwealth Park’, The Canberra 

times, 1 February 2016 <https://www.canberratimes.com.au/national/act/ganggang-archives-virtually-digs-up-sculpture-
buried-in-commonwealth-park-20160201-gmid8l.html>.  

51  Anne Sanders, ‘Act 1, 2 and 3: Canberra's National Performance Art Festivals’ (May 2013) 259 Art Monthly Australia 51-
54. 
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the National Sculpture fora in 1995 and 1998.52 These events are embedded in the memory of 

the artists and the audience.53 The earlier events took place alongside the construction of the 

High Court and the National Gallery, and later the National Gallery of Australia Sculpture 

Garden, indeed a work from the Biennale of Sydney was purchased for the Sculpture Garden: 

Fujiko Nakaya’s Foggy Wake in a Desert, 1976, was installed in the new sculpture garden in 

1982.54 Building on the memory and legacy of these previous events, contour 556 sought to 

create new memories of art in the now maturing lakeside landscape.   

 

C. Research Methods and Theoretical perspectives  

 

The methodology considers design research and phenomenological studies of shared 

experiences of spaces and artworks, as experienced by survey respondents to the contour 556 

2016 and 2018 iterations, and through case studies of other public art events. The review of the 

field identifies that the focus of much debate on the ‘worth’ of public art centres on the 

artist/client side of the equation, rather than how the ‘public’ (as defined in part A) 

understands or appreciates the artwork. Notwithstanding Zebracki’s call to ‘ask the viewer’,55 

the method seeks to also draw out the views of the artists post the events, and (in the case of 

contour 556), the local government funding bodies, and the private sector sponsors and 

supporters integral to the success of the exhibition. 

 

i. Method 

 

The thesis for my PhD has two components: the creative work of contour 556, and this 

exegesis. The creative work was presented to the examiners in October 2018 and comprised 

the installed works, and a public forum. 

 

The project was designing to explore the overall central question stated earlier: how can 

temporary art change the way people experience a well-known public landscape? At the 

outset, I wanted to test four elements.  

                                                
52  Canberra Sculpture Forum, Canberra National Sculpture Forum 95: 1-30 April 1995, Canberra ACT Australia (1995); 

Canberra Sculpture Forum, Canberra National Sculpture Forum 98: 3-26 April 1998, Canberra ACT Australia (1998). 
53  This is discussed in more detail in Chapter 5. 
54  National Gallery of Australia, ‘Fujiko Nakaya’ <https://cs.nga.gov.au/detail.cfm?irn=48360>. 
55  Zebracki, above n 6. 
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1. Could a local, temporary exhibition in the national capital achieve positive connections 

with the public? 

2. Would the artwork influence a transformation in the public?  

3. Would the exhibition provide an experience that built on the publics layered memory 

of the space?  

4. How effectively could artists capture an essence of the spatial, political and cultural 

qualities of Canberra in their installed or performed works? 

 

The transformation effect was measured through physical survey and individual responses to 

questions (on paper and online through a HREA approved process).56 The extent to which 

artists captured and essence of the space was assessed through a landscape-based analysis of 

the space and artwork, and feedback from artists. 

 

The site for the exhibition was tested through the inaugural exhibition in 2016. It extended 

from the National Library forecourt, along the lake edge east past Kings Avenue and Bowen 

Park to the Kingston Arts Precinct. Refer Figure 3.  

  

                                                
56  17-118_Hobbs_Approved_Letter. HREC committee, University of Canberra, 5 June 2017, and 15-66 CEHR Review 

Form Hobbs March 2016  
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Figure 3  contour 556 2016 footprint 
 

Feedback from the 2016 iteration from cultural facilities and land mangers suggested an 

extension of the site to cover a wider area around Kingston Foreshore, and the Carillon/Aspen 

Island within the lake.  Further development for 2018 has seen an extension into the newly 

built Henry Rolland Park, on the north side of Commonwealth Avenue Bridge.  Refer Figure 

4. 
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Figure 4  contour 556 2018 footprint 
 

The initial artist group was selected based on my knowledge of the local and national art 

scene.  The 2016 event included international artists I had become aware of through various 

means, including as curators themselves and through their exhibited work. Artists were 

engaged through an HREA approved process and all artists agreed to participate in the 

research. The artist group was then asked to present a reflection on the 

historical/spatial/cultural/physical qualities of the lakeside landscape. Through a process of 

discussion, site walks and an iterative conversation between the researcher and the 

participants, the various works were selected and installed around the site. The intention was 
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that locations could be the venue for outdoor performances, including dance, performance art, 

spoken word recital, poetry reading as well as the installation of physical works. 

 

Artists and performers responded to any and all of the human interventions to Canberra’s 

landscape from BC (before Cook) to the present day, including: the landscape qualities of the 

site; the cultural qualities of the site and land uses; Canberra’s cultural history; Canberra’s 

political history; and Canberra’s geological history 

 

I wanted to explore the possibilities for art and performance in public space through   analysis 

of the place; interrogation of what public art is; and through propositions of what public art 

could be. The artist/participants and the curator collaboratively engaged with the qualities of 

the landscape setting, the geological form of the site, and the cultural and political history of 

the space.  The lake is a layered landscape, physically and culturally showing sedimentary 

build-up and incision, and a history of indigenous, pastoral and urban culture. The artworks 

and performed pieces responded to these physical qualities of the site, as well as the layers of 

Indigenous, colonial and post-federation history. 

 

I selected the artist group to group represent a broad cross section of artists who work in the 

public realm, in Canberra specifically, with a wider group from Australia and internationally.  

I selected large groups for each iteration to allow for many responses to the place. A 

contributing factor was funding, all artists were paid National Association of Visual Artists 

(NAVA) recommended artist fees. To achieve this goal, I applied for funding from a wide 

range of public and private sector groups and agencies. The group selected was a result of 

these filters, and they reflect my curatorial and research decisions. It was not intended to be a 

comprehensive coverage of any or all groups of people. I also selected the forum participants, 

based on my connections with artists, journalists, curators and art commentators. I selected a 

diverse group, representing views from larger population centres, who connect with major 

national and international art practice. 
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ii. Mixed methodology 

 

My proposed methodology mixes several different theoretical perspectives: Design Research, 

Critical Enquiry, Affect Studies and Phenomenology. These theories provide a structure to 

question the nature of public space and public art and how we perceive art in external space. 

  

This mixed research method is suggested by M. Elen Deming and Simon Swaffield as suited 

to landscape architectural research and I have applied it to me explorations of ‘the public’, ‘the 

public realm’ and ‘public art’.  This approach has enabled be to focus on several theoretical 

perspectives, explore a range of landscape architectural examples from other places and over 

time, and consider alternative research strategies and modes of representation. 

 

Deming and Swaffield also developed a foundation and classification for knowledge claims 

with the aim of promoting transparency. They assert that ‘the onus is on the author and editor 

of the work to make clear and explain the presumptions they have used in making their claims 

for new knowledge.’57 Using the definitions I have adopted for the public, the public realm and 

public art, I modified Deming and Swaffield’s model to categorise the theoretical perspective, 

the landscape architectural examples, the research strategies, the research methods and the 

modes of representation that the exhibition and this exegesis employed to answer my research 

questions.  

 

iii. Design research 

 

The exegesis takes a landscape architectural approach to the site, through a design process/ 

site/spatial analysis and appreciation of the central Canberra landscape, and the landscape 

setting of other temporary art exhibitions. The design research process considered elements of 

landscape site analysis as described by Lynch,58 looking at physical and spatial factors in a 

public artwork and surrounds. The process included analysis of the phenomenological 

interpretations of the space and the object, considering memory and reflection based on the 

multiplicity of user connections with the space and the object. This added the experiential 

                                                
57  Simon Swaffield and M. Elen Deming, ‘Research Strategies in Landscape Architecture: Mapping the Terrain’ (2011) 6 

Journal of Landscape Architecture 34-35. See further M. Elen Deming and Simon Swaffield, Landscape Architecture 
Research: Inquiry, Strategy, Design (John Wiley & Sons, 2011). 

58  Lynch, above n 3.  
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aspects of the space to the physical attributes. The site and experiential analysis looked at the 

metrics of scale and proportion as noted by Thomas Powell,59 as well as the other design 

principles as listed by John Lovett.60 This is a modification of the process outlined by Elivio 

Bonollo and Carlos Montana Hoyos.61  

 

The outcome of the analysis determined the capacity of a space to support artworks and what 

scale that artwork could occupy. The design research method included a collaborative 

engagement through interviews with artists and a public forum with a panel of artists, art 

administrators, journalists and curators, during contour 556. The forum consolidated the 

outcomes I sought and is consistent with design based approaches to doctoral studies, as it 

includes, as noted by Jan Herrington, Susan McKenney, Thomas Reeves & Ron Oliver citing 

Robert Phillips who states that research proposals for doctoral study using design based 

approaches …must include a practitioner-oriented focus as well as degrees of collaboration 

that are not necessarily required for more traditional predictive research designs.62  

 

The outcomes of the design research process are summarised at the end of this Chapter and 

discussed in detail in Chapters 3 and 4. 

 

iv. Phenomenological research  

 

I engaged with the viewing audience in the 2016 and 2018 iterations through direct 

conversation, survey, and through a public forum in 2018. Outcomes of the discussions and 

survey are contained in the Appendices. The forum participants were asked a range of 

questions with specific reflection to Canberra examples and the outcomes of contour 556. The 

reflective process reviewed the groups shared experiences of the artworks and spaces, and 

investigated and interrogated current practice in order to develop a transformative method of 

public art delivery described by Sally Berridge,63 and Mark Hutchison.64 The forum engaged 

                                                
59  Thomas Powell, ‘The Poverty of Public Art’ (2012) 26(2) Socialism and Democracy 65. 
60  John Lovett, ‘Original Design Overview’ <https://www.johnlovett.com/design-overview>. 
61  Elivio Bonollo and Carlos Montana Hoyos, ‘Design and Research Processes in Postgraduate Design Education’ (2013) 

7(2) The International Journal of Design Education 51-64. 
62  Jan Herrington et al, ‘Design-Based Research and Doctoral Students: Guidelines for Preparing a Dissertation Proposal’ in 

Craig Montgomerie and Jane Seale (eds), Proceedings of ED-MEDIA 2007—World Conference on Educational 
Multimedia, Hypermedia and Telecommunications (Association for the Advancement of Computing in Education, 2007) 
4089. 

63  Sally Berridge, ‘Arts-Based Research and the Creative PhD’ (Paper Presented at the 12th Annual Conference of the 
Australian Association of Writing Programs, Canberra, 21-23 November 2007).  

64  Hutchison, above n 8.  
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with the viewing audience artists, curators and arts administrators to test the design research 

findings and to test three propositions: how can temporary art transform space into place; how 

can temporary art make spaces memorable; and how can temporary art interventions in a place 

be sustained? (Or is contour 556 the right thing in the right place at the right time?) 

 

Public art is considered by some authors as an oxymoron.  How can a work conceived by and 

delivered by an individual satisfy the breadth of the many, or the public? Hilde Hein notes the 

change from the unknown artist to the ‘star-tist’, with the historical change of artists and craft 

workers making works for the community moving to individual agency making works from 

their individual standpoint. Hein opens with the statement that public art is an oxymoron 

placed against the standards of modernist art and aesthetic theory.  

 

Modernist philosophical aesthetics focuses almost exclusively on subjective 

experience.  

Art is the product of an individual, and is an autonomous expression  

Art appreciation is also a private act, by the viewer.  

As public art is a public phenomenon, the artists must defer to the collective 

community.65 

 

Hein states that great art of the past up until the middle ages did not promote the private vision 

of the artist but placed the work in the shared space of the community. Hein notes that 

modernism reversed that concept, placing the ideator as unique and the social as derivative.   

 

It is of course very difficult to remove the individual from the equation, either as curator or 

artist, when exhibiting artworks to a mass audience.  contour 556 indeed placed the curator 

and artist at the centre of the discussion regarding artwork selection, form and siting, however 

my contention is that the artworks were also placed in the various spaces within the designed 

landscape, and the landscape could be said to have been the common element in the 

composition.  The artworks were not subservient to the location, but worked within the 

structure of the landscape design to also add meaning to their location in the overall landscape 

composition of the lake and the surrounding hills. 

 

                                                
65  Hein, above n 9. 2. 
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Hein is addressing the notion of the societal change from that of the community to that of the 

self, in a postmodernist frame, using the example, of often hapless modern public art: 

 

The concept of a public has become so problematised that putative works of 

public art demand justification in terms of qualitatively unrelated analyses of 

pubic space, public ownership, public representation, public interest and the 

public sphere. Rarely does a work satisfy in all these dimensions.66  

 

The contour 556 forum canvassed the success or otherwise of specific artworks within the 

exhibition, testing them against Hein’s qualitatively ‘unrelated’ criteria for acceptance.67 

 

v. Critical inquiry: Creative / design research methods, and practice  

 

Thomas Powell employs a critical inquiry perspective to frame his argument that the various 

public art budgets, often based at 1% of a projects overall budget , and operating in America 

since the 1970s, has resulted in stagnated, uninspiring and moribund public art scene.68 He 

places art as central to our sense of self and culture.  Powell has three key points:  

 

Art is one of the relatively few human endeavours that… has consistently 

generated true novelty; Art functions as the precise antithesis of social change 

and turmoil.  A society’s art is the bedrock of cultural stability and 

predictability.69 

 

The survey responses and forum outcomes provided responses to Powell’s points, through a 

testing of the specific questions and propositions. 

 

Arts-based research is a relatively new field and creative practice PhD’s are rare in landscape 

architecture and other design-based fields. I wanted to bridge the design and art fields, and 

take the curatorial aspect of a collection of artworks that may suit a gallery and embed the 

artworks in the designed landscape to demonstrate the potential of temporary art to address 

                                                
66  Ibid, 3. 
67  Ibid, 4. 
68  Powell, above n 59.  
69  Ibid, 73.  
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Powell’s points.  The key to unlocking the landscape architectural and design component of 

my research was the landscape architectural site analysis. Through that analysis I separated the 

landscape into its component parts of design principles and elements, to engage with the 

specific qualities of the various spaces that emerged from the disposition of said principles and 

elements.  I conducted further spatial analysis of the aspect, elevation, vegetative cover, built 

form and built edges to understand the texture and grain of the scales of spaces. This project 

was aided by the specific site chosen. The events took place in a very well-known landscape 

which holds multiple meanings that suit commemorative, ceremonial, cultural, research, legal 

and general public recreational functions. Could a well-known and well-studied landscape 

generate a feeling of surprise (novelty)? Does the art always have to be predictable? Creative 

research methods are a useful tool to consider the multitude of public responses to an artwork 

in the landscape. Alice Berridge has examined the multiplicity of ways an experience can be 

had by an audience.  Reviewing current approaches to arts-based research, Berridge notes: 

 

Arts-based enquiry…holds a unique place in postmodern qualitative inquiry. 

[As a methodological and theoretical genre]…it allows for the multiple ways in 

which the world can be seen, and for the many ways in which experience can be 

constructed.70 

 

vi. Affect Studies 

 

Affect theory is an approach to culture, history, and politics that focuses on non-linguistic 

forces, or affects. Affects make us what we are, but they are neither under our “conscious” 

control nor even necessarily within our awareness—and they can only sometimes be captured 

in language.71 

 

contour 556 tests how art changes us. The interventions caused change in the viewers’ 

perception of space and memory of space.  Viewers and audiences were asked a series of 

survey questions to provide data on the affect that the works had caused the viewer.  The 

details and outcomes are documented and discussed in Chapter 5 and the appendices. My 

                                                
70  Alice Berridge, ‘Re-Picturing my Life’ (PhD Thesis, University of Canberra, November 2006) 6.  
71  Donovan Schaefer, ‘It’s Not What You Think: Affect Theory and Power Take to the Stage’ (Duke University Press Blog 

Site, 15 February 2016) <https://dukeupress.wordpress.com/2016/02/15/its-not-what-you-think-affect-theory-and-power-
take-to-the-stage/>.  
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propositions referred to in section iv above, call to mind Vincenzo Agnotti, who developed 

otto proposizioni for an exhibition in in Milan in 1971. Refer figure 5: 

 

     
Figure 5  Vincenzo Agnetti, Otto proposizioni, 1972 (Part) Photos Neil Hobbs, exhibition at MAXXI, 

Rome, 2017 
 

Agnetti proposed an exhibition of eight propositions, demonstrated through diagrams that 

would serve as a language where meaning would not be altered as could occur with mere 

written language.   Agnetti wanted to prove  

 

how the desire to know and to subjugate has made us lose touch with space. In 

short, it has deprived us of the privilege of being inhabitants and part of space 

at the same time.72  

 

Having specified and described the territory (our lives and daily patterns), Agnetti felt we had 

lost touch with the spatial atmosphere, and that our practice of differentiation and division was 

the root of all human conflict.  He saw an end or conclusion, through culture, a purely 

objective culture, one that would need to be discarded as a culture for culture’s sake.  The end 

point would be facilitated by our behavior  

 

because, after all, behaviour is simply the participating reality of each person, 

from whatever he has in him to what he can potentially do and actually 

concludes.73 

                                                
72  Vincenzo Agnotti, Otto Proposizioni (1971) <http://www.vincenzoagnetti.com/doc/OTTO%20PROPOSIZIONI.pdf>. 
73  Ibid. 
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Agnetti is getting very close to Bourriaud’s relational aesthetics – covered in section vii below. 

 

vii. Relational Aesthetics 

 

Nicholas Bourriaud saw artists as facilitators rather than makers and regarded art as 

information exchanged between the artist and the viewer. The artist, in this sense, gives 

audiences access to power and the means to change the world.74 

 

 

 

 

 

 

 

 
 
 

Figure 6  International no pants day, 8 January 201875 
 

The conflicts between relational and situational aesthetics are discussed below in Chapter 2. 

During contour 556, 2016 and 2018, several artists presented performative artworks, for the 

opening night and at scheduled times during the exhibition. One artist on the periphery76 

staged a guerilla installation, creating a sandwich board worn by member of the public (and art 

collector) Peter Jones: 

 

 

 

 

 

 
                                                
74  Tate, ‘Relational Aesthetics’ <http://www.tate.org.uk/art/art-terms/r/relational-aesthetics>. 
75  Arnel Hecimovic, ‘International No Pants Day—In Pictures’, Guardian, 8 January 2018 

<https://www.theguardian.com/world/gallery/2018/jan/08/international-no-pants-day-in-pictures>. An exceedingly 
popular (in the northern hemisphere at least) situational artwork or occurrence. 

76  Zoe Brand was commissioned to design and fabricate the contour 556 badges. In 2018 she presented Mate as well as also 
designing and fabricating the contour 556 2018 pins. 
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Figure 7  Zoe Brand, 2016, This is Bigger than you.  Photo 

Jordan Evans-Tse 
 

 

Several of the key installations and performances are discussed in chapter 4, and viewer 

responses in chapter 5. Broadly, the research methods that best supported the transformational 

works in each exhibition were: affect studies, using the proposition model, demonstrated in the 

public forum; creative research through critical inquiry and the ability or otherwise for 

temporary art to surprise and create a new memory, demonstrated best through Shagys Shags 

durational performance echoing the filling of the lake, filling in the glass doors of East Space 

gallery and also through Jae Kangs Whimori by the southern end of Commonwealth Avenue 

Bridge and her live wall drawing in the East Space gallery; and phenomenological research, 

through the lived experience of all who have shared in the lakes history, and actuated via 

Localjinni’s lake stories where a group of individuals shares past and present history, in the 

process making new history of the lake. 

 

viii. Chapter 1 Summary 

 

Chapter 1 has provided definitions for the key topics of the exegesis, the public, the public 

realm and public art.  It has also defined landscape architecture and placemaking, and noted 

changes in art practice post WWII that will be further explored in Chapter 2. It has introduced 

Canberra and the central lake landscape as an appropriate the site to test the potential for 

temporary public art to transform space into place, and make spaces memorable. It introduced 
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my research methods and the process for the curatorial engagement with artists, through the 

exhibition and the public forum. It outlined the scope of my exegesis, founded by a site 

analysis of central Canberra, coupled with the iterative process with the artists to highlight 

specific elements of the landscape through their artwork and through the site selection for the 

works. It has demonstrated links in the research topics to live events and occurrences in both 

iterations of contour 556 in 2016 and 2018.   
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29 

2. Landscape, Art and the Public 

 

Public art has changed considerably over time. The discussion of the changes in delivery of 

art form is pertinent to the changes in how we use urban spaces. With increased urbanisation 

and the move to cities more and more people are living in smaller spatial footprint. Therefore 

the availability and amenity of well-designed public realm is critical to community 

wellbeing.1 Cities are changing and Canberra is no exception.  

 

Part A covers how we encounter each other in space and how we encounter art.  I discuss 

changes in external art post WWII; the gamut of possibilities for art; how art moved from 

representation to abstraction, and from physical manifestation to conceptualism, including the 

object/post object debate; examples of successful artworks; site specificity, through looking 

at two infamous examples; and a discussion on the changes in funding from public sector to 

private sector, and various combinations. 

 

The second Part places contour 556 in a historical and geographical timeline, considering 

similar temporary events in Australia and other countries. It considers antecedents for 

contour 556, and contemporaneous events, and notes transformative outcomes for regional 

and major urban centres that have accrued through temporary art events. 

 

The third Part looks at the strengths and potential differentiation that contour 556 offers, and 

considers possible further developments of the contour 556 model and applications to other 

urban landscapes. It considers the points of difference that are essential in the crowded 

marketplace of biennial events, in terms of securing public support, even securing artworks in 

the crowded field, and of course sustainable funding. 

 

Due to changes in the urban mix described above, Governments at all levels are seeking to 

renew urban spaces, to revitalise the existing public realm. One measure that is popular with 

governments is temporary events. These are heavily promoted by governments and the 

private sector as measures to promote tourism, foster new commercial activity, to revitalise 

regions undergoing economic change, or just as commonly to big-note a town or city over a 

perceived rival, and gain a social, environmental or economic advantage. They occur 

                                                
1  Her Canberra, ‘The Changing Face of Canberra’, 4 July 2018 <https://canberra.com.au/the-changing-face-of-canberra/>. 
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generally in publicly accessible spaces and are funded in the main through direct government 

grants, corporate sponsorship and philanthropic donation.2 They all have a level of 

commercial motivation, if not through cost recovery and increased economic activity either at 

the event or in the region, often measured though an increase in tourist bed nights. Each 

funding source has its own motivations, not always altruistic. How does an event succeed? 

Can an event succeed without big-city philanthropy? Can an event succeed without 

significant public sector support? This chapter considers the wider state of public art then 

focuses on case studies of events similar to contour 556 and areas for enhancement of public 

art events.  

 

Urban Art Projects (UAP) are a very large company working in art fabrication.  They 

facilitate large scale public art commissions and have established an international presence. 

While they are focused on delivery, they do employ a significant number of professionally 

trained curators and arts professionals. For several years they have produced a webinar on the 

best public art around the world. The selected works for 2018 are shown in Figure 8.3 

 

 
Figure 8  Screen shot of UAP best public art 2018 
 
                                                
2  Some Territory-sponsored Canberra examples are Enlighten, and of course Floriade.  Public sector supported examples 

in Sydney include Vivid, The National, and the Biennale of Sydney.  These are matched by The Adelaide Biennial, 
Melbourne Art Week, Brisbane’s Asia Pacific Triennial to name only a handful.  The private sector is involved in 
sponsorship of these events, as well as holding specific trade events such as art fairs, notably in Sydney and Melbourne 
in Australia, now a worldwide phenomenon. 

3  Urban Art Projects, ‘Best Public Art of 2018’ <https://www.uapcompany.com/news/webinar-best-public-art-of-2018>.   
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Though limited by the subjectiveness of the relatively narrow selection basis – the selected 

works were chosen by only five curators or arts practitioners – the 2018 selection included 

two works (top left and middle right) from the High Line in Lower/Central Manhattan. This 

very successful designed public space is a linear park above the ground plane that extends for 

several kilometres. It exemplifies the potential of a space to hold a variety of temporary 

interventions, either performative in all its permutations, or of physical work. Of course, not 

every element of a public art program will appeal to a public audience, and not every 

intervention will be effective or of high quality – this is true of all the public art events 

viewed during my research.  The High Line is an interesting example. It is managed by a 

philanthropic organisation that makes use of private donations to deliver their program.  

 

The UAP selection also included The London Mastaba, 2016-18 by Christo and Jeanne 

Claude. The London Mastaba is another monumental intervention in Hyde Park’s Serpentine, 

which included a comprehensive study of the artist’s earlier iterations of Mastabas, in the 

Serpentine Gallery either as photographs of the realised works, or as proposals, over a period 

of three decades.4 I visited the Serpentine Gallery during the Christo and Jeanne Claude 

exhibition, (and several other times previously).  The summer Serpentine Pavilion/or summer 

exhibition is an important marker and precedent for large scale art (albeit often more 

architectural), and is seen as the model for other annual installation projects.  As with the 

High Line art installations, the merit or otherwise of the Serpentine installations varies; the 

Christo and Jeanne Claude exhibition being a recent high point.  Of most interest to my 

research and my reflections on the artistic merit of the two contour 556 events, was that two 

of the UAP selected works or artists had direct connections to contour 556 2016: the middle 

right centre image is of Archie Moore’s United Neytions, 2014-2018.5 Moore delivered Crop: 

Noun/Verb in contour 556 2016. The bottom left centre image is a dazzle camouflage work 

by Tauba Auerbach. contour 556 2016 featured a dazzle camouflage tourist boat, In Plain 

Sight, by Katy Mutton. Both of these works are discussed in detail in Chapters 4 and 5.  

 

                                                
4  Serpentine Gallery, ‘Christo and Jeanne-Claude: The London Mastaba’ 

<https://www.serpentinegalleries.org/exhibitions-events/christo-and-jeanne-claude-london-mastaba>. 
5  Dee Jefferson, ‘Sydney Airport to house 28 First Nations flags as part of new public art installation, ABC News, 19 

December 2017 <https://www.abc.net.au/news/2017-12-19/first-nations-flags-to-fly-at-sydney-airport-as-
artwork/9272706>.   
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A. Our public lives in public space with public art 

 

In urbanised and densifying cities, open, accessible public space is critical.  Guy Rundle 

notes that:  

 

Public space matters. It matters that a city has different types of spaces in it, as 

a simple feature of the many-sided nature of human life. Public space can have 

commercial activities — food, drink, movies, etc — but what matters is that 

people go there to be there, as an end in itself, to be there with others. Public 

spaces … are the agora, the gathering place where the city is itself, for itself.   

Without such features at the centre of a city, there are no citizens.6   

 

Rundle was writing in Crikey about the corporatisation of Federation Square, Melbourne, 

through the plans to install an Apple Store within the public space.7 The proposal is an apt 

analogy for the transformation that the digital is having on the physical. Public, physical 

space and linear time has collapsed into ‘memory’ cards. (Who remembers phone numbers 

now)?  Real time monitoring by parents of their children in the public realm is not just a 

series on Netflix, it is now a ‘thing’.8 Art has embraced the digital so rapidly.  Fewer people 

go to commercial galleries, yet destination tourism is increasing, and more and more cities 

are presenting art/entertainment festivals in the public realm. Public space seems to still be a 

public good, and is defended by not just Melburnians who support Federation Square, but 

also the Guardians of Lake Burley Griffin.9 Find a public space under threat and you will 

likely find a citizen lobby group fighting for its retention or enhancement. As public spaces 

have been transformed through densified cities and population increases since WWII (at least 

in Australian capital cities), the profession of landscape architecture and its links to 

placemaking have typically relied on an element of public art. Thus public art procurement 

and installation has been in lock step with public space design and public use since the late 

1950s. Interactions with public art are part of every citizen’s daily life. In many cases we can 

                                                
6   Guy Rundle, ‘Fed Square Apple Store will destroy that public space and our sense of community with it’, Crikey, 18 

January 2018 <https://www.crikey.com.au/?daily_insider=18-1-18-insider>.   
7  Federation Square, ‘An Apple Global Flagship Store to Open at Federation Square’ <http://fedsquare.com/an-apple-

global-flagship-store-to-open-at-federation-square>.  
8  Wendy Squires, ‘If I did have children, I wouldn’t treat them like criminals’, The Canberra Times, 18 January 2018 

<https://www.smh.com.au/opinion/if-i-did-have-children-i-wouldnt-treat-them-like-criminals-20180118-h0kc6a.html>. 
Squires is writing of the new Netflix series ‘Black Mirror’ – Arkangel’.  Squires writes of many products available to 
track children’s movements and interactions outside the home. 

9  Lake Burley Griffin Guardians <http://lakeburleygriffinguardians.org.au/>. 



 

 

 
33 

become unaware of the art (specifically the successful pieces) as it has become so much a 

part of our daily life. Some Canberra examples include Barbara Hepworth’s sculpture in 

Commonwealth Park, or the Michael Nelson Tjakamarra mosaic pavement in the forecourt of 

Parliament House. 

 

The review of literature has been selected to cover the varying definitions of a ‘public’ that 

relate to the occupation of or understanding of a ‘public’ and a ‘space,’ that is, linking the 

ideation of a public through notions of and responses to art in public places. It could be said 

that there are as many definitions of the ‘public’ as there are members of it. I have defined 

my sense of ‘the public’ in Chapter 1, and it is consistent with Thomas Powell and Hartley’s 

wide interpretation of the broad community, in the public realm. Powell writes of the 

historical development of social theories post the 1960s where the ‘enlightened public 

develops as a group of individuals united by language, shared culture, and rational, science 

based thought’.10 We all have a dual life – that of our public persona and our private life. This 

is explored by Hartley, who posits the impossibility of defining a ‘public’ within an equal 

action for ‘private’. He writes of a: ‘public referring to a “we” community that extends to an 

entire readership, nation or species.’ He notes that ‘public’ makes no sense unless we also 

define the opposite ‘private’.  He writes: ‘What public art and public toilets have in common 

is that the term ‘public’ is universalising and oppositional at the same time. It includes 

everyone but not them’.  In the act of using and inhabiting the public realm, any use is of 

course public, and is therefore a valid public act.11   

 

The public considered as the public domain is the venue for a ‘free’ discussion of ideas. 

Barret-Lennard, cited by Helen Armstrong, was interested in the notion of the ‘public’ and 

the complex issues associated with art and society. He was concerned that the potential for 

the public domain as a sounding board for the discussion of uncomfortable questions about 

social values had been weakened through actions to codify and commodify public art.12 

Barret-Lennard’s concerns sit at the heart of many failed public artworks, and is a risk with 

many placemaking projects in landscape architecture. The passage from initial artist ideation 

of an artwork through the selection process, the fabrication and then public acceptance, the 

                                                
10  Thomas Powell, ‘The Poverty of Public Art’ (2012) 26(2) Socialism and Democracy 65, 81. 
11  John Hartley, ‘Three Temporary Installations: The Public, the City and Art’ in Steffen Lehmann (ed), Absolutely Public 

Crossover: Art and Architecture (Mulgrave, 2005) 66, 66.  
12  Helen Armstrong, ‘Beyond the Hedonistic Playground: New roles for Public Art in Brisbane’ in Steffen Lehmann (ed), 

Absolutely Public Crossover: Art and Architecture (Mulgrave, 2005) 30-34. 
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same as for a piece of landscape architecture, is fraught at each stage of the process. Later in 

this exegesis I document examples of public spaces and public artworks that failed their site 

and their public. This may be more of an issue with permanent installations rather than 

temporary interventions. Permanent installations have a higher bar to public acceptance, and 

the furore that envelops a temporary intervention while virulent is short-lived. In Canberra, 

speaking of uncomfortable questions raised by public art, it is impossible to ignore Greg 

Taylor’s two experiences with temporary installations. Taylor was part of the first National 

Sculpture Forum, in 1995, and presented a work that drew extreme adverse responses from 

the public and land managers: Down by the lake with Liz and Phil. The work was vandalised 

after a couple of days and removed.13 In contour 556 2016, artist Jon Campbell presented a 

series works that referenced the negative press coverage received by Taylor. In 2004, Taylor 

installed an unsanctioned work: If the boots don’t fit, which drew attention to the short stature 

of then Prime Minister John Howard. The work was removed by the National Capital 

Authority.14 

 

But nothing is static; Geert Lovink placed the ‘public’ as being in permanent flux. He writes 

that ‘Public spaces appear and disappear much faster than we as critics and artists can grasp’.15 

This points to some of the ‘guerrilla’ projects that have occurred in cities around the world – a 

very good example being the murals painted onto the Berlin Wall following re-unification of 

Germany in 1990 – now seen at ‘The East Side Gallery’ - originally these occurred as a direct 

response from the West German people during the 1980s, and while not originally sanctioned, 

became a state coordinated exercise following re-unification.   

 

Lovink calls for cities to allow for and foster fluidity of responses to the notion of ‘the 

public’, and fluidity to the behaviour of ‘the public’ in the public realm.16 There are risks to a 

free and open discourse and a free-willed response, evidenced by the Berlin Wall example, 

but there are also risks to smaller administrations that fail to grasp the potential of a dynamic 

artistic community response to a changing society. Un-sanctioned artworks occupy another 

area of study that is outside the scope of this exegesis. In many jurisdictions graffiti removal 

                                                
13  Christopher Marshall, Interpreting Art: A Guide for Students (Macmillan, 2001) 248. 
14  ‘Police Remove Satirical Howard Statue’, ABC News, 8 February 2004 <https://www.abc.net.au/news/2004-02-

08/police-remove-satirical-howard-statue/132432>.  
15  Geert Lovink, ‘The Importance of Going Public—A Proposal for a New Type of Space’ in in Steffen Lehmann (ed), 

Absolutely Public Crossover: Art and Architecture (Mulgrave, 2005) 46, 46. 
16  Ibid. 
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is a costly exercise and administrations that are not seen to be dealing with outbreaks of 

graffiti can result in angry citizens. It is not just the publics’ reactionary attitudes: Lawrence 

Weiner holds that ‘graffiti has a right to exist anywhere, as long as it says something’.17 

Simple tagging or marking is not art, according to Weiner: ‘Existential angst is not a 

sufficient reason to intrude into public space’.18 

 

Powell decried the concept of a homogenous public, likening the actions of the public art 

industry (and interalia the design professions) with that of manipulative advertising. Powell 

sees the designers as complicit with public administrations in delivering poor quality 

environments, through not anticipating (or even ignoring) the needs of the broad public,19 

which matches Mongard’s call for doing less with design and more with community 

engagement.20 His meaning is that we need to allow for and foster fluidity of responses to the 

notion of ‘the public’, and fluidity to the behaviour of ‘the public’ in the public realm. There 

are risks to a free and open discourse and a free-willed response. With the onset of a wireless 

digital world, the paradigm of the public sphere as defined by Jurgen Habermas, has shifted: 

Where ‘private people gathered as a public’21 and articulated society’s needs in a public or at 

least semi-public state, now we can virtually throw our ideas into the public virtual domain, 

and even converse with an adjacent neighbour within a space without voice or eye contact, 

but digitally. This takes Habermas’ requirements of the public sphere for freedom from 

coercion, enabling non-hierarchical discourse to an even more compelling level. 

 

i. Public art post WWII 

 

This section considers the changing scale and influence of landscape architecture on public 

space in western cities since the 1950s, and the parallels in rapidly developing and urbanising 

Southeast Asian cities post the 1970s. The intensification of urban spaces and redevelopment, 

while championed by governments, is increasingly less likely to be funded by public 

expenditure.  The trend appears to be a move to a shared investment; a ‘public private’ 

                                                
17  Leah Singer, ‘Interview with Lawrence Weiner’ (2017/18) 20 Apartmento 44, 64. 
18  Ibid. 
19  Powell, above n 10. 
20  John Mongard, ‘Networks Not Lines: Towards a Long Term Cultural Realm in the Landscape Architectural Project’, 

(Paper Presented at the International Federation of Landscape Architects, May 2006) 
<http://mongard.com.au/assets/articles/Networks_Not_Lines_JMongard_2006.pdf>.  

21  Marshall Soules, ‘Jurgen Habermas and the Public Sphere’, Media Studies <https://www.media-studies.ca/articles 
/habermas.htm>. 
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partnership at best, but increasingly significant public realm revitalisation appears to be 

funded by private interests.22 

 

Public spaces have undergone tremendous transformation over the past 50 years of the 

landscape architecture profession. Cullen noted the changes that occurred in London as what 

had been (pre WWII) previously private squares were opened up by removal of railings. 

Grosvenor Square, Russell Square and many other spaces now became open to the public.23 

Nothing as dramatic in terms of social change happened in Australian cities, however the rise 

of the pedestrianised street, (and the subsequent social gentrification) through the planned 

removal of traffic, became commonplace in beachside and suburban centres in Sydney from 

the mid 1970s, delivered by landscape architects such as Bruce Mackenzie and Harry Howard 

in Sydney.24 These spaces, like all the new town and new urban areas in first world cities 

became sites for the new art of the public.25 These ‘new’ public spaces in Australian towns 

and cities were funded by public monies, by local councils, state governments, either with 

ratepayer funds, developer ‘section 94’ contributions in the case of local councils or through 

commonwealth grants fed through either state or local government. 

 

Key to the success of the new urban spaces was scale: Alexander, Ishikawa and Silverstein 

proposed that a human scale and recognition of key biometrics related to scale, height, 

proportion, hearing and sight were all required to satisfactorily deliver a successful public 

space.26 Essentially, a space that suited individuals and small groups of people was/is a space 

that allows eye-contact between passers-by.  The distance and scale varies according to light 

levels and the texture of the space but most people can discern eye-contact at around 20-30 

metres distance. Lynch speaks of five basic dimensions inherent in a public space or 

settlement quality: vitality; sense; fit; access; and control.27 The dimensional parameters that 

can be applied to a public space can equally (and should be) applied to a public artwork as an 

                                                
22  See generally William S.W. Lim, Public Space in Urban Asia (World Scientific, 2014); Leon van Schaik, Meaning in 

Space (Lyon Housemuseum, 2011). van Schaik discusses the privatisation of art and the rise of privately funded and 
privately held collections.  Lim writes of the privatisation of space.  This is very current issue in London: Jack Shenker, 
‘Revealed: The Insidious Creep of Pseudo-Public Space in London’, Guardian, 24 July 2017 
<https://www.theguardian.com/cities/2017/jul/24/revealed-pseudo-public-space-pops-london-investigation-map>.   

23  Gordon Cullen, The Concise Townscape (Architectural Press, 1961). 
24  Bruce Mackenzie, Design with Landscape: A 50 Year Journey (BruceMackenzieDesign, 2011). 
25  Sandy Nairne and Nicholas Serota (eds), British Sculpture in the Twentieth Century (Whitechapel Art Gallery, 1981) 

135. 
26  Christopher Alexander, Sara Ishikawa and Murray Silverstein, A Pattern Language: Towns, Buildings, Construction 

(Oxford University Press, 1977). 
27  Kevin Lynch, A Theory of Good City Form (MIT Press, 1981). 
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element within the space.  He writes: ‘Place identity is closely linked to personal identity. I 

am here supports I am’. This grounds the ‘public’ in and of the public space.28 Beth Diamond 

agreeing with Lynch, cites Lynch’s 1960s postulation regarding the ‘legibility’ of a space, 

such that a user can break down the component parts and activities and thus feel safe and able 

to engage in the quality of the space.29 Much later, Mongard while resisting the commonality 

of newly designed spaces, notes the ubiquity of the overdesigned space, reminding us that: 

‘The great places of the world succeed in making the ordinary special, which is a much 

harder task than the creation of a few special places among the ordinary’.30 Mongard is 

critical of a lot of the ubiquity that the landscape architectural profession now applies to 

public space. It is easy enough to make a splash with a lot of money at one space or another, 

but if the key physical elements and underlying socio-historical precedence is ignored, one 

newly designed space can very much seem like another. 

 

The problem Mongard refers to, that of a lack of community engagement in delivery of new 

landscape architecture is mirrored in the problems in the wider public acceptance of public 

art. While we can have public space, we can also have poor quality spaces. Whether these 

spaces can be redeemed by the insertion of public art is a moot point. There are contemporary 

examples in Canberra where the public art procurement process resulted in poor outcomes. 

Amanda Evans notes that Canberra’s landscape, ‘which is its form-giving element’ has not 

always been enriched by the artwork interventions.31 Diamond quotes Clare Cooper Marcus 

belief that good design is ‘about the accommodation of human needs – assuming there was 

some universal consensus as to what those needs are.’32 This speaks of Lynch’s functional 

requirement for legibility; however Diamond notes that this is not valid in all instances:  

 

The last fifty years have given us countless empty public spaces that 

incorporate these functional common sense guidelines but lack any content 

worth responding to.33 

 

                                                
28  Ibid, 132. 
29  Beth Diamond, ‘Awakening the Public Realm: Instigating Democratic Space’ (2004) 23(1) Landscape Journal 22. 
30  Mongard, above n 20, 4. 
31  Amanda Evans, ‘Canberra’s Public Art: Enriching Local Identity and the Art of Roadside (Dis)Attractions’ (2013) 138 

Landscape Architecture Australia 66, 66. 
32  Diamond, above n 29, 23.  
33  Ibid.  
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Rosalyn Deutsche is cited by Diamond pointed out ‘Conflict, far from the ruin of democratic 

public space, is the condition of its existence’. Diamond concludes that: 

 

public space…is not the territory of shared values, but the arena where 

differences and conflict can be revealed.34 

 

This reminds us again that the public and the public realm is a multiplicity of states and 

forms. This is consistent with Habermas, with regard to the desirability for openness and 

transparency in the use of public space.  As to the delivers of ‘good design,’ Amanda Evans 

notes that that public art procurement programs require more landscape architectural input to 

strengthen the ‘landscape and experiential outcomes associated with it’.35 This allows a way 

forward, using a landscape architectural approach of spatial landscape analysis, to begin to 

determine the ‘carrying capacity’ of artworks in a public space. 

 

A concerning phenomenon is the increasing tendency for councils and governments to retreat 

from management and maintenance of public space. William S. W. Lim has noted (in 

Southeast Asian cities such as Singapore, Kuala Lumpur and Jakarta) that when older 

precincts are redeveloped, increasingly by the private sector, the control of the open space 

passes from public to private hands.36  This has benefits in that the maintenance and general 

presentation of the spaces can often be an improvement over a poorly resourced local council 

or local authority, however there are risks to abandoning community or not-for-profit spaces 

in a move to the for-profit and privately managed spaces. This is also the case in a couple of 

Canberra examples, in parts of New Acton and the Canberra Airport precinct, and is very 

much widespread in London.  These spaces can be termed Pseudo-public space – squares and 

parks that seem public but are actually owned by corporations and seem to be quietly 

spreading across cities worldwide.   

 

Oliver Wainwright in The Guardian notes that ‘London has built many fine new public 

spaces over the last decade, but – they are extensions of the privatised realm, to which the 

public is granted conditional access. ‘Welcome to King’s Cross, reads a sign in front of the 

                                                
34  Ibid, 32.  
35  Evans, above n 31, 69.  
36   William S.W. Lim, ‘Public Space Today’ in William S.W. Lim (ed), Public Space in Urban Asia (World Scientific, 

2014) 20, 20. 
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new fountain-fringed Granary Square. Please enjoy this private estate considerately’.37 Jack 

Shenker also writing in The Guardian reports on a new culture of secrecy and control, where 

‘private security guards can remove you for protesting, taking photos ... or just looking 

scruffy’.38 This is a disturbing trend that shows little sign of abating. Public funding for urban 

infrastructure is being reduced and private developers are funding the works on external 

space, whereby controls in use can be more stringent that fully publicly accessible open space 

managed by governments for the community as a whole. The funding shortfall can be met by 

private developers, but also and increasing reliance on philanthropy from individuals.39 

Philanthropy has a long history in the United States, through the education, health and art 

sectors. It has historically had less of an influence in Australian culture, however it is very 

much encouraged by both sides of politics, and a plethora of ‘private ancillary funds’ aka tax 

exempt foundations now abound.40 

 

ii. Public Art and all its forms, and Public Art over time 

 

The term ‘public art’ has meant many things over the last half of the twentieth century and 

the first decade and a half of the twenty-first. It is clear that public art has to sit with all the 

clutter of the public realm. It can compete with, but can also harmonise with the spatial 

quality of a space. To be successful, and as a major point of difference to ‘private’ art, (that 

which is shown within the confines of a private collection, gallery or museum), Harding and 

Powell considered that public art needs to meet with acceptance from the broad public, not a 

narrow band of trained curators, gallerists and their clients.41 Doug Sandle considered there 

has been a tendency through literature to frame art in urban public space from the 

perspectives of the artists, designers and planners,42 whereas Zebracki claimed that the 

                                                
37  Oliver Wainwright, ’50 Years of Gentrification: Will All Our Cities Turn into “Deathly” Canberra?’, Guardian 

Australia, 13 December 2014 <http://www.theguardian.com/artanddesign/architecture-design-blog/2014/dec/12/50-
years-of-gentrification-will-all-our-cities-turn-into-deathly-canberra>. 

38  Shenker, above n 22. 
39  John McLeod, The Support Report: The Changing Shape of Giving and the Significant Implications for Recipients 

(JBWere, June 2010). 
40  Bronwen Dalton and Elizabeth Cham, ‘Australia’s rich give little—and a culture of secrecy surrounds their 

philanthropy’, The Conversation, 18 August 2016 <https://theconversation.com/australias-rich-give-little-and-a-culture-
of-secrecy-surrounds-their-philanthropy-63879>. Dalton and Cham have an interesting take on the topic, noting a 
submission form the Australian Services Union in 2008 that foundations’ ‘operate with surprisingly little scrutiny. There 
is no public information on the size of the fund, how and where they spend their money or even how to contact them. No 
other type of organisation is allowed to operate like this’. 

41  David Harding, Decadent: Public Art – Contentious Term and Contested Practice (The Glasgow School of Art, 1997); 
Powell, above n 10. 

42  Doug Sandle, ‘Public Art, Design-Led Urban Regeneration and its Evaluation’ in Guy Julier and Liz Moore (eds), 
Design and Creativity: Policy, Management and Practice (Berg, 2009) 74. 
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purpose of public art is shaped by its publics, which comprise a multi-faceted audience.43 

Here again the need is to reflect upon and engage with the responses from the public. 

 

Accepting that ‘public art’ has always been contested, Hutchison, as does Hein, posits that 

some see public art as an oxymoron; ‘the distinctive relative autonomy of art seems 

incompatible with the distinctly non-autonomous demands of the public’. Yet he states that 

others hold the opposite view, that ‘it is an article of faith that art should be and is, more 

democratic and accessible when placed in the public sphere’.  Where it can be reconciled, is 

his statement that ‘different forms of art and objects in different locations encourage or 

dissuade various forms of looking and engagement’.44  Harding cites Mitchell, in ‘Art in the 

Public Sphere’, noting that controversy over public art showed that modernism could ‘no 

longer mediate public and private spheres on its own terms, but must submit itself to social 

negotiation, and anticipate reactions ranging from violence to indifference’.45 Miwon Kwon, 

describes the reactions of two artists to this dilemma, Richard Serra’s Tilted Arc, 

demonstrates a failure of modernism to meet the people, (and a long drawn out lawsuit) while 

Ahearn’s installation in South Bronx Sculpture Park lasted five days before being removed 

by the artist himself.46 (These two examples that were each held by the artists to be ‘site 

specific’ will be discussed in more detail in part iv. of this Chapter). 

 

Harding writes ‘public art is found in the streets, squares, parks and ‘nooks and crannies’ of 

towns and cities. The term is used to embrace, the notion of a general publicness of 

‘location’, as distinct from, the more limited publicness of institutions such as art galleries 

and contemporary art museums’.47 These sites have presumably been occupied by art as a 

response to Herbert Read’s call mentioned earlier. Harding cites Lawrence Alloway’s, 1972 

article ‘The Public Sculpture Problem.’  

 

Memorial sculptures, statues and monuments exist in all cities and these are, 

in the main, accepted as part of the fabric of these places. In these 

                                                
43  Martin Zebracki, ‘Beyond Public Artopia: Public Art as Perceived by its Publics’ (2013) 78(2) GeoJournal 303, 303. 
44  Mark Hutchison, ‘Four Stages of Public Art’ (2002) 16(4) Third Text 429, 430. See further Hilde Hein, ‘What is Public 

Art?: Time, Place, and Meaning’ (1996) 54(1) The Journal of Aesthetics and Art Criticism 1. 
45  Harding, above n 41, 3.  
46  Miwon Kwon, One Place After Another Site Specific Art and Locational Identity (MIT Press, 2002) 
47  Harding, above n 41, 3. 
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(contemporary public art) exhibitions no person or event was being 

memorialised.48  

 

What was being presented for display Alloway called ‘Art about Art’. Harding continued that 

‘If the word ‘public’ is placed before the word ‘art’ (or sculpture) then, by definition, 

something other than art about art is being suggested.49 Harding then saw critics and curators 

claim that ‘there is no such thing as ‘public art’ only the more general term ‘art in public 

places’.50  This rather squibs the debate a little, if it is accepted that an artwork is an 

autonomous object, and re-phrases Lynch: If an artwork is an occupant of the public space 

like everybody else, then the artwork will carry all of our collective identities and must 

equally own all our responses to it.  Public art is of and in the space and needs to own the 

nomenclature of ‘public art’.  

 

What is often missing from the debate is whether or not the artwork is either ‘good’ or ‘bad.’ 

Contemporary arguments in the local press in Canberra have often railed against the ‘cost’ of 

the art, and whether or not money could have been put to better use, rarely is the artwork 

itself critiqued against its contribution to the space, nor is the space critiqued as a vessel to 

hold the artwork, with the specific exception of ‘Skywhale’ 2013, by Patricia Piccinnini, 

which had the ignominy of being pilloried by the former chief minister, himself subject to 

intense criticism from sections of the public over his administration’s public art delivery 

process, and its outcomes. ‘Skywhale arrogant, self-indulgent’.51 The case of Skywhale is 

interesting, as it was of course (like Greg Taylor’s) a temporary installation, that garnered at 

times vitriolic responses from the public.52 

 

Moving through these examples, in 2019 there is a multiplicity of opinions of what public art 

is or should/could be, backing up Zebracki’s multivalency of the public and their needs from 

art.  An autonomous artwork will engender any number of responses from an audience.  A 

public space does not inherently occupy the same autonomy, as it is given life by those 

                                                
48  Ibid, 1. 
49  Ibid, 3 
50  Ibid. 
51  Sally Pryor and Stephanie Anderson, ‘Skywhale Arrogant, Self-Indulgent: Stanhope’, Sydney Morning Herald, 22 May 

2013 <https://www.smh.com.au/national/act/skywhale-arrogant-self-indulgent-stanhope-20130521-2jzg2.html>. 
52  Ian Warden, ‘A Skywhale? You have a right to be disappointed’, Canberra Times, 9 May 2013 

<https://www.canberratimes.com.au/national/act/a-skywhale-you-have-a-right-to-be-disappointed-20130509-
2j9rs.html>. 
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occupying the space, except perhaps where the designers will has imposed their will and 

disenfranchised the community, see examples in ‘Site Specificity’ in section v. in this 

chapter. 

 

Public art needs to be considered for its contribution or otherwise to the space prior to any 

conception of what the artwork may look like or seek to represent. A way forward could be to 

modify the site analysis and design processes used by landscape architecture, when assessing 

a brief against a site, to include specific briefs for any public artwork in the consideration of 

the total design, following a process of engagement with the community of users of the 

current or future space. 

 

There is much debate about the values that public art comprises. Powell states that public art 

(whatever it may otherwise be) is held to be a public good:  

 

The belief that public art is inherently good for people is a deeply held liberal 

ideological truth. The upper echelon of public art administrators across 

America certainly embrace this sentiment, and pursue their mission with great 

zeal.53 

 

Hein writes that public art (of today) ‘engages more abstract concerns and more ephemeral 

interpretations of site, memory and meaning’.  (Good) public art has grown into a 

placemaking or memory recalling mode.54 As Sandra Kaji-O’Grady, confirms, public 

acceptance of public art can be enhanced if the work recalls some historical event or 

recognises the inherent quality of the space.55 

 

iii. From Representation to Abstraction, and from Physical Manifestation to Conceptualism, 

or Object/Post Object 

 

Powell, Hein and Harding have provided a commentary on the history of public art from the 

beginning of the Twentieth Century. For a couple of thousand years previously, public art 

                                                
53  Powell, above n 10, 81. 
54  Hein, above n 44, 2. 
55  Sandra Kaji-O’Grady, ‘Public Art and Crime’ in Steffen Lehmann (ed), Absolutely Public Crossover: Art and 

Architecture (Mulgrave, 2005) 54, 55. 
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consisted of memorials and commemorations of individuals and collective triumphs. It was 

delivered through a crafts-based approach, using labour intensive methods to fashion the 

artwork from conception to delivery. Following WWI and into the 1930s there was a shift in 

architectural style in the western world to strip back ornamentation. Modernism prevailed for 

several decades. Artworks of this period began to be non-objective, but were still grounded in 

the weight of materiality – stone, bronze and steel. Post the 1960s, things continued to 

change, as post modernism and deconstructivism came to prominence. Steffen Lehmann 

states:  

 

Since the late 1960’s, serial systems, photography, time based media and parts 

of the built environment have fully entered into the realisation of so called 

environmental installation works.56 

 

Sandle agrees, and writes that public art is:  

 

no longer confined to statutes or abstract structures, public art embraces 

temporary as well as permanent works, uses new media such as digital sound 

and light, incorporates film and performance, and is often as much concerned 

with process as with the end product.57  

 

 He further states that public art is one part of the suite of interventions into the public realm 

including urban design, architecture, landscape architecture and visual communication. This 

definition is moving towards a holistic analysis of how the artwork element behaves in the 

space – getting back to some of the public space analysis of Cullen and Lynch. The public art 

element in a public space has a function just as clear as other more prosaic garbage bin 

surrounds chairs, public telephones, and streetlights.  In many cases the artwork actually 

extends to enclose and inhabit such objects for example in storm water grate inserts, within 

railings and balustrades, and as screening elements to refuse stations and even Hartley’s 

‘public’ toilets. A notable example of art’s functionality being Friedensreich Hundertwasser’s 

1999 public toilet, see Figure 9. 

 

                                                
56  Steffen Lehmann, ‘Introduction’ in Steffen Lehmann (ed), Absolutely Public Crossover: Art and Architecture 

(Mulgrave, 2005) 1, 13. 
57  Sandle, above n 42, 76.  
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Figure 9  Hundertwasser Kawakawa public toilets, Northland New Zealand Photo Neil Hobbs 
 

In this instance, Hundertwasser sought to enlarge the multiplicity of what can be public art, 

making the artwork in and of the space, the ‘art-itecture’ if you like. In another example of 

making public art encompass functional objects, Peter Kraftl writes of a ‘living public 

artwork’, 58 the Hundertwasser-Haus in Vienna. Designed as social housing, it carries 

Hundertwasser’s distinctive façade, and is a tourist destination as well as a model example of 

green infrastructure and green housing for the future, yet it is unmistakably a work of (public) 

art.  

 

Through the 1950s sculpture moved from memorialisation to abstracted forms, and in the late 

1950s and early 1960s sculpture went big, through the land artists. Around the same time 

conceptualism broke away from the need for a physical manifestation of object. Performance 

art appeared, usually attributed to a protest or action. As discussed in my introduction 

Sanders wrote of the change in sculpture as a practice demonstrated through the Mildura 

Sculpture Triennials from 1961 – 1978. This was a microcosm of the actions happening in 

New York, Europe and Japan, through curator Tom McCullough’s exposure to new art forms 

through his advisors.59 The variety of art forms and expression in the public sphere, and the 

                                                
58  Peter Kraftl, ‘Living in an Artwork: The Extraordinary Geography of the Hundertwasser-Haus Vienna’ (2009) 16(1) 

Cultural Geographies 111, 112. 
59  Anne Sanders, ‘The Mildura Sculpture Triennials, 1961-1978: An Interpretative History (Australian National University, 

PhD Thesis, November 2009). McCullough was assisted in sourcing artists for Mildura by friends and associates in other 
cities, notably John Stringer in New York, but also through his award of the travelling Gulbenkian Scholarship, aimed at 
‘young professional art gallery officers’.  
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variety of meanings ascribed to artist’s practice set up argument and contention between 

groups. The debate between relational/situational aesthetics is one instance of ‘new’ art forms 

originating in the 1960s. Another debate began with the rise of the Land Artists in the late 

1960s: to what end is the delivery of the work key to the artistic merit, or should a work be 

physically manifest, or can the concept of a work or action constitute the artwork. These 

developments posed questions as to the necessity for the location of the work to be visited, 

and allowed for a transnational implementation, viz. Joseph Beuys Seven Thousand Oaks 

City Forestation 1982, in Documenta 7 Kassel, Germany that has since spread to many other 

cities around the world, including Sydney, Oslo and New York.60  See Figure 10. 

 

 

 

 

 

 

 

 
 
 
Figure 10  Joseph Beuys 

installation documenta 
1982  

 

 

Beuys linked art with social engagement and the natural environment. He explained that the 

7000 Oaks project was a sculpture that referred to people’s life, to their everyday work. 

Beuy’s wrote: 

 

That is my concept of art which I call the extended concept, or art of the social 

sculpture.61 

 

Timothy Martin wrote of the Anglo-American connections between Robert Smithson and the 

British garden movements of the Seventeenth and Eighteenth Century – a discourse that used 

                                                
60  Tate, ‘Joseph Beuys: 7000 Oak Trees—1982’ <http://www.tate.org.uk/art/artworks/beuys-7000-oak-trees-ar00745>.   
61  See Kylie Bowden, ‘Joseph Beuys 7000 Oaks—Symbolic Communication with Nature’ , All art is quite useful, 2 

October 2012 <https://allartisquiteuseful.wordpress.com/2012/10/02/jospeh-beuys-7000-oaks/>.  
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the garden to create and test a new philosophy based on natural law rather than religious law.  

The landscape (as in idealised landscapes of Capability Brown, that essentially created the 

landscape character of rural England), promoted resolution of conflict with nature rather than 

an imposition of order over nature, as was the case with French landscape design during the 

absolute monarchy.62 Martin writes how Smithson wrote of these links in his essay in the 

February 1973 Artforums issue ‘Frederick law Olmstead and the Dialectical landscape’.63 

‘Through his study of art history, phenomenology anthropology and psychoanalysis 

Smithson outlined a new status for land art’.64 Smithson showed through his Olmstead essay 

(rather naively when looking back from a perspective in 2019) that the inheritors of the 

Anglo-American picturesque - the contemporary land artists – could be the mediators 

between capitalist mining companies and the ecological movement.  

 

Whereas Smithson and Michael Heizer, and others continued to develop their monumental 

physically manifested works, (in the cases of Heizer he is still at it), James Turrell concerned 

himself with light and its relationship with the local environment. Turrell’s works have been 

installed in many cities, providing numerous intimate opportunities for audiences to 

experience daylight reacting over a planar field. Through my research and wider interest I 

have experienced several of Turrell’s external and internal installations that rely on patterns 

of coloured light. Turrell has a connection to Smithson and Heiser through his ongoing 

project at Roden Crater.65 

 

Lawrence Weiner took a different tack to the land artists.  In his early works he physically 

intervened into the landscape, albeit on a smaller scale that some others. For Cratering Piece, 

1960, he detonated dynamite in a state park in Mill Valley, California. It has been called one 

of the earliest earthworks. Weiner’s intention even then was that the thought or ideation of 

the explosion was more important as the result. The momentary act of the exploding 

dynamite was the physical manifestation of its creation, but the concept of explosion was the 

making of the sculpture, not the hole left behind.  Weiner now does not consider the resulting 

holes art, rather the journey to get to the hole was the artistic element. ‘The problem was 

                                                
62  Timothy Martin, ‘Robert Smithson and the Anglo-American Picturesque’ in Rebecca Peabody (ed), Anglo American 

Exchange in Postwar Sculpture, 1945-1975 (Getty, 2011) 164, 166. 
63  Ibid, 167 
64  Ibid, 166. 
65  Roden Crater, ‘About’ <http://rodencrater.com/about/>.  
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there weren’t any photos’.66  After 1968 he ceased to physically manifest his thoughts as 

actions or completed sculptural two or three-dimensional works, and developed his text based 

‘Statement of Intent.’ Refer figures 11, 12 and 13. 

 

1. THE ARTIST MAY CONSTRUCT THE PIECE. 

2. THE PIECE MAY BE FABRICATED. 

3. THE PIECE NEED NOT BE BUILT. 

EACH BEING EQUAL AND CONSISTENT WITH THE INTENT OF THE ARTIST 

THE DECISION AS TO CONDITION RESTS WITH THE RECEIVER UPON THE 

OCCASION OF RECEIVERSHIP.67 

 

 
 

 

 

 

 

 

 

 

 
Figure 11  Lawrence Weiner 

Statement of Intent 
(Part 1) conceived 1968 
installed at Dia Beacon  

 

 

 

 

 

 

 

 

                                                
66  Singer, above n 17, 58.  
67  Thomas Killein, The Grace of a Gesture, Lawrence Weiner in Venice (Written Art Foundation, 2013) 11. 
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Figure 12  Lawrence Weiner 

Statement of Intent 
(Part 2) conceived 1968 
installed at Dia Beacon  

 
 
 

 

 

 

 

 

 

 

 

 

 

 

 
Figure 13  Lawrence Weiner 

Statement of Intent 
(Part 3) conceived 1968 
installed at Dia Beacon  
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Weiner moved to exclusively two-dimensional works, text based, separated by parentheses, 

colons and with occasional flourishes of a line or contained within a text-box or geometric 

shape.  Weiner developed his own capitalised font to construct his artworks: Margaret 

Seaworthy Gothic. Thomas Killein notes that ‘a work by Weiner may therefore lie as a dream 

beneath one’s pillow, a counterpart to what one sees hanging on the wall’.68 Refer figure 14. 

 

Figure 14: Weiner’s "Language as Sculpture":  Physical/Topological Concepts  
 

Donald Judd and Weiner spanned almost 30 years of practice through late 1960s until Judd’s 

death in 1994. Suzanne Page describes the interplay between Judd’s ‘specific objects’ and 

Weiner’s ‘specific moments.’69 She commented that Judd created ‘specific objects’ that were 

intended to be read as a painting or a sculpture, through the flatness and precision of the 

fabrication. Weiner creates ‘specific moments’. Weiner’s moments occupy space physically 

through their presence as text on a pavement or wall, and also occupy our thoughts as we take 

them with us, a moment in memory. Weiner self-described his activity as ‘global 

involvement’ in spring 1972, to the magazine Avalanche.70 

 

                                                
68  Ibid, 4. 
69  Suzanne Page ‘Interview with Lawrence Weiner’ (Exhibition catalogue Lawrence Weiner: Sculpture, (ARC-Musee d’art 

Moderne de la Ville de Paris, 1985). 
70  Liza Bear, ‘Lawrence Weiner at Amsterdam’ (1972) 4 Avalanche Magazine 64-73. 
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Judd painted in the late 1950s, but later rejected painting and rejected the self-referential 

nature of abstract expressionism. Judd wanted to remove all trace of the painter (or self) from 

the production of the artwork. Judd placed his three-dimensional works directly on the floor, 

removing or deleting the ‘plinth’. This forced the viewer to experience the work as an equal, 

or as relevant to their presence. He used sheet metal, acrylic, aluminium and other industrial 

materials to further remove or hide the nature of the construction process. Industrialised 

fabrication and the production of multiples echoed the booming manufacturing period in post 

WWII United States, and made his art relevant to mass culture. Refer figures 15 and 16. 

 

 
Figure 15:  Donald Judd, Untitled, 1971, Philip Johnston estate Photo Neil Hobbs (Judd’s first realised 

concrete sculpture). 
 

 
Figure 16:  Screenshot of Donald Judd artworks: see Juddfoundation.org  
 

New York Magazine reviewed an exhibition at East 52nd Street in early 1969. It appears to be 

the first commercially successful exhibition of Weiner’s Statement of Intent, and included a 

few early immaterial works by Joseph Kosuth.  See Figure 17.  
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Figure 17  Screenshot from New York Magazine, 10 March 1969 
 

Further to the manifestation/ideation debate about art, Douglas Huebler’s 42nd parallel 

mentioned in the review links to the contemporary works by Peter Liversidge,71 and his view 

of practice. He has developed an art practice that avoids a specific medium and concerns 

itself with highlighting the ordinariness of everyday object and everyday actions. His practice 

is in part that of writing ‘proposals’ that are typewritten on a manual typewriter, mailed to the 

venue or gallery earmarked for the enactment. The work can then be actioned by an 

individual (Peter) such as ‘I propose to lean into the wind’, or a group; ‘I propose to run a 

Bloodbank from Bloomberg Space, to encourage people to give more blood’.72 Liversidge 

has also made a practice of mailing random objects to various points of the world; tins of 

                                                
71  See Peter Liversidge <http://www.peterliversidge.com/>. 
72  Clive Philpott ‘Lightbulb Moments’ in Peter Liversidge, Clive Phillpot, and Daniel F. Herrmann, Peter Liversidge: 

Selected Proposals (Ingleby Gallery, 2013) 3. 
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paint, rulers, and sporting goods are common posted items. Other random objects are 

collected, and presented as a double: twigs, stone, bottles and collected, sorted, then 

represented as a diptych, of the original object and the doppelganger made in resin, bronze, or 

other material.  Liversidge utilises everyday objects (whatever is at hand, whatever he finds) 

and everyday actions (the various proposals) and everyday processes (the postal system) to 

test his artworks and theories.  See Figure 18. 

 

 
Figure 18  Screenshot from Peter Liversidge <http://www.peterliversidge.com/>. 
 

Around the same time and Judd and Weiner, in 1969, Richard Long presented what became 

his ‘breakthrough’ work (and at least unlike Weiner he had the photos to prove it): The 



 

 

 
53 

documentary photographs of his seven day walk in Dartmoor.73 Long exhibited a series of 

photographs taken from the walk, as the artwork.  Carl Andre met Long in 1968. Alastair 

Rider quotes from a Lucy R Lippard book,74 where she places them together as ‘like’ artists, 

due to the importance of ‘place’ in their work.  While this may not be evident at first glance 

at Andre’s body of work, Lippard maintains that like Long, who stated that a good work ‘is 

the right thing in the right place at the right time’,75 Andre asserted that a place ‘is an area 

within an environment which has been altered in such a way as to make the general 

environment more conspicuous.’76  These ideas led to the development of two of my 

propositions that I tested through contour 556: How can temporary art transform space into 

place, and how can temporary art make spaces more memorable? 

 

Andre and Long both made use of the horizontal (or ‘landscape’ format) in their assemblages 

or accretions.  Long’s first few series of mud paintings were ground based.  He moved to 

wall pieces later in his career.  His stone works and his documentation of walks through 

photography often belied scale, and expressed the horizontality of the walk and the 

landscape. Andre similarly emphasised the horizontality or flatness of materials through 

placement in a landscape rather than on a wall (even if the ‘land’ was more often an interior).  

Refer Figure 19. 

 

                                                
73  Alastair Rider ‘The “Curve over the Crest of the Hill”: Carl Andre and Richard Long’ in Rebecca Peabody (ed), Anglo 

American Exchange in Postwar Sculpture, 1945-1975 (Getty 2011) 133, 135. 
74  Lucy R Lippard, Overlay: Contemporary Art and the Art of Prehistory (Pantheon Books, 1983). 
75  Richard Long, ‘Five six pick up sticks, seven eight lay them straight’ in R H Fuchs (ed), Richard Long (Solomon R 

Guggenheim Museum, Exhibition catalogue 1986) 236. 
76  Rider, above n 73, 135. 
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 Figure 19  Richard Long A Hundred Mile Walk 1971-2 screenshot from tate.org.uk77 
 

An early Australian example of these artworks, on a verge large scale, was Christo and 

Jeanne-Claude’s Wrapped Coast, 1969. Christo and Jeanne-Claude worked as a collaborative 

partnership for over 40 years, until Jeanne-Claude’s death in 2009.78 Their connection with 

Sydney’s Little Bay came through John Kaldor. The works were partly financed by sales of 

photographs, similar to Long’s approach, but of course there was physical object to see, or ‘to 

not see’ as the object, whether a coastline, the Reichstag, a walkway, the Roman Wall, oil 

barrels or medieval towers where wrapped and the detail obscured, leaving only the mass or 

extent of the object visible.79 (The work was realised with many volunteer assistants, 

including then architecture student and later artist Imants Tillers). Refer figure 20. 

 

                                                
77  Tate, ‘Richard Long: A Hundred Mile Walk’ <http://www.tate.org.uk/art/artworks/long-a-hundred-mile-walk-t01720>.    
78  Christopher Turner, ‘Jeanne-Claude Christo Obituary’, Guardian, 21 November 2009 <https://www.theguardian.com/ 

artanddesign/2009/nov/20/jeanne-claude-christo-obituary>.   
79  Christo and Jeanne-Claude, ‘Artworks: Realised Projects’ <http://christojeanneclaude.net/artworks/realized-projects>.  
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Figure 20  Christo and Jeanne-Claude, Wrapped Coast 1969 

<http://christojeanneclaude.net/artworks/realized-projects> 
 

A timely reminder of the relevance of their public work was The London Mastaba, 2016-18 

discussed in the introduction to Chapter 2, exhibited in The Serpentine in London’s Hyde 

Park in the 2018 summer. Anne Sanders writes in her PhD Thesis: 

 

Christo’s participatory project of wrapping the coastline of Little Bay, Sydney, 

in 1969 and very public exemplar of Donald Brook’s assertion that ‘To change 

the nature of art one must first change its institutions.’ The realisation of this 

art project –its scale, ephemerality and spectacular location, the co-ordination 

of hundreds of volunteer assistants, mostly art and architecture students –

transformed the understanding of what an artist and art could be.80 

 

The land artists are perhaps closer to the conceptualists than they would allow, mainly due to 

the high financial cost and long duration that realising a large landscape wide artwork entails.  

Christo and Jeanne-Claude would conceive of an idea perhaps over an afternoon, then wait 

years while an authority labored over approvals The Gates, Central Park, New York is a good 

example, spanning twenty six years from ideation in 1979 to implementation in 2005.81 

                                                
80  Sanders, above n 59, 152.  
81  Christo and Jeanne-Claude, ‘The Gates’ <http://christojeanneclaude.net/projects/the-gates>.  
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Michael Heizer and James Turrell are of course still building their respective Monumental 

City and Roden Crater.82 

 

Performance art is another contested area of public art. Amelia Jones presents a short 

commentary of performance arts since the 1960s, where it came into our consciousness as 

‘Fluxus, Happenings, conceptualism, minimalism, body art, process art, performance, video 

art as well as across the rights movements’.83 This was in response to another ‘blockage’ or 

corner that painting had found itself in, this time being the end point of abstract painting and 

the simultaneous blockage in formalist criticism. Jones maintains that performance art suffers 

more than other art forms due to the paucity of documentation and the problem of memory 

and recall over time. The import and the immediacy of the situation or action loses intensity 

as it fades from our memories. Jones notes that the many key movers of performance art were 

women and much of the necessity for it was driven by political issues at the forefront in the 

1960s and 1970’s, feminism, the anti-war movement, civil rights. Performance art or 

‘situational art’ (as Jones prefers) was about identity.  

 

The push made by situational works from the 1980s was a backlash against the large scale 

public art commissions such as Serra’s Titled Arc.  Jones writes that Suzanne Lacy, active 

from the 1970s, called her works a ‘new genre public art’, in which politics and art are 

equally activated through aesthetic and performance means.’84  Lacy called for such large 

scale corporate and abstract modernist sculptures to be replaced by art that engaged 

communities through ‘the activation of bodies, objects and spaces’.85  

 

Performance art continues to develop.86 A variance to art performed by the artist and received 

by the audience (Performance Art) has been characterized as relational aesthetics by Nicolas 

Bourriaud. Bourriaud explains that relational aesthetics is ‘aesthetic theory consisting of 

judging artworks on the basis of the inter-human relations which they represent, produce or 

prompt’. Relational (art) is defined as ‘a set of artistic practices which takes as their 

                                                
82  Roden Crater, ‘About’ <http://rodencrater.com/about/>.  
83  Amelia Jones, ‘Unpredictable Temporalities: The Body and Performance in (Art) History’ in Gunhild Borggreen and 

Rune Gade (eds), Performing Archives/Archives of Performance (Museum Tusculanum Press, 2013) 53, 56.  
84  Ibid, 59. 
85  Suzanne Lacy, ‘Cultural Pilgrimages and Metaphoric Journeys’ in Suzanne Lacy (ed), Mapping the Terrain, New Genre 

Public Art (Bay Press, 1995) 21. 
86  Consider for instance the comprehensive compilation of Australian examples edited by Adam Geczy and Mimi Kelly 

which covers the period from the 1970s to 2017: Adam Geczy and Mimi Kelly, eds, What is Performance Art, 
Australian Perspectives, Power Publications 2018. 
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theoretical and practical point of departure the whole of human relations and their social 

context, rather than an independent and private space’.87  Relational aesthetics sees the 

audience collaborate with the artist, including mass ‘art-ins’ and large group actions such as 

International No Pants Day (Figure 6) referred to in Chapter 1.  

 

Bourriaud describes the relational aesthetic art scene as coming into being during the 1990s, 

due to technological changes at the time including the internet and the mass dissemination of 

images. Bourriaud considered this could pinpoint a ‘break’ in art history, and describes 

several of the ‘key’ works of the time, such as Rirkit Tiravanija organising a dinner in a 

collectors home, leaving the collector all the ingredients to make Thai soup, or Vanessa 

Beecroft dressing twenty women in red wigs, with the visitor glimpsing them through a 

doorway. The key to the works was that they were ‘interactive, user-friendly and relational 

concepts.’88 Claire Bishop documents the history of participatory art, and notes the key 

components as being APG, the Artists Placement Group, credited to John Latham and 

Barbara Steveni, and the community arts movement, which mirrored the political and identity 

situationalist works that Jones describes in the United States.89  

 

Where Jones takes issue with relational aesthetics is that Bourriaud saw a break from the 

past, and ignores the history (and to some extent the gender politics) of the 1960s and 1970s, 

presenting a newly formed artistic ideation to the world. Jones decries that art criticism and 

art history simplifies the history of performance art through the negation of the past.  Jones 

notes the irony ‘that relational aesthetics, which claims a premium for durational and socially 

situated practices, has become itself a perfect example of the erasures of history that occur … 

when difficult to manage durational practices are left out of the picture’.90 This goes to the 

retention of memory of a durational performance, with so little documentation of early 

works; memories fade and co-mingle with newer memories.   

 

A microcosm of the transition from representation to conceptualism that occurred from Post 

WWII to the early 1960s is the object/post object debate that concerned Donald Judd, 

Lawrence Weiner and in Australia Tom McCullough and Donald Brook can be found in the 

                                                
87  Nicolas Bourriaud, Relational Aesthetics (Simon Pleasance and Fronza Woods trans, Les Presses du réel, 2002) 112-

113. 
88  Ibid, 8. 
89  Claire Bishop, Artificial Hells Participatory art and the Politics of Spectatorship (Verso, 2012). 
90  Jones, above n 83, 62. 
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development of the Mildura sculpture Triennial, from 1961 – 1988. The 1961 event saw 

sculpture as rendered from clay, cast, or carved, through 1973 and 1975, it had moved to 

almost full performance.  The event also transitioned from a white walled gallery and clipped 

green lawn from the first few iterations, to Sculpturescape 1973, on the banks of the Murray 

River, that required artists to go outside the gallery wall and a ‘curated’ environment into the 

raw degraded landscape of the river banks, that were promised to be developed as a sculpture 

park following the event.91 The 1973 Sculpturescape saw a problematic project by Tim Burns 

Minefield. Burns placed a series of railway detonators randomly in the ground. During the 

event the artist injured himself on one of his mines. The Council ordered that all remaining 

mines be exploded so as not to cause any public harm. The destruction of the work proved 

Burns’ point: any physical engagement with the work would result in its eventual 

destruction.92 The 1975 event was the second post object triennial, best demonstrated by 

Kevin Mortensen’s Delicatessen performative work.93 A similar development in practice can 

be seen in the various iterations of Skulptur Projecte Munster, on a 10 year cycle, from 1977-

2017.94 The first iteration was mainly physical works, several of which remain in the city in 

the public space system. The offering in 2017 when I visited included a range of ephemeral, 

digital and performative works. 

 

iv. Examples of successful and less successful public art  

 

Notwithstanding the public benefits that Armstrong, Kraftl, and Hutchison attest to, amongst 

the feel-good factor place-claiming and transformational elements of public art, there have 

been some great failures. Powell writes that critical and aesthetic analysis of public art has 

been abandoned.  He writes:  

 

Most public artworks fail to attract viewer interest and thus slide into 

mediocrity not because they are inherently bad art, but rather because they 

just don’t function psychologically as art objects should when they are placed 

                                                
91  Sanders, above n 59, 23. Sanders records that several of the physical works exhibited at Mildura variously over the years 

were purchased by the National Capital Development Commission and made their way to the overall sculpture collection 
in Canberra.  See also discussion of Sculpture 75 on page 234. 

92  Ibid, 234. 
93  Ibid, 246. 
94  Kasper König et al (eds), Skulptur Projecte Munster 2017 (Spector Books, 2017).  
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outdoors in the built environment. Public art fails most significantly from poor 

placement in the public space.95   

 

He calls for an assessment of how public space could be better designed and constructed to 

activate contemporary public art. This is supported by Evans, in her call for a greater level of 

input by landscape architects (trained in spatial analysis) to add value to public artwork 

procurement, design and siting.96 

 

Sandra Kaji-O’Grady, stresses that: 

 

works must embody the values and concerns of a broad demographic, 

including those unfamiliar with the conventions and concerns of contemporary 

art.97   

 

Sandle writes of ‘plonk art’ of the sculptures and building entry statements that proliferated 

in the twentieth century outside shopping malls, government offices, corporate headquarters 

and civic spaces, ‘without too much consideration for their aesthetic, semiotic or sustainable 

relationship to either their surroundings or users’.98 He reminds us that in most cases:  

 

The working practices, objectives and the short-term attitudes of developers, 

planner and civic councils must bear much of the responsibility for the more 

mundane, dispiriting and intrusive examples.99 

 

Stalker and Glymour, make strong statements that ‘public art… provides at best trivial 

benefits to the public, but does provide substantial and identifiable harm’. Their comments 

are not, in their words ‘a denigration of contemporary art; it is however, a denigration of 

certain accounts of the value of that art, specifically those which find in the works of various 

artists, or schools of artists, vital lessons which the public desperately needs to learn’.100 No 

doubt a comment on some of the opaque and self-referential art-speak and art for art’s sake 

                                                
95  Powell, above n 10, 66.  
96  Evans, above n 31. 
97  Kaji-O’Grady, above n 55, 54-55. 
98  Sandle, above n 42, 74. 
99  Ibid, 75. 
100  Douglas Stalker and Clark Glymour, ‘The Malignant Object: Thoughts on Public Sculpture’ (1982) 66 The Public 

Interest 3, 5. 
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that sometimes has slipped some of the normal safeguards, however on this point Powell may 

disagree, noting his lament of the stultifying nature of art procurement committees. The 

reasons for failure of public artworks are many, and could in the end be due to a fickle 

response of a public that is not engaged with the process. There are complaints about cost, 

and better options to spend public money (or not spend) that may produce better outcomes, as 

noted by Evans. There are also cogent reasons that a public may or may not like an artwork, 

that go towards a perception of arrogance or of an elitist mentality of the arts cognoscenti, 

including in many cases, the artists themselves, through the imposition of the singular view 

into the wider public realm. This is backed up by remembering Weiner’s comment about the 

unacceptability of the intrusion of an individual’s existential angst (graffiti deployed as art) 

into public space. 

 

On the positive side, there are abundant examples of public art that is accepted by its public.  

One example from Canberra is ‘Wide Brown Land’ 2010, by Marcus Tatton, Kate Owen and 

Chris Viney sited on a hill at the National Arboretum.101 It has an interesting back-story, as it 

was originally conceived for a 2007 suburban shopping centre upgrade as a much smaller 

work.  Rejected for this site, it was then proposed for the arboretum, scaled up to be visible 

from the adjacent parkway road network.102 It has resonance with the public presumably 

through its reference to Dorothea McKellar’s poem, and the connection with the broader 

landscape from the elevated setting. The result may well be Richard Long’s ‘right thing in the 

right place at the right time’.103 Refer figure 21. 

 

 
Figure 21  Marcus Tatton, Futago and Chris Viney Wide Brown Land photo ArtsACT 
 

                                                
101  ACT Government, ‘Wide Brown Land’, Arts ACT  <https://www.arts.act.gov.au/public-art/wide-brown-land>.  
102  Marcus Tatton Contemporary Sculpture, ‘Wide Brown Land 2011’ <http://marcustatton.com/portfolio-item/wide-brown-

land-2011/>.  
103  Long, above n 75, 236.  
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v. Site specificity: Two case studies 

 

The concept of site or place and how an artist responds to the place presents another 

conundrum. Essentially an individual decision by an artist to respond to a site in a certain 

way however well-intentioned will be a singular response to what Zebracki notes is not 

necessarily appropriate in our multivalent society.104 contour 556 suffers from the same fate 

of course, with a single selector of the artists for inclusion.  In the case of contour 556, being 

aware of the risk, I selected a wide range of artists working in a wide range of media to 

broaden the options for acceptance of one or other of the artworks by the public audience. In 

the planning of the event, I considered the benefits and risks of a small or large number of 

artist participants. I took the view that given such a broad site, the landscape had a great 

capacity to hold a large number of works, without risking thematic consistency. I wanted to 

allow a wide range of artistic expression, and while quality could be at risk, I was confident 

in the professional abilities of each artist to not compromise their own practice by presenting 

a poorly executed or inappropriate artwork. The risks are further minimised in that the event 

is temporary. Of course, reflecting the diverse audience of public art, some installations did 

not escape negative public reactions (Chapter 5 contains direct quotes from the public), and 

the decisions of the curator and artists precipitated anger (and fear) in some members of the 

public. 

 

Site specificity could be the key to public acceptance of a work but site specificity means 

different things to different people. Kaji-O’Grady writes of the benefits in community 

acceptance where an artwork identifies with a historical or social connection to the space, 

whereas Lehmann states:  

 

When the thematic content of an installation outside institutional enclosure is 

derived from its place of display, it is deemed to be ‘site-specific.105   

 

It is impossible to open a discourse on public art and the impact on the public realm without 

relating the saga of the Federal Plaza/Jacob Javits Plaza in Manhattan USA. Some of the 

writers who have documented the history of the debate include Hein, Harding Kwon, 

                                                
104  Zebracki, above n 43, 303.  
105  Lehmann, above n 56, 13.  
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Diamond and Brittain. In 1981, the well-renowned artist Richard Serra installed a site-

specific piece of art that caused consternation amongst the public. Refer Figure 22. Hein 

writes that Serra stated:  

 

The site-specificity of Tilted Arc was determined as much by material social 

conditions as by aesthetic exigency.  He meant to confront the public in 

behavioural space.106 

 

The works caused public uproar, and was the subject of a storied court case, that ordered its 

removal in 1985.107  In 1989 it was removed, and a temporary landscape was installed until 

1997, when Martha Schwartz, like Serra, an already celebrated landscape architect/artist, 

installed her design. In 2010, this work was removed, replaced with a new design installed by 

Michael Van Valkenburgh, yet another US design luminary.  

 

 

 

 

 

 

 
 
 
Figure 22 View of Federal Plaza 
showing the length of Tilted 
ArcPhoto: James Ackerman 
Courtesy Richard Serra108 
 

 
 
 
 
 
 
 
 
 

                                                
106  Hein, above n 44, 3. 
107  John Passmore, ‘Richard Serra’s Tilted Arc’ (New York Public Radio, 22 February 1985) 

<https://www.wnyc.org/story/richard-serras-tilted-arc/>.  
108  Jennifer Mundy, ‘Lost Art: Richard Serra’, Tate, 25 October 2012 <http://www.tate.org.uk/context-

comment/articles/gallery-lost-art-richard-serra>.   
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Figure 23 Schwartz’s 
ASLA award winning 
design, 1997-2010, 
Jacob Javits Plaza, New 
York, NY, USA109    
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 24 Current MVA 
scheme, photographed 
October 2014 Photo 
Neil Hobbs 
 

Serra’s work obstructed the public use of the space. The artwork formed a physical barrier 

across the plaza altering existing patterns of traversing the space and forcing users to walk 

around the object. Hein  relates how the presiding judge who ordered the removal of the work 

declared it a ‘privatization of public space’,110 which would counter Serra’s claim that he had 

instituted the work based on analysis of traffic flow through the space, as posed by 

Brittain.111 Schwartz’s design was also criticised by Diamond with the resultant space a 

‘postmodern vision of social alienation to counter Serra’s Minimalist interpretation’.112 As 

Diamond cites Marcus: 

                                                
109  Martha Schwartz Partners, ‘Jacob Javits Plaza’ <http://www.marthaschwartz.com/jacob-javits-plaza-new-york-ny-usa/>. 
110  Hein, above n 44, 3. 
111  Anne-Louise Brittain, ‘New York City’s Public Art Doesn’t Care What You Think of It’, Mic, 19 September 2013  

<https://mic.com/articles/63683/new-york-city-s-public-art-doesn-t-care-what-you-think-of-it#.Htu72HV2Z>.  
112  Diamond, above n 29, 23. 
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The arrogance and insensitivity of Schwartz’s design are veiled in an 

imaginary public culture – one that assumes that there is a general agreement 

about who the public is, what they want and what they need.113   

 

The second design for Jacob Javits Plaza thus suffered the same lack of public engagement in 

the look and feel of the Plaza as did Serra before. A solution could be for public engagement 

prior to the commissioning of a work. The ‘public’, (recognising the problems of 

representation when dealing with a manageable group) can be taken through the ‘design 

process’ that includes a spatial analysis, identification of pedestrian movement patterns, 

discussions regarding scale and proportion of the space and identifying the potential volume 

of space that a work may occupy, before any pre-conceived ideation of what the work may 

even look like or otherwise represent.  Landscapes, trees and of course artworks all have a 

finite life, and can be influenced by changes through planning, redevelopment, tree growth 

(or death), changes in the urban context through economic decisions and changes of adjacent 

land use.   

 

Artworks can also intervene on existing works, and change the meanings that are applied to 

them, and their memories: viz the furore over the placement of Kristan Visbal’s Fearless Girl 

2016 in front of Arturo de Modica’s Charging Bull 1989 in Wall Street New York.114 De 

Modica asserts that ‘he envisioned his statue as a positive symbol, but that the addition of the 

courageous girl turned his bull into a villain’.115 Interestingly, de Modica’s work was 

originally installed without official sanction. It was removed shortly after installation, and 

then a public outcry led to its reinstatement. In late 2018 Fearless Girl was moved to a new 

location outside the New York Stock Exchange.116  

 

Serra’s issues with Federal Plaza are countered by the experiences of John Ahearn, at the 

intersection of Jerome, and Gerard Avenues and 169th Street South Bronx.  Kwon sets out the 

physical and social context for Ahern’s South Bronx Sculpture Park site, opposed to Serra’s 

                                                
113  Ibid.  
114  Gina Cherelus and Barbara Goldberg, ‘Wall Street’s Charging Bull artist challenges Fearless Girl sculpture’, Sydney 

Morning Herald, 13 April 2017 <http://www.smh.com.au/lifestyle/news-and-views/wall-streets-charging-bull-artist-
challenges-fearless-girl-sculpture-20170412-gvk1fg.html>.  

115  Ibid. 
116  Victoria Bekiempis, ‘New York: Fearless Girl who faced down Wall Street’s bull moved to new spot’, Guardian, 29 

November 2018 <https://www.theguardian.com/us-news/2018/nov/28/new-york-fearless-girl-charging-bull-wall-street>.  
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approach. Serra deliberately intended his sculpture to interrupt the existing space. Ahearn is 

white, but he was integrally connected to the South Bronx neighbourhood, through his long 

residence and his many community based artworks and connections with the locals.117 

Ahearn sought an assimilative approach for his work. He installed three painted bronze works 

of recognisably local figures that embodied the ‘South Bronx attitude’ as he told Jane 

Kramer: ‘they were not the best of the neighbourhood. They were a junkie, a hustler, and a 

street kid’.118 Their images sparked a controversy throughout New York over issues of white 

representations of people of colour and the appropriateness of particular images as civic art. 

The sculptures were removed by Ahearn five days after installation. Ahearn had intended a 

site specificity drawn from ‘community based realism’ according to Kwon, as counter to 

Serra’s ‘art-as-public space’ model, yet, according to public opinion, the appropriation of 

‘stereotyped’ black images and representations of black people was not Ahearn’s call to 

make. 

 

The interesting thing about these ‘failed’ artworks or landscapes is that they continue to 

occupy our thoughts so many decades after they have been removed. Memory of an artwork 

is clearly carries great resonance, both good and bad. The public forum during contour 556 

2018 canvassed some of the cues that keeps an artwork in our minds long after it is gone.  

These may be memory; it may be a re-siting or repurposing of the work, or other factors. In 

Chapter 5, I discuss some examples in detail.119 

 

Perhaps as a result of these less desirable outcomes, New York has sought solutions. In 

parallel to other revitalisation projects around the world, art and redevelopment are going 

hand in hand. The Public Art Fund, in New York is a key player in the delivery of free public 

art to citizens, and was founded in 1977.  It has delivered over five hundred artist exhibitions 

and projects across New York.120  A key landscape infrastructure project, The High Line, has 

a regular program of changing art, as well as a significant body of permanent works.121 The 

elevated walkway also serves as a viewpoint for non-sanctioned pieces, such as spray painted 

works on a multiplicity of brick facades. In 2017 The Economist proclaimed that ‘The city 

                                                
117  Kwon, above n 46.  
118  Jane Kramer, Whose Art is it? (Duke University Press, 1994). 
119  Also refer to Appendix H 
120  Public Art Fund see https://www.publicartfund.org/about/mission/ 
121  The High Line, ‘Overview’ <http://art.thehighline.org/about/>. There is a very well-connected privately funded board 

that manages the rolling artwork program. 
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installs more public art than any other in the world and it serves developers as well as 

artists.’122 This is evidenced by projects at Hudson Yards, on Manhattan’s west side, 

currently being transformed as the largest public development in American history.123 A 

proposed major work by Thomas Heatherwick is intended as a draw for people, to bring them 

to the site and to encourage them to stay there.    

 

vi. Exploration of public art funding and delivery:  Public vs Private 

 

There have been numerous procurement methods employed by arts organisations and local 

government bodies. A common method introduced a national level by the United States is 

‘1% for Art’, as described by Powell, and also Armstrong,124 where 1% of a building budget 

was set aside for public artworks. Powell is particularly critical of the mediocrity that results, 

from the risk averse selection committees, the dominance of the lead architect of the building 

over the committee, and the general lack of awareness of the problem of scale. ‘Visually 

dramatic objects have to be proportional in scale to their surrounding environment’.125 

 

Armstrong states that; ‘installations in public spaces serve to remind the population of 

controversial and deeper issues’.126 Armstrong reasons that this is through the ability of art to 

succinctly provide recall of tumultuous events both through nature and human hand.  One 

example being the recall of the power of nature – through Richard Tipping’s Watermark 

installed on the banks of the Brisbane River in 2000 that marked the 1974 flood level, and 

foretold the ultimate flood extent in 2011. Other examples recalling human tragedies began 

as memorials, like Maya Lin’s Vietnam Veterans Memorial in Washington Mall, and 

Eisenman’s Holocaust Memoria in Berlin, and while they memorialise the dead or lost, the 

manner in which the works are arranged in the public space as interventions or repeated 

elements forming a landscape architectural space are firmly on the artwork side of the 

memorial/art equation. See Figures 25 and 26. 

 

 

                                                
122  Rebecca Dalzell, ‘How Public Art helped to shape New York’, 1843 Magazine, 21 November 2017 

<https://www.1843magazine.com/culture/the-daily/how-public-art-helped-to-shape-new-york>.  
123  Ibid. 
124  Helen Armstrong, ‘Beyond the Hedonistic Playground: New roles for Public Art in Brisbane’, in Steffen Lehmann (ed), 

Absolutely Public Crossover: Art and Architecture (Mulgrave, 2005) 30.  
125  Powell, above n 10, 87. 
126  Armstrong, above n 124, 30. 
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Figure 25  Korean War Memorial, Washington DC USA, photo Neil Hobbs 
 

 

P 
Figure 26  Holocaust Memorial, Berlin, Eisenman, Photo Neil Hobbs 
 

Public art operating on this level of interaction with the viewer and inhabitant of the space 

trumps some of the dross or tedium of the commercially mandated artworks that Powell 

bemoans. Armstrong identifies a difference in the Brisbane example, where the % for art 

projects is typically related to buildings and not to public space.  She further notes that ‘this 

may be a blessing in disguise because, if art in the public realm is to sustain its heritage…. it 

needs to maintain its intellectual and critical edge’.127 Armstrong is raising the issue of 

embedded artworks within the building fabric, that may take occupy the whole building 

elevation or foyer, rather in the manner of Hundertwasser, and how artwork expressed in this 

                                                
127  Ibid, 31 



 

 

 
68 

way may have better resonance and a better chance of survival. Buildings tend to receive 

(and require) more maintenance and upkeep funds that public spaces and any associated free-

standing sculpture may receive. A similar situation is occurring in the City of Melbourne, 

through its art programs, Kaji-O’Grady comments:  

 

Commissions tend to favour work engaged with its architectural or urban 

setting in an expository way – pointing to the ways in which a place has been 

used and by whom.128  

 

More of a placemaking/social history based approach, where ‘the emphasis is on broad 

legibility [like Lynch 1960], place-relevant content durability and ease of maintenance and 

integration with architectural finishes and furniture’. By content durability she suggests that a 

social historical content to the work needs to have some longevity, or credence with the 

community. 

 

Public art is also moving back to private collections that are available to the public, 

sometimes for free, sometimes not. This is often viewed as a sculpture garden/sculpture park 

model that exists in many forms in public and private spaces. Cigola identifies the breadth 

available in the United States;129 however they are a growing phenomenon in all countries 

with a mature market for contemporary art. Leon van Schaik writing on the Lyons 

Housemuseum, notes the ability of a collector to construct a meaning for art, or ‘delineating 

meaning in art as an integral part of framing and living a life’.130 The role of the 

collector/curator is interesting as it takes the public out of the equation. The art is able to be 

viewed by the public, sometimes in a ‘public’ setting, but it is very much a curated 

experience.  House museums and/or sculpture collections open to the public have had a long 

history elsewhere in the world, but are a relatively recent phenomenon in Australia. Glenn 

Harper and Twylene Moyer, in Contemporary Sculpture Parks, describe forty-five such sites, 

recording Australia’s McClelland Gallery and Sculpture Park (established in 1971).131 Time 

has moved on, but in 2008 there were more privately operated sculpture parks in New 

Zealand, (Gibbs Farm, Brick Bay, Connell’s Bay) than Australia’s McClelland. Now of 

                                                
128  Kaji-O’Grady, above n 55, 54-55. 
129  Francesca Cigola Art Parks: A Tour of America’s Sculpture Parks and Gardens (Princeton Architectural Press, 2013). 
130  Leon van Schaik, Meaning in Space (Lyon Housemuseum, 2011) 1. 
131  Glenn Harper and Twylene Moyer (eds), Landscapes for Art: Contemporary Sculpture Parks (University of Washington 

Press, 2008). 
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course Australia has Tarrawarra, The Museum of Old and New Art, and more recently Point 

Leo Estate. 

 

Locally, in Canberra, the Capital Airport Group has developed a sculpture park that is 

interwoven through the Canberra Airport and Brindabella Business Park. While this is on 

private land, a new arm of the company, Capital Estates, is developing a housing state at 

Denman prospect in Canberra’s Molonglo Valley. That development will be handed back to 

the ACT Government post construction. The parks and streets will be undeniably public land, 

yet the developers have installed four (to date) significant sculptures in the parks and 

entrances to the suburb. Refer Figure 27. 

 

Figure 27  Denman Prospect artworks Photo Capital Estates 

 

Similarly, the Molonglo Group has redeveloped a former hostel site and some open space in 

Acton, south of the Australian National University. The public realm is a mix of public and 

private space. The private spaces support an eclectic collection of public art, selected by a 

single person advising the precinct developers. The venue is also home to Art not Apart, an 

annual weekend festival of visual art, film and music. 

 

B. Case studies of similar events 

 

The landscape and calendar for expositions, short term events and festivals has become 

extremely crowded. Public art events are held by all sorts of levels of community 

organisations, not-for-profits, and for-profits and by governments. A search of the Festivals 

Australia website reveals a plethora of commonwealth funded regional and remote 

festivals.132 Often these events are in direct competition with the broad Australian culture of 

football and motor sport, even in the same small market on the same weekend (such as the 

Adelaide Biennial opening and the Clipsal 500 over the same weekend in March).    

                                                
132  Australian Government, Festivals Australia <https://www.arts.gov.au/funding-and-support/festivals-australia>.  
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There can be reputational risks, as in all public activities: public art and public art events 

have long been subject to highly political behaviour – noting the artist boycott of the 2014 

Biennale of Sydney, due to a major sponsor contracting work in off-shore detention centres, 

such that Commonwealth funding of statutory arts funding organisations of decades standing 

was questioned by the (then) Attorney General and Minister for the Arts Senator George 

Brandis.   

 

Temporary public art events have can strike a resonance that a permanent installation cannot. 

Rebecca Coates, in reviewing One Day Sculpture, 2008/2009 (New Zealand) writes how 

consumers have become all too familiar with the idea of ‘one-day only’/ ‘never to be 

repeated’ events.133  One Day Sculpture was conceived by David Cross and Claire Doherty, 

and took place over ‘one year, five cities, 25 artists, 24 hours’, in New Zealand.134 It 

questioned the need for immediacy and the unmissable: ‘Fear of Missing Out’ or ‘FOMO’ in 

current parlance. Coates contends that the fleeting nature of such an event, of such short 

duration, is far from ephemeral. These events live on through their memory and through their 

documentation. For One Day Sculpture, this included the events, a two-day symposium, and 

a publication of the realised works. Coates writes: 

 

One Day Sculpture developed research into the changing nature of art in 

public spaces by exploring contemporary art’s changing relationship to time, 

space and place, spectacle and event, performativity and duration, monument 

and anti-monument, and ideas of public and cultural memory.135 

 

One Day Sculpture was developed by Cross and Doherty in part as a counterpoint to the 

growing phenomena of the public art exposition, as seen at the Venice Biennale, Skulptur 

Projecte Munster and Documenta, together forming the ‘big three’ of the late Twentieth 

Century’s equivalent of ‘The Grand Tour’. It became a lower-key (and presumably much 

lower cost) but critical opportunity for academics, cultural theorists and curators to 

collaboratively work on short durational site-specific installations. The works live on through 

                                                
133  Rebecca Coates, ‘“One Day Sculpture”, June 2008 – June 2009’ (2011) 1(1) Art & the Public Sphere 85, 85. 
134  Situations, ‘One Day Sculpture, New Zealand / 2008-09’ <http://www.situations.org.uk/projects/one-day-sculpture/>.  
135  Coates, above n 133, 86. 
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the memory of those who conceived them, who collaborated on them, and the viewing 

audience. 

 

The procurement and siting of temporary works has multiplied across urban centres in recent 

years. The precursor in Sydney was John Kaldor. Coates details the history of John Kaldor 

Public Art projects, in her PhD thesis through the University of Melbourne.136 Kaldor 

commenced installations in Sydney with Christo and Jeanne Claude’s Wrapped Coast, 1969. 

Through a variety of vehicles he has delivered significant public art events in Australia for 

almost fifty years. Many of these activities, not the least Kaldor’s, are funded through private 

foundations. Coates proposes that the rise of private and not-for-profit foundations post 

1980s and 1990s was in a response to the privatisation of government functions through the 

onset of neo-liberal economic policies. Where the commodification of contemporary art 

differed from the more direct privatisations was that some private foundations funded art that 

may not have been produced through the public sector, and private foundations were able to 

circumvent bureaucratic processes and the risk of funding not proceeding.137  

 

The City of Sydney has run ‘Art & About Sydney’ since 2002. The expression of interest 

document states; ‘Our point of difference from other arts festivals on the Sydney event 

calendar is that we engage artists to produce works in unusual places with a focus on projects 

and installations in which the audience is directly engaged in the creative process’.138 Art & 

About Sydney seeks to install temporary works in streets, laneways, intersections and the 

entire city. Similarly, perhaps shaken by the Serra/Schwartz controversy, Brittain notes that 

New York City has implemented a policy of temporary installations.139 The New York 

procurement approach differs from Art & About Sydney, offering a program open to any 

artist, but through a selection process via a small educated and art-aware committee, with 

specifically no community or local representation or involvement in the art-making. The City 

can commission contemporary art and can also avoid to a great extent the controversy that 

has come from some permanent installations.  Another example is  ibn the United Kingdom 

is ‘The Fourth Plinth’, in Trafalgar Square, London, where artists are invited to make 

                                                
136  Rebecca Coates, The Rise of the Private Art Foundation: John Kaldor Art Projects 1969-2012 (University of 

Melbourne, PhD Thesis, 2013).  
137  Ibid, 306. 
138  See generally: City of Sydney, ‘Art in Unusual Places’ <https://www.artandabout.com.au/>.  
139  Brittain, above n 111. 
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submissions to occupy the empty fourth plinth in Trafalgar Square.140 The Mayor of 

London’s website includes a raft of art and culture available to Londoners, including LDN 

WMN, a series of public artworks across London created by women and non-binary artists, 

inspired by unsung women heroes from the city’s history.141 Schaick notes that the space 

outside the Serpentine Gallery in Hyde Park London offers another opportunity through the 

changing garden pavilion. This has extended to Melbourne Australia since 2015 through the 

NGV pavilion,142 and the MPavilion, supported through the Naomi Milgrom Foundation.143 

Both these examples are temporary structures (following the Serpentine Model) that meld art 

and architecture and form a shelter for a wide range of programming and events.   

 

In New York 2017 and 2018 has seen an unprecedented roll-out of temporary installations.  

Ai Wei Wei’s Good Fences Make Good Neighbours 2017 installation in Washington Square 

in Greenwich Village exemplifies the depth of the program. The artist has installed 300 

pieces throughout New York, utilizing architecture and sculpture to jostle New Yorkers into 

recognition of the current socio-political environment, both locally and abroad.144  Refer 

Figure 28. 

 

 

 

 

 

 

 

 

 
Figure 28 Good Fences 
Make Good Neighbours, 
2017 Ai Wei Wei, (with 
the assistance of UAP) 

                                                
140  Harry Rosehill, ‘Every work of art on the fourth plinth (so far)’, Londonist <https://londonist.com/london/art-and-

photography/every-work-of-art-on-the-fourth-plinth-so-far>.  
141  Mayor of London, ‘Visit LDN WMN: A Series of Free Public Artworks’ <https://www.london.gov.uk/about-us/mayor-

london/behindeverygreatcity/visit-ldn-wmn-series-free-public-artworks>  
142  National Gallery of Victoria, ‘The Temporal Pavilion’ <https://www.ngv.vic.gov.au/program/2016-ngv-architecture-

commission-design-competition-exhibition/>.   
143  MPavilion <http://mpavilion.org/about/naomi-milgrom-foundation/>.  
144  Laura Feinstein, ‘Ai Weiwei’s Art Reaches New York Streets’, 17 October 2017 

<https://www.citylab.com/design/2017/10/ai-weiweis-art-reaches-new-yorks-streets/542844/>.  
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Public Art continues to have more resonance when it is embedded to the site: In 2017 a 

performance piece in Brooklyn by Duke Riley saw him attach LED lights to homing pigeons.  

He then directed their movement as a conductor. The location at the former Brooklyn Navy 

Yard spoke of the forgotten history and meaning to the site: The Navy yard had held a fleet 

of carrier pigeons for relaying messages to ships at sea. The performance ‘revealed forgotten 

layers of urban and cultural history, mining the location for meaning’.145   

 

The events discussed through this section are funded through a mix of public and private 

monies. The longer established events have developed and maintained an A list of private 

and corporate donors, as well as (in the Australian examples) securing significant public 

funding through direct grants from state and commonwealth governments. The contour 556 

forum considered the range of funding and management models and the level of accessibility 

and control that the various funding streams (public/private) demand from each model. Leon 

Paroissien considered the best model to run a temporary event would be similar to the 

Biennale of Sydney, an incorporated not-for-profit company, with tax deductible status, and 

now with a forty-five year legacy to draw on for public (and philanthropic) support. 

 

contour 556 sits within a history that started with the Venice Biennale in 1895. The Venice 

Biennale, while maintaining a nation-based model, has succeeded such that numerous 

satellite events, including sculptural installations inside and outside buildings and squares 

now occur. Consider for example installations in the Grand Canal such as Support, by 

Lorenzo Quinn, refer to Figure 29. 

 

 
 

 

 

 

Figure 29 Lorenzo Quinn, Support, 2017, installed  
  to coincide with the opening of the  
  Venice Biennale 2017. 

 

                                                
145  Dalzell, above n 122. 
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In 1980 the Venice Architecture Biennale began, in the odd years between the Art 

Biennale.146 Sanders records Battersea Park Open Air Exhibition in 1948 as the next 

significant outdoor public sculpture event post WWII. It presented forty-three sculptures by 

major British and European sculptors. One of its objectives was the promotion of sculpture as 

a civilising and necessary part of London’s regeneration as part of the massive public 

rebuilding program due to the WWII aerial bombing.147 

 

 Sao Paolo was next, in 1951,148 followed by documenta in 1955.149 Munster in Germany has 

operated on a 10 year cycle since 1977.150 In Australia, the Perth Festival commenced in 

1953,151 followed by the Adelaide Festival in 1960.152 These were followed by the Mildura 

Sculpture Triennials 1961-1988.153 The Biennale of Sydney commenced in 1973 (springing 

from the Transfield Art Prize from 1961-1972). The inaugural Biennale of Sydney was held 

in the Sydney Opera House, now it occupies up to six venues and various public spaces.154 

Mildura morphed into the Australian Sculpture Triennials (based in Melbourne) from 1981–

1993.155 Recently Sculpture by the Sea has celebrated 21 years of operation since 1997.156   

Sydney inaugurated ‘The National’, a collaboration between the Museum of Contemporary 

Art, The Art Gallery of New South Wales and Carriageworks in 2017.157  The second 

iteration will occur in 2019. Cementa, in Kandos commenced in 2015, with the third iteration 

planned for November 2019.158 

 

Temporary art festivals can have a transformative economic outcome, particularly for a 

region. The land value capture around New York’s High Line has been long documented.159  

While this can create a balancing act to maintain equality in a neighbourhood, in regional 

                                                
146 La Biennale di Venezia, ‘History 1895-2018’ <https://www.labiennale.org/en/history>.   
147 Sanders, above n 59. 
148  Biennial Foundation, ‘Bienal de Sao Paulo’ <http://www.biennialfoundation.org/biennials/sao-paolo-biennialv/>. 
149  Arnold Bode, ‘Documenta’ <https://www.documenta.de/en/retrospective/documenta#>. 
150  Richard Serra, ‘Skulptur Projekte Archiv’ <https://www.skulptur-projekte-archiv.de/en-us/1977/projects/94/>. 
151  Perth Festival <https://trove.nla.gov.au/list?id=1303> 
152  State Library of South Australia, ‘Adelaide Festival of Arts, 1960’ <https://digital.collections.slsa.sa.gov.au/ 

nodes/view/2094>.  
153  See Sanders, above n 59.  
154  Biennale of Sydney, ‘Archive’ <https://www.biennaleofsydney.art/archive/>.  
155  Australian Centre for Contemporary Art, ‘3rd Australian Sculpture Triennial, 19 Sept-1 Nov 1987’ 

<https://acca.melbourne/exhibition/3rd-australian-sculpture-triennial/>. 
156  Sculpture by the Sea, ‘About’ <https://sculpturebythesea.com/about/>. 
157  The National, ‘New Australian Art’ <https://www.the-national.com.au/about/>. 
158  Cementa <https://cementa.com.au/> 
159  Laura Bliss, ‘The High Line’s Next Balancing Act’, City Lab, 7 February 2017 

<https://www.citylab.com/solutions/2017/02/the-high-lines-next-balancing-act-fair-and-affordable-
development/515391/>. 
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Australian towns the economic benefit can be spread more equally over the community. UAP 

reports that Victoria’s Benalla’s Wall to Wall Festival, engages its local community and 

draws visitors to the area to view murals. The festival claims that, due to the relatively small 

size of Benalla, it is able to create an all-encompassing ambience in the town.160 Research 

commissioned by Benalla estimated the economic impact of the fourth iteration in 2017 to be 

in excess of AUS$6 million over 12 months. Refer Figure 30. 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 30 Wall to Wall 

Festival. Image 
courtesy Juddy 
Roller. 

 

UAP provided a commentary on temporary exhibitions in their news tab on their website: 

 

Ephemeral art is also known for its spur to the local economy. Despite the 

public resources often invested in temporary public art, Pittsburgh-based 

business analyst Rebecca Harris cited the example of artificial waterfalls by 

Olafur Eliasson in New York which were installed at a cost of US$15 million. 

She said the Public Art Fund estimated a return to the city on this investment 

of US$69 million.161 

 

UAP note that all things being equal ‘it is creativity and innovation that offers success’.162 

 

Canberra’s first taste of an exterior art event was March 1975, through Sculpture 75.  This 

and later Canberra based events are considered in depth in Chapter 3. 
                                                
160  Louise Martin-Chew, ‘Public Art: Creativity as Catalyst for Economic Success’, Urban Art Project, 23 February 2018 

<https://www.uapcompany.com/news/public-art-creativity-as-catalyst-for-economic-success>.  
161  Ibid. 
162  Ibid 
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C. Gaps in the field and solutions? 

 

contour 556 takes place in the designed landscape of Lake Burley Griffin.  It questions 

whether temporary art can transform space, albeit temporarily.  It gained a larger audience in 

its second iteration and would seem to be accepted by the audience.  The lake is a very busy 

recreational hub for Canberrans, and is a popular tourist attraction as all the major cultural 

institutions arranged around the lake. 

 

Noting the plethora of biennials and the ubiquity of sculpture festivals, how can an event 

stand out and claim its own ground? Charles Esche interviewed in Archis, notes that biennials 

have transformed from the original Venice concept, through a city or place marketing 

exercise from the early 1990s to something new. He has curated the Riwaq Biennial in 

Ramallah, Palestine, and notes that his motivation there was ‘to be surrounded by a society 

that is more peaceful.’163 Clearly different biennials need their own motivation. Perhaps the 

lack of people in the broad open spaces of Central Canberra can be countered by 

transforming the space with temporary art? 

 

contour 556 is one of many cultural or recreational events, but the only one based on placing 

contemporary art that responds to the underlying pattern of landscape design in the landscape 

setting.  It proposes a solution to activating space that could well succeed in other locations. 

In Canberra alone, there are many places of public aggregation and high pedestrian traffic 

areas that do not attract people to remain the space – they are walked through, but people do 

not linger. The space is not felt to be a place. Some of the public feedback to contour 556 

discussed in Chapter 5 suggests that temporary art interventions could have a role to play in 

transforming underappreciated public space.   

 

Central Canberra lacks an appropriate level of collection or display of artworks by 

indigenous artists. Reconciliation Place commenced construction in the early 2000s, and as of 

2017 contained seventeen artworks by indigenous artists.164 There are several larger artworks 

by indigenous artists at the Australian National University, by Djon Mundine and Fiona 

                                                
163  Lilet Breddels, ‘The Culture Shock Concept’ (2018) 54:2 Archis/Volume 5, 5.  
164  National Capital Authority, ‘Reconciliation Place’ <https://www.nca.gov.au/attraction/reconciliation-place>.  
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Foley, and there is a large mosaic pavement at the forecourt to Parliament House by Michael 

Nelson Tjakamarra, and several works at the National Gallery Sculpture Garden but these 

instances are sporadic at best across the landscape of the traditional owners. It is certainly a 

gap in Canberra’s collection of public art, which could be remedied through additional 

temporary and ideally permanent installations. The 2016 exhibition included two artists 

identifying as indigenous, and the 2018 exhibition included five artists who identified as 

indigenous. 

 

One of the drivers of change of use of public space is greater urbanisation. Chapter 1 

discussed how rapidly public spaces are being redeveloped. This has come about through 

technological change, but also urbanisation. Cities are fuller and the pressure on open public 

space is greater. Habermas’ comments on the development of truly equal ‘public’ spaces, 

through the proliferation of ‘coffee shops’165 still holds true – indeed in Canberra the 

common cry is the lack of coffee available around the lake.  

 

Chapter 2 has provided a commentary of changes in how the public use the public realm, 

changes in art generally, and changes in the way art has been placed in the public realm. It 

has considered site specificity, examples of successful and less successful installations. It has 

discussed the move in several cities to employ a program of temporary art installations, to 

avoid some of the issues that permanent artworks can attract, given the broad range of 

reactions from the public. Some preliminary conclusions that will be further tested in 

subsequent chapters are whether: temporary events seem to satisfy a publics need for renewal 

or change; temporary events seem to potentially add economic value to the city or region; 

temporary events can revitalize and can cause a transformation in viewers response to a 

place; and whether temporary art (and unsanctioned) installations can have unexpected 

outcomes and can attract public support. 

 

Chapter 2 has explored how temporary art can transform space into place, and how 

temporary art can make spaces memorable. My third thesis question, ‘how can temporary art 

interventions in place be sustained?’ is examined in more detail through Chapter 5 through 

the public forum response and public feedback.  The development of a permanent festival or 

                                                
165  Cf. Jurgen Habermas, The Structural Transformation of the Public Sphere (Thomas Burger and Frederick Lawremce 

trans, MIT Press, 1989). 
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biennial event requires commitments from both public and private sectors, and it definitely 

needs to find its audience. 
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3.  Canberra and its Landscape 

 

This chapter considers the design of Central Canberra. It provides a landscape architectural 

site appreciation and site analysis of the scales of the design spaces, and how that influences 

the ability of the spaces to hold an artwork. The Chapter includes four parts: Part A provides 

a discussion on the Griffin’s 1911 design for Canberra, and the legacy of the underpinning 

design on the lake and the landscape over one hundred years later. It considers the space 

through a landscape site appreciation and analysis.  It identifies three scales of space, broad, 

narrow and balanced, and identifies four discrete spatial typologies that create locations that I 

wanted the artists to respond to: Axial spaces, determined by the Griffin’s geometry placed 

over the Molonglo valley and surrounding hills and ridges; interstitial spaces created by built 

infrastructure; enclosed spaces created by built form, landform and/or vegetative canopy; and 

outlooks and prominences, created by built infrastructure and landform relative to the flat 

planar quality of the lake. Part A provides examples of artworks that were sited to draw out 

these spatial typologies; Part B examines Central Canberra and connections with art, 

including a short history of art events surrounding the lake; Part C prosecutes the case for 

contour 556 in the lake landscape; and Part D demonstrates in detail the iterative process 

undertaken with the artists to locating artwork within the designed structure (the three scales 

of space and the four spatial typologies) of the lake and Parliamentary zone.  

 

Key to the challenges for artist is dealing with the broad scale of the lake landscape. This is a 

challenge for similar events. Reviewing Sydney’s Sculpture by the Sea 2018, art Critic John 

McDonald notes: 

 

Nevertheless it can’t be denied that nature is more than a match for art. The 

Romantics knew it, and Sculpture by the Sea reinforces the lesson. Walk along 

that winding path around the headland and one is struck by the grandeur of 

the ocean scenery, and the triviality of most of the small sculptures arranged 

on either side.  

 

It’s extremely difficult to place a work in such close proximity to the sea, the 

rocks and cliffs, and expect it to own its own. Instead the show becomes a kind 

of scavenger hunt as we keep an eye out for one piece after another. This year 
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I thought many of the sitings were perfunctory at best, although it’s almost 

impossible for a small sculpture to make a strong impression in this 

environment.1 

 

To deal with the vast lake landscape I worked through the list of prospective artists and using 

my knowledge of the artist and their particular practices, matched potential sites to specific 

artists. Sites and artists were selected to match the practice of the artist to the scale of the 

space:  considering their ability to either scale up a work or to confine their work to one of 

the smaller, more intimate lakeside sites.  

 

A. contour 556: Landscape Analysis and artwork settings 
 

The design of Canberra was the subject of an international competition that resulted in the 

selection of the winning scheme by Walter Burley Griffin and Marion Mahoney, in 1912.2 

Griffin stated that he planned ‘a city like no other’.3 Figure 31 shows an image of The 

Griffin’s winning design with the key landscape structure emphasised. 

                                                
1  John McDonald, ‘Sculpture by the Sea’, 2 November 2018 <http://johnmcdonald.net.au/2018/sculpture-by-the-sea-

2018/>. 
2  Peter Harrison, Walter Burley Griffin Landscape Architect (National Library of Australia 1995) page 9 
3  Ken Taylor, Canberra: City in the Landscape (Halstead Press, 2011). 
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Figure 31:  Walter Burley Griffin's winning design for the city. National Archives of Australia (A710, 38) + 

notations by Neil Hobbs4 
 

The vastness of Lake Burley Griffin ties the landscape to a flat foreground, emphasizing the 

horizontal, under a broad sky. The landscape is comprised of two key organising elements 

that are placed to align with natural landform: The land axis and the water axis. 

 

These axes meet at the key cross axis at the centre of the southern shore of the central basin. 

The designed lines and axes intersect and define the spaces. Enclosing the two axes and 

holding the terminus of the land axis is an equilateral triangle that has as its cardinal points 

Capital Hill, City Hill, and Mount Pleasant. The space within the triangle contains sub-axes 

that provide structure for buildings and other landscape features.  Refer Figure 32.  

                                                
4 Walter Burley Griffin's winning design for the city. National Archives of Australia (A710,38) 
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Figure 32  Lake Burley Griffin and key organising design elements – image courtesy Nearmap, January 
2019 
 

The lake is the centre of the broad Molonglo valley, occupying the flooded river valley, held 

by the geometry applied over the landscape that terminates at local prominences, and is 

further contained by three central mountains or hills; Mount Ainslie, Black Mountain and 

Red Hill. The built elements of central Canberra are placed within the landform, occupying 

the ground from datum 556 metres to 591 metres above sea level. This holds the buildings 

below the inner hills and ridges, giving the landscape prominence over built form. It also 

influences building form, buildings tend to be low and flat, of some scale at ground level, 

(viz the High Court of Australia viewed from the lake edge), but generally subservient to the 

wide horizontal and vertical scale of the landscape. Elevation, aspect, vegetation density and 

the seasonal differences between deciduous and evergreen trees add the enclosure around the 

lake, in varying levels of exposure, from dense tree cover in Bowen Park and the National 

Gallery of Australia Sculpture Garden, to open areas such as Commonwealth Place and Rond 

Terrace. The landscape is controlled by the water and land axes, and these devices, due to the 
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arrangement of building and treed edges to the axes creates vistas, these are balanced by the 

broad views gained from areas such as Bowen Park in East Basin, Aspen Island and Regatta 

Point. 

 

The central lake landscape character is very structured and delineated, with a hard vertical 

edge (lake wall) separating land from water. The landscape is overlain with cross axes 

formed by Walter Burley Griffin’s land and water axes. The site is well-considered. The site 

is surveilled.  Many pairs of eyes watch over the lake landscape. It is subject to 

Commonwealth heritage overlays. It is managed and maintained by the National Capital 

Authority. Significant changes to the look and feel through a new landscape or architectural 

intervention are subject to parliamentary approval.  Figure 33 shows the key land uses and 

public spaces that surround the lake edge. 
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Figure 33  Site Analysis: Lake Burley Griffin and key cultural facilities and land uses  
 

The architecture of the cultural buildings that occupy the southern edge of the lake comprises 

a variety of architectural styles, arranged on a series of sub-axes through Griffin’s 

Parliamentary Triangle. Figure 33 shows the spatial arrangements and figure ground of the 

key land uses and buildings adjacent to the lake edge. Looking at the plan, the distances 
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between the built edges appear large. When the viewer is at the lake edge, the buildings are 

dwarfed in the landscape, due to the width and breadth of the landscape setting.  On 

approach, the buildings loom over the viewer, and the actual physical scale becomes 

apparent, but each is contained within a vegetated landscape setting particular to the style of 

the building.  

 

It is a nationally significant space that imposes a strong designed order onto the Molonglo 

River floodplain. The majority of the vegetation comprises exotic deciduous trees that add 

seasonality to the spaces. The overall landscape is held by the generally deciduous tree 

canopy.   The colour of the lake edge buildings is white, rendered in concrete or marble. The 

colour of the landscape is green and brown through the preponderance of deciduous trees and 

irrigated grass, juxtaposed with the highly reflective surface of the lake water. 

 

The heart of the designed central core of Canberra is Lake Burley Griffin. Drilling deeper, 

there are three main landscape characters to the site, graded by scale and volume. Firstly 

there is the broad space, with a wide sky - the Central Basin and East/West Basin lakefronts; 

these spaces have a sharply defined foreground (the lake edge) and a broad background, with 

the middle ground occupied by the body of the lake and the reflective water surface. Then 

there are narrow/hidden/secluded/contained spaces – under the road carriageways, in the 

harbours and waterways leading to the lake; under the tree canopy, these spaces have a 

complex foreground and middle ground, with little background. Finally there are the 

balanced spaces with an even mix of fore, middle and background, such as Aspen Island and 

Bowen Place and the open grassed spaces of Bowen Park. Refer Figure 34. 
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Figure 34  Spatial analysis of the landscape at the lake edge and the 2018 exhibition areas.  
 

contour 556 relates to the datum of the water level to Lake Burley Griffin, which ties the 

landscape to a flat foreground, emphasizing the horizontal, under a broad sky. Many visitors 

are intimidated walking across the Parliamentary Zone due to the long distances between 

buildings or areas of shelter. Developing a series of temporary interventions into the broad 

landscape can break down the’ tyranny of space’, to paraphrase Geoffrey Blainey.5 The lake 

                                                
5  Geoffrey Blainey, The Tyranny of Distance (MacMillan, 2001). Blainey describes how distance and isolation have been 

central to Australia's history and in shaping its national identity, and will continue to form its future. Macmillan has 
issued an updated edition that demonstrates how distance and isolation, while tamed, remain vital to Australia's 
development, even in the twenty-first-century 'global village'. Many visitors to Canberra comment on the ‘differences’ of 
our planned city – space/roundabouts/sheep paddocks.  There is something of Blainey's commentary on the location of 
Australia relative to the world that equates with Canberra’s position and design history relative to the rest of the country. 
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landscape, with the action of wind and light on the water forms a changing textural base for 

the works to occupy. The lakeside landscape has long been considered spatially as a canvas, 

or a two dimensional backdrop to events and gatherings of people. Perhaps a better 

description is that of a plinth, on which to place objects and performances in the round, 

allowing for a fuller experience for the viewing audience. 
 

The broad scale of the lake and the broad horizontal landscape can be challenging when 

adding temporary works. By their nature, temporary or portable works are seldom of a scale 

that makes much impact on the broader landscape. Employing the notion of the lake as a 

canvas or plinth, can work in favour of artworks when viewed against the neutral or even 

negative space that the lake creates. The effect is not unlike the effect that a white-walled 

gallery space has in the way that the middle ground is removed, and the works are 

highlighted by a narrow foreground, and held by the background of the inner hills and ridges. 

I worked closely with artists to determine the best locations that could mediate scale.  

 

Distilling the spatial analysis shown in Figures 31-34; over the 2016 and 2018 events I 

determined that there were four specific spatial typologies that lent themselves to different 

kinds of artworks.  Axial spaces; Outlooks and Prominences; Enclosed Spaces and Interstitial 

spaces. Refer to figures 35-38 following for sectional analyses of these four spatial 

typologies. 
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Figure 35  Typology One: Axial Spaces 

 

 
Figure 36  Typology two: Interstitial Spaces 
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Figure 37  Typology three: Enclosed spaces 

 

Figure 38  Typology four: Outlooks and Prominences 
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With regard to the spatial typologies and the various artist practices, I initiated a conversation 

with each artist that took many different paths, based on the media they proposed to work in, 

the method of delivery and whether they were familiar with the site.  For internationally 

based artists I sent photographs, videos, aerial photos and markups of sites that I thought 

would suit their style of work or liaised with cultural facilities over placing a specific artist on 

the podium or within their foyer. In many cases, I walked the site with the artists and we 

conversed about the potential of the spaces until something or a particular quality of a space 

stood out from the rest as a suitable site. Refer to Figures 39-42 for examples of artworks 

placed at specific point and places on the lake geometry. Artworks responded to the structure 

of the landscape design by intersecting or occupying key designed elements. The axial spaces 

and outlooks and prominences correspond to the broad space, ranging from formal linear 

space (the axial space) to more informal and open vistas (the outlooks or prominences).  The 

enclosed spatial typology corresponds with the balanced space, while interstitial space 

corresponds with the narrow spaces in the broader spatial analysis described in figures 39-42. 
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Figure 39  Spatial Typology One: Axial Spaces and artworks responding to the space. 
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Figure 40  Spatial Typology Two: Interstitial spaces and artworks responding to the space. 
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Figure 41  Spatial Typology Three: Enclosed spaces and artworks responding to the space 
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Figure 42  Spatial Typology Four: Outlooks, Prominences and specific artworks responding to the space 
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I noticed that sites close to the lake edge could become more dramatic settings for artworks.  

Close to the lake edge, the broad sky offers 360 degree views of the surrounding landforms of 

hills and ridges; the prominent views and vistas; the skyline of olive green native vegetation 

against the sharp blue horizon; and the scale and interplay between the narrow foreground, 

neutral or negative spaced middle-ground and the background – noting the generally shallow 

foreground can enlarge a work due to siting against the reflective water in the middle-

ground.6 Refer to Figures 43-47. 

 

Figure 43 further demonstrates the outcome of interrupting the axes. Alex Seton and Miriam 

Pickard placed their works at the junction of the two axes. The audience reactions to each 

work varied widely, discussed further in chapter 5.  Jason Wing, Alex Asch and Peter 

Vandermark located their works on the water axis, placing quite small scaled works 

successfully by reacting to the smaller scale of each place created by built form, overhanging 

branches or road infrastructure. Figure 43 points to future installations points for future 

events – installing artworks to mark the intersection of the water axis with land (the 

termination of the water axis at c556), at the eastern end of East basin and the western edge of 

West Basin. 

 

                                                
6  The reflective quality of the lake and the potential for activation by reflection was envisaged by Griffin in his design of 

the formal central basins. National Capital Authority, Lake Burley Griffin and Adjacent Lands—Heritage Management 
Plan, Volume 1 (January 2008).  
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Figure 43  Artworks were sited to interrupt the land and water axes.  
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Figure 44 further demonstrates the potential of artists engaging with interstitial spaces, in 

particular below Commonwealth and Kings Avenue bridges, Gary Deirmendjian, Kael 

Stasce, Alex Gawronski and Fiona Hooton made use of the unexpected spaces created by the 

overhanging road infrastructure. 

Figure 44  Interstitial spaces under road carriageways offered unusual siting opportunities, creating the 
unexpected. 

 

 

The northern side of Lake Burley Griffin offers a less formalised water edge and a mix of 

lake edge treatments.  This allowed artists to mediate between the land and water. Mariana 

del Castillo and Dean Cross located their artworks on the arc of the central basin, on and 

around Aspen Island, in and out of the water. 
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Figure 45  Artworks responded to the geometry of the Central basin 
 

 

Figure 46 demonstrates artworks that were sited on land, close to the waters edge. Karla 

Dickens, Millan Pintos Lopez, Phil Spelman, and Bev Hogg/Marianne Courtenay made use 

of the water edges to the East and West basins, allowing the artwork to straddle the broad 

space of the lake and sky, mediated by the connection to land and landscape, using trees, 

buildings and in Dickens case people to paly with the notion of scale as they approached the 

work.  
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Figure 46  contour 556 site: Land and water interfaces. 

 

 

Figure 47 shows the connection around the lake edge to the newly constructed Henry Rolland 

Park. The point of the pontoon catches the line of the water axis, on the other side of the lake 

to Commonwealth Place. Sian Watson and Gary Deirmendjian made use of the intersection 

of the water axis and the new pontoon to Henry Rolland Park. 
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Figure 47  Artworks occupied the water axis through Henry Rolland Park, connecting the new open space  
 design to the underlying geometry of the lake and the central and west basin.	
	

	

B. Central Canberra and the lake – connections with art 

 

The site of the exhibition was a much-used activity space for cyclist commuters, lunchtime 

runners, pedestrians, dog walkers, lake users of a variety of water craft and adjacent residents 

from the Kingston Foreshore development at the eastern end of the site, and residents of 

Acton on the northside of the lake. The Central Basin of the lake is also right at the heart of 

the cluster of national cultural institutions, attracting local as well as interstate and 

international visitors.  
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Siting the exhibition in such a landscape, rich in the symbolism of nation, of aspiration, of 

memorialisation, and of such beauty, was key to the intended interactions with the public. 

The space is generally free of commercial activity and its associated visual clutter, allowing 

the interventions to stand out as new elements in a much recognised landscape. 

 

Some of Australia’s foremost architects and landscape architects have worked on and 

delivered the cultural institutions and landscapes in the Parliamentary Zone and the wider 

lake. The first ‘modernist’ buildings that populated the lake edge was the (neo-classicist) 

National Library of Australia, Bunning and Madden, 1968, followed by the National 

Carillon, Cameron Chisholm and Nicol, 1970.7 The NCDC was on the same wavelength with 

public art as the new town designers in Britain, (unsurprisingly, as much of the NCDC staff 

was made up of British born or at least British trained designers). Each building had a public 

artwork commission and installation included in the design brief. Famously, the first director 

of the National Library, Harold White, took such displeasure in Henry Moore’s Two piece 

reclining figure No. 9, 1969, that was procured for his building that he managed to have it 

sited off to the left of the building, off the central axis where the NCDC had anticipated it 

would be placed.8 

 

Since the 1970s, the key landscape and architectural precinct developed within the lake 

curtilage is the High Court (1981) and National Gallery of Australia (1982). (NGA)The same 

architectural firm Edwards Madigan Torzillo Briggs, and landscape architectural firm Harry 

Howard and Associates was responsible for both buildings and the precinct landscaping. The 

HCA/ANG precinct was many years in the planning and design phase. The key component of 

the precinct is the Sculpture Garden, now thirty five years old in the ground. A policy was 

developed by inaugural director James Mollison to acquire and site fifty works from human 

scale to monumental, to illustrate the development of sculpture during the modern period in 

Australia and overseas. Mollison’s prerequisites for the sculpture garden were that sculpture 

and the lake were not to be seen at the same time. The garden was to be considered a 

‘podium’ and no detraction was to occur from natural elements, which were to provide a 

                                                
7  Andrew Metcalf, Canberra Architecture (Watermark Press, 2003) 
8  Pers comm Dr Dianne Firth, November 2017. 
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variety of settings for sculpture, each created with the same care as a room. It was envisaged 

that the sculpture Garden would become the symbol for the Gallery rather than the building.9 

 

The sculpture garden, and Commonwealth gardens across the lake, continue the Brooks 

debate about object and post object - in this case ‘object’ and ‘hidden object’. The sculpture 

garden houses a beautiful Bert Flugelman work, Cones, 1972,10 while across the lake at 

Commonwealth Park, In Sculpture 75, Flugelman buried 6 polished stainless steel 

tetrahedrons.11 These two artworks are some of the most important artworks in Canberra in 

an art historical sense in that they express the reveal/conceal; thought/object; seen/unseen 

dichotomy at the core of the land art vs thought debate described in Chapter 2. Refer Figures 

48 and 49. 

 

        

 

 

 

 

 

 
Figure 48  Flugelmans cones, Image National 

Gallery of Australia 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 49  Flugelmans buried tetrahedrons, Image National Gallery of 

Australia12  
                                                
9  Harijs Piekalns, ‘Art in Landscape’ in Pauline Green (ed), Building The Collection (Thames and Hudson, 2003) 319. 
10  National Gallery of Australia ‘Bert Flugelman, Cones 1982’, <https://cs.nga.gov.au/Detail-LRG.cfm?IRN=89166>. 
11  ACT Government, ‘“Exhibitions Like This Should Always Be Here, A Part Of Life”: Sculpture ‘75’, ACT Archives 

<https://www.archives.act.gov.au/find_of_the_month/2016/february/previous-find-of-the-month-22016-page-1>. 
12  Another key artwork in the collection of the National Gallery Sculpture Precinct is Fujiko Nakaya’s Foggy Wake in a 

desert: An Ecosphere 1976. Nakaya’s work was originally a temporary installation in the second Biennale of Sydney in 
1976, and was subsequently purchased by the NGA and installed in the sculpture garden in 1982. I had sought to have 



 

 

 
103 

 

 

In 1994 the Australian Heritage Commission listed the High Court and National Gallery 

Precinct in its Register of the National Estate. The landscape character of the precinct was an 

innovation in the Central Basin landscape. In his ‘Sculpture Gardens; Australian National 

Gallery, Canberra, Study 1’, Harry Howard outlined his concept for the landscaping   

 

That it would provide physical and psychological comfort allowing visitors to 

orient themselves and be guided through a sequence of varying 'gallery' spaces 

or rooms. The planting was to comprise only Australian native species and, in 

particular, those occurring around the Canberra region. The asymmetrical 

and haphazard character of Australian trees and plants would in time soften 

the formal architectural principles underpinning the design.13 

 

The key points from Howard’s design statement are the use of locally occurring Australian 

native species, and the asymmetrical and haphazard character. Interestingly, the Sculpture 

Garden is still the only landscaped space within the Parliamentary Triangle where the trees 

are not planted to a grid. The volumes and varieties of space that the trees describe are quite 

different to any other space in the Triangle, due to the random patterns and growth of the 

trees and understorey. The planting structure sets up a very different character to the rest of 

the Triangle. The majority of the Parliamentary Triangle presents isolated buildings fringed 

by regularly spaced trees or blocks of gridded plantings. The landscape space is a void, or 

negative space formed by the positive edges of the building and the trees. The result is the 

creation of spaces which perform their ceremonial function of providing long broad vistas 

and vast garden rooms; however they dominate the visitor and can be overbearing in 

Canberra’s extremes of heat and cold, discouraging active use by pedestrians. The Sculpture 

Garden, by contrast, is a positive spatial volume formed by the trunks and foliage canopies, 

creating a space that is welcoming. It provides Howard’s ‘physical and psychological 

comfort’, that can be absent in other areas of the Parliamentary Triangle.14 

 

                                                                                                                                                  
Nakaya come to Canberra as part of contour 556 (she had never seen her work installed in canberra), but due to her 
timing this was delayed until March 2019.  Nakaya and Benjamin Skepper collaborated on a talk and multimedia 
performance using contemporary experimental films from collaborators with Nakaya’s early career.  

13  Cited in Piekalns, above n 9. 
14  Neil Hobbs, ‘National Gallery of Australia Sculpture Garden’ (May 2013) 138 Landscape Architecture Australia 74, 76. 
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Canberra continues to be a work in progress. In the near future, the development of West 

Basin on the northern shore of Lake Burley Griffin is planned to connect ‘the City to the 

Lake.’  This will change the way the public interacts with this portion of the 54-year-old lake 

landscape. The Commonwealth, through the National Capital Authority, (NCA) and the 

Australian Capital Territory (ACT) Government are promoting the West Basin and City to 

the Lake development ostensibly as the realisation of the Griffin’s vision, initially released in 

2004 as a planning document titled ‘The Griffin Legacy’.15 The Master Planning process is 

under review by the newly formed City Renewal Authority (CRA). The project proposes 

filling the currently informal edge of the lake to form a pure arc. It further proposes 

apartments and commercial activity on current on-grade carparks and community space, with 

a broad pedestrian focused corridor around the lake edge. While this will undoubtedly 

increase pedestrian activity and provide for social and community interactions, it is subject to 

considerable criticism from a variety of community groups, such as The Guardians of Lake 

Burley Griffin, who delivered a petition to the ACT Legislative Assembly on November 22, 

2017 that claimed “Petitioners are concerned about lake infill; foreshore works, the proposed 

apartment blocks and the lack of heritage protection.”16 Understandably, many Canberrans 

are skeptical that the ACT Government and its planning regime can deliver a high quality 

public realm redevelopment. The track record of delivery of the public realm at the Kingston 

Foreshore is a perfect example. Significant changes from the approved master plan were 

waved through by the then Kingston Foreshore Development Authority, such that the 

promised tree fringed wide pedestrian boulevard against the harbour edge has become a very 

narrow strip of land that is shared by outdoor dining,  sandwich board signage, pedestrians 

and cyclists.  The West Basin Master Plan promises a 60-metre wide pedestrian zone 

between buildings and the lake edge. The Guardians standpoint is to see no loss of public 

(community) lands and no change/private development to the land between Parkes Way and 

the lake edge. There is a wide spectrum of opinion from acceptance of the proposal to the 

Guardian’s ‘stake at the water line,’ however the attitude of many letter-writers to the local 

paper is that another ‘developer’s picnic’ is in the offing.17 

                                                
15  National Capital Authority, ‘The Griffin Legacy’ <https://www.nca.gov.au/planning-and-heritage/policy-and-

strategy/griffin-legacy>. 
16  Lake Burley Griffin Guardians, ‘Urgent Demand for Public Consultation – West Basin Public Parkland Petition from 

Lake Burley Griffin Guardians’, 20 November 2017 <http://lakeburleygriffinguardians.org.au/urgent-demand-for-
public-consultation-west-basin-public-parkland-petition-from-lake-burley-griffin-guardians/>. 

17  Genevieve Jacobs, ‘Architecture Legend Challenges West Basin Plans’, RiotACT, 19 November 2018 <https://the-
riotact.com/architecture-legend-challenges-west-basin-plans/274650>. Genevieve Jacobs writes of architect Enrico 
Taglietti’s concerns regarding the proposed West basin development on Lake Burley Griffin. 
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Notwithstanding the less-than-ideal realised developments in East Basin/Kingston Boat 

Harbour and the potential development in West Basin, Lake Burley Griffin remains the heart 

of Canberra, and indisputably the ‘right place at the right time for installing the right thing(s)’ 

to paraphrase Richard Long.18 During initial planning for contour 556 I undertook an analysis 

of five potential sites in Canberra for such an event (refer appendix E).  The Central Basin 

and Bowen Park site achieved a rating of 90% against the selection criteria; the second 

highest potential site scored 76%. 

 

Lake Burley Griffin is a designed landscape. It consists of broad space, long vistas, as well as 

contained and sheltered spaces. The lake has long been a beacon or drawcard for curators and 

artists: Sculpture '75 formed part of a wider festival, Australia '75 Festival of Creative Arts & 

Sciences. It comprised 30 artworks placed in a then unfinished portion of Commonwealth 

Gardens. The organisers considered it a "delightful setting". The exhibition was open by 

Dorothy Hewett.  During the opening, she remarked that "Exhibitions like this should be 

always here, a part of life."19 This was followed in 1978, 1980 and 1982 with Ingo Kleinert’s 

three performance art festivals ACT’s I, II and III, then a hiatus until the National Sculpture 

Fora in 1995 and 1998. Then a long gap ensued until contour 556 2016, now returning for 

2018, making eight events over 43 years, at an average frequency of 5.37 years. 20 

 

In the foreword to the National Sculpture Forum 1995 catalogue, Deborah Clark writes of the 

lake as ‘a space where the collision of the built environment with nature has particular 

resonances of history and politics’.21 The peripatetic rhythm or frequency of art events 

around the lake says something of what it holds as a quality landscaped or designed space.  It 

clearly is a compelling space to place artwork, contour 556 being only another of a series of 

attempts, yet it seems that no-one has yet found a sure-fire, repeatable way to deliver such an 

undertaking. 

 

                                                
18  Richard Long, ‘Five six pick up sticks, seven eight lay them straight’ in R H Fuchs (ed), Richard Long (Solomon R 

Guggenheim Museum, Exhibition catalogue 1986) 236. 
19  ACT Government, above n 11. Sculpture 75 was curated by Mildura’s Tom McCullough, as a precursor to his curation 

of the Biennale of Sydney in 1976.   
20  Documenta has run since 1955 in Kassel Germany and since 2017 also in Athens.  It has generally followed a five-year 

pattern, certainly since 1977. The frequency of art events around the lake at 5.37 years is close to frequency of 
documenta, though there have been two large gaps of 15 and 18 years.   

21  Deborah Clark, ‘Foreword’ in Canberra Sculpture Forum, Canberra National Sculpture Forum 95: 1-30 April 1995, 
Canberra ACT Australia (1995) 8. 
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My research has shown that the public have a range of reactions to public art. Negative 

reactions of course make all the press, though it would some cities seem to manage the 

process a little more respectfully – consider Barcelona, with its legacy of Gaudi’s building 

facades, landscape infrastructure and urban parks such as Parc Guell; and Vienna, with its 

interventions into the city fabric by Hundertwasser – these are undoubted tourist attractions, 

and are embedded in the culture of their city. Nevertheless, negative reactions about public 

art appear to be common to all western cities, with many storied examples from New York as 

well as more locally in Sydney and Melbourne. Unsurprisingly, Canberra has not been 

immune.  There is a well-documented local study of the travails of former ACT Chief 

Minister Jon Stanhope, who championed public art for a period in the early 2000s. 

Stanhope’s policy was based on the quite common ‘percent for art’ schemes that had been 

implemented for several decades in numerous other jurisdictions, such as the General 

Services Administration (USA) since 1963,22 and Ireland since 1978.23 

 

Stanhope was widely criticised essentially for the ‘waste of public money’ that the artworks 

represented in the eyes of many Canberrans. The policy was abandoned in 2009. Stanhope 

was defiant to the end, in spite of lack of support from his party to continue the policy, 

declaring at the launch of the last artwork that formed part of the scheme, Bruce Armstrong’s 

Owl 2009 that ‘There should be a stronger commitment to public art…All the great cities of 

the world are identified by their public art.….I regret that this particular program has been 

embroiled in the controversy it has. Queensland, Brisbane has a public art program that is just 

non-controversial and I wish that we Canberrans could actually do the same.’24 Stanhope had 

constituted a public art panel that was to advise on artwork selection; however on one project 

at least the panel was overruled.25 

 

                                                
22  General Services Administration, ‘Art in Architecture Program’ <https://www.gsa.gov/real-estate/design-

construction/art-in-architecture-fine-arts/art-in-architecture-program>.  
23  Publicart.ie, ‘Per Cent for Art Scheme’ <https://publicart.ie/main/commissioning/funding/per-cent-for-art/>. 
24  ‘Owl artwork alights in Belconnen’, ABC News, 12 May 2011 <http://www.abc.net.au/news/2011-05-12/owl-artwork-

alights-in-belconnen/2711862>. 
25  Megan Doherty, ‘Artwork has rival for public dislike’, The Canberra Times, 23 May 2013 

<http://www.canberratimes.com.au/act-news/artwork-has-rival-for-public-dislike-20130522-2k1na.htm>. Speaking of 
Richard Goodwin’s The Rhizome, 2008, Architect Graham Humphries, a member of the panel, told The Canberra Times 
at the time: ‘We did not select that. Had I been involved in the selection process, I don't think I would have supported it. 
For the cost and artistic quality, I think we could have done better’. 
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Amanda Evans documented a number installations procured during Stanhope’s tenure as 

Chief Minister, in an article in Landscape Architecture Australia in May 2013.26 Evans noted 

that perhaps what irked most critics of the local scheme, was that the focus of the art was 

more about the object and less about the context. Canberra has an abundance of axial lines 

and focal points, but Evans suggested that not all of them needed to have an object arbitrarily 

chosen and placed in the space. The wider Canberra landscape particularly along the major 

avenues has much meaning and values placed on it, whether tangible or intangible. Evans 

noted that the Stanhope sponsored installations ‘apparently intended to create a sense of 

place, whilst ignoring that one already exists’.27  

 

Many of the reactions through Stanhope’s policy for public art held public art and the 

expenditure of public monies on public art in a highly negative manner.  Many others extol 

the cultural and emotional benefits of public art. The positive and negative reactions go 

directly to either to the selection of the artwork and the selection of the site.  I wanted to test 

outcomes and public reactions to the public art interventions as a possible method to counter 

some of the negative views of public art. 

 

As a landscape architect I can offer a solution to one part of the problem: the siting of 

artworks.  Working with artists as a curator of art in the landscape and engaging in an 

iterative process with the artists may address another part of the problem: the physical 

artwork. A better connection of the public landscape with public art may lead to increased 

public acceptance over time of controversial redevelopments such as Canberra’s West Basin 

and the City to the Lake. 

 

Another possible solution that is finding favour in various government instrumentalities is the 

notion of a temporary event. ‘Space is turned into place,’ satisfying the nascent curator in 

some of us, but after the short-term duration of the event place is returned to its pre-existing 

space, satisfying the ‘straighteners’28 ever prevalent in Australian society. contour 556 relates 

                                                
26  Amanda Evans, ‘Canberra’s Public Art: Enriching Local Identity and the Art of Roadside (Dis)Attractions’ (2013) 138 

Landscape Architecture Australia 66. 
27  Ibid, 67. 
28  Paul Keating, ‘A Time for Reflection: Political Values in the Age of Distraction’ (Third Annual Manning Clark Lecture, 

Canberra, 3 March 2002) <http://www.keating.org.au/shop/item/a-time-for-reflection-political-values-in-the-age-of-
distraction---3-march-2002>. References abound to Manning Clack’s description of Australian public life as being 
comprised of two groups:  the enlargers, and the punishers and straighteners.  This reference is from Paul Keating’s 
address for the 3rd Annual Manning Clark Lecture held in Canberra on 3 March 2002. Keating spoke of ‘The numbing 
effect of this is that we are at risk of becoming, as Manning once said, subjects in the kingdom of nothingness. Subjects 
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to the datum of the water level to Lake Burley Griffin. The landscape spaces are wholly 

within the public realm, and there is no restriction to public access at any time of day or year.  

It is public space.   

 

C. The case for contour 556 and Canberra 

 

The program for public art events is crowded. Biennales have mushroomed from the time 

when only three occurred worldwide.  Initially there was Venice, then Sao Paolo in 1951 and 

Sydney from 1973.  A few events chose different multiples – Documenta chose a five year or 

thereabouts frequency since 1955; Skulptur Projecte Munster has run every ten years since 

1977. The rise of the art fair is also significant given the ‘public programming’ elements that 

now compete with the ‘conceptual’ element of a ‘true’ (or non-commercial) biennale. Art 

Collector magazine notes that in 2017, an art fair opens on average once a week across the 

globe.29  In the face of this onslaught of art tourism, and art commerce and the ‘FOMO’ 

effect mentioned previously, why consider another public art event? The key driver to 

contour 556 was the landscape architectural concept of ‘genius loci’ or spirit of place. 

Edward Relph has compiled a website that explores ‘the concept of place, sense of place, 

spirit of place, placemaking, placelessness and non-place, and almost everything to do with 

place and places’.30  Relph notes that Christian Norberg-Schulz adopts a phenomenological 

and Heideggerian approach, suggesting that: “the spaces where life occurs are places… A 

place is a space which has a distinct character. Since ancient times the genius loci, or spirit of 

place, has been recognized as the concrete reality man has to face and come to terms with in 

his daily life.31 

 

The last two decades have seen a rush for cities to hold public art events, annually, biannually 

triennially and at other frequencies. contour 556 is unique among this broad family of public 

art events. The uniqueness is that the artworks and performances take place in one of three 

designed capital cities in the twentieth century. contour 556 occurs in a place with deep 

                                                                                                                                                  
of a post-Christian, post-Enlightenment world where there is no inspiration, no higher endeavour, little compassion and 
no belief beyond narrow self-interest. Like members of a gated community we pretend, in our comfortable urban solace, 
that all is well, including all around us’.  The negative tone of the letters to the editor in The Canberra Times during 
Stanhope’s push to ‘enlarge’ the reach and range of Canberra’s public realm through public art bear out Clark’s 
description of our society. 

29  Helen McKenzie, ‘Art Fair Report’ (2018) 83 Art Collector 20. 
30  Edward Relph. ‘Spirit of Place/Genius of Loci’ Placeness, Place, Placelessness <http://www.placeness.com/spirit-of-

placegenius-loci/>. 
31  Christian Norberg-Schulz, Genius Loci: Towards a Phenomenology of Architecture (Rizzoli, 1980) 5. 
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cultural and heritage overlays. contour 556 is different to other ‘art’–linked festivals in 

Canberra as the artworks stem from the artist and the landscape architect/curator’s 

collaboration to place the artwork within the historical context of the central Canberra 

landscape.  It is the sense of place/genius loci of the Canberra lakeside landscape that 

resonates with the artworks and performances. The intention behind the connections to 

Canberra’s history is to provoke a variety of responses from the public that embed memory 

of place.   

 

contour 566 is on the face of it like any number of similar events anywhere around the world.  

Other events might occupy a dramatic edge, between the land and the sea, such as Sculpture 

by the Sea Bondi and Cottesloe, Lorne Sculpture Biennial in Victoria, Headlands Sculpture 

on the Gulf at Waiheke Island Auckland.  Still other events may be within a forest or 

otherwise natural landscape, like Hardcastle Crags in Yorkshire and Scenic World in the 

Blue Mountains in NSW.  Further iterations may reinterpret a post-industrial or post-colonial 

heritage, like Cementa at Kandos, parts of the Biennale of Sydney, at Cockatoo Island, and 

Lock Road Art Walk, at the former Gillman Barracks in Singapore. There are also many other 

festivals and events around the Canberra landscape and lake that contain public art in a 

variety of forms, such as Floriade, Enlighten, and Art Not Apart.32 contour 556 shares 

elements of these festivals, but presents the art in the heart of the designed landscape of 

Griffin’s ‘City like no other’.33 

 

The contemporary connections of art and architecture are of recent origin, as documented by 

Fenner,34 through large scale installations, and through connections with a city and with 

architects and engineers. With a focus on art and architecture, or structure, the connections of 

art and landscape and art and landscape architecture have possibly been overlooked. Art 

placed in the landscape has a long tradition from Persia through to Chinese garden design and 

into European and the New World, as discussed in Chapter 2. In the last couple of decades 

contemporary art has had opportunities to engage with the landscape in events such as 

Sculpture x Sea, now through its twentieth iteration, replicated in Cottesloe WA and Arhus 

Denmark. Many such events occupy the space between land and water.  Others take a 

                                                
32  See Appendix D for a survey of similar events. 
33  Ken Taylor, Canberra: City in the Landscape (Halstead Press, 2011). In 1912 Walter Burley Griffin wrote of his plan 

for ‘a city like no other’.  
34  Felicity Fenner, Running the City: Why Public Art Matters (NewSouth, 2017). 
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temperate forest environment as in Scenic World, in the Blue Mountains west of Sydney.35  

There is Elevation 1049 pegging itself to the 1049 metre height datum of Gstaad, 

Switzerland,36 with two iterations since 2014. Sculpture at Sawmillers at Sawmillers Reserve 

North Sydney is possibly the closest in terms of a designed landscape space.37 While these 

events engage with natural and built landscapes, none of these ‘landscape-based’ events have 

occurred or been placed in a large scale designed public landscape. Could that be a point of 

difference for transforming a place? Does that distinction give contour 556, in designed and 

urban Canberra, a point of difference? 

 

Everything has a time and a reason: could more be done or have been done to encourage a 

greater frequency of art events around the lake? The lake is Commonwealth Land, and there 

are significant restrictions and up to and including joint Houses of Parliament approvals for 

permanent structures, however temporary events have fewer restrictions. Even so, the relative 

paucity of art-specific events is difficult to fathom, given the outstanding landscape qualities 

of the lake landscape, and the high level of other community, cultural or memorialisation 

activities that occur throughout the year, and recognising the quality of the national cultural 

institutions on the lake’s edge. Deborah Clark, again from her foreword in 1995 National 

Sculpture Forum catalogue, writes; ‘Canberra is a site waiting for a project to draw out the 

complexity and diversity of its history… to activate the invisible disorder of the city’s 

existence.”38 Perhaps contour 556, through its connection of the designed landscape with art, 

could be this project? 

 

A preview of contour 556 2018 in Art Collector #85 noted that ‘contour 556 messes with the 

plan and departs from the expected, inviting an audience to see Canberra anew’.39  Certainly 

renewal or change from event to event is necessary to avoid repetition, and is something that 

events anywhere need to be mindful of, not just Canberra.  For example, Floriade, 

Canberra’s annual spring floral festival, now thirty years old, is going through significant 

                                                
35  Sculpture at Scenic World, <https://www.sculptureatscenicworld.com.au/>. 
36  Elevation 1049 <https://www.elevation1049.org/>. 
37  Sculpture at Sawmillers <https://www.sculptureatsawmillers.com/>. Incidentally Sawmillers Reserve was designed by 

landscape architect Harry Howard, who also designed the Sculpture Garden at the National Gallery of Australia in 
Canberra, adjacent to the contour 556 site.  Sawmillers Reserve design character, while having some similarities to the 
NGA Sculpture garden (through the use of locally occurring Indigenous planting arranged in an informal style) is quite 
different from the Sculpture garden and the wider lake landscape, as it does not have the overarching geometry applied 
to the landform that the lake site has.   

38  Clarke, above n 21, 8.  
39  Yolande Norris, ‘Contour Returns’ (2018) 85 Art Collector 26. 
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change in management and operation for the 2018 and 2019 editions.40 It is notable that 

Floriade has been a vehicle for art installations through most of its life, but for the most part 

the installations have been poorly selected and poorly implemented , falling into the traps 

identified by Powell and Hein noted in Chapter 2.  The works have often been ‘plonked’ onto 

the ground, bearing little relationship to either the flowers, or have been impacted by 

insensitively placed marquees and event infrastructure.  One shining example and one of the 

better examples of a temporary art installation in Canberra was Neil Robert’s Flood Plane 

1990. As David Leser wrote in Robert’s obituary in 2002: 

 

Roberts erected an 83-metre-long travelling irrigator over Nerang Pool, 

strung with the neon words from the poem A Dedication by Adam Lindsay 

Gordon: "In lieu of flowers from your far land, Take wild growth of 

dreamland, Take weeds for your wreath." It was a plea for us to respect our 

own natural flora rather than the transplanted beauty of England.41 

 

D. Locating Artwork 

 

During the site walks with artists, we looked for the sites where small interventions could 

have a large impact, either through the scale of the space, or the significance of the place.  

The junction of the land and water axes is one key space.  Refer to Figures 50 and 51. The 

land axis presents for most of the year as an undifferentiated space. Adding an artwork 

changes how we see the space. 

 

    
 
 
 
 
 
 
 
 
 
 

                                                
40  Katie Burgess, ‘How Floriade managed to blow its budget by $1.2 million last year’, The Canberra Times, 19 July 2018 

<https://www.canberratimes.com.au/politics/act/how-floriade-managed-to-blow-its-budget-by-1-2-million-last-year-
20180717-p4zs38.html>. 

41  David Leser, ‘A world of meaning in an old glove’, Sydney Morning Herald, 10 April 2002 
<https://www.smh.com.au/national/a-world-of-meaning-in-an-old-glove-20020410-gdf6nr.html>.  
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Figure 50  Junction of the land and water axis, 

July 2018.  Photo Neil Hobbs 
 

 

 

 

 

 

 

 
Figure 51  Richard Tipping End Artwork/Artwork 

Ahead 2004. Photo Jordan Evans-Tse   
 

 

Figure 50 shows the landscape space without intervention. Figure 51 is an example of an 

artwork placed at the point that the water and land axes intersect. The intervention clearly 

marks the intersection of the axes and changes the space; do we remember the space prior to 

the intervention? Or is our memory now altered through the process of seeing the 

intervention?42 Further change can occur when people occupy the space.  Refer Figures 52 

and 53. 

 

  

 

 

 

 

 
                                                
42  This debate is a long standing one, first (and best) covered by John Berger, Ways of Seeing (BBC Two, 1972).  Berger: 

‘The way we see things is affected by what we know and believe’. 
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Figure 52  Promotional shot for contour 556 2016, 

Photo Karina Harris     
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 53  Greg Taylor, Down by the lake with Liz 

and Phil 1995, National Sculpture 
Forum43 

 

 

Figures 52 and 53 are taken 21 years apart, again on the intersection of the axes, using the 

same visual gag of a person or persons ‘looking at something’. The vista of the land axis has 

not changed materially in that time, yet our memories of it have changed irrevocably. The 

second image beautifully demonstrates Tyndall’s practice of ‘A person looks at a Work of 

Art/Someone looks at Something’.44 Each image also engages the viewer through the dogs 

and audiences view back at the photographer. When we occupy the landscape and place 

ourselves in landscape space, do we not, through our presence and actions also change others 

memories of a place? 

 

                                                
43  Tom Worthington, ‘Photos of Down by the Lake with Liz and Phil’, April 1995) 

<http://www.tomw.net.au/senliz1.html>.  
44  Peter Tyndall A Person Looks at a Work of Art/Someone Looks at Something… CULTURAL CONSUMPTION 

PRODUCTION.  (various dates). 
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A few specific examples where artists mediated the scale of the lake and the landscape are 

discussed below. The lake site contains a range of spaces that the artists and I selected to 

manipulate scale and modify the immediate locations around the artworks. Artworks were 

sited to bring out the quality of the artwork and the setting. For example, Kael Stasce’s 

Revision 2018 occupied an interstitial space – being suspended from the western side of 

Commonwealth Avenue Bridge, to allow the work to cast a shadow onto the bridge 

multiplying the effect of the artwork. Viewed in the morning, when in shadow, this work did 

not activate the space in the same way. Refer Figure 54.  The artwork drew attention to the 

design quality of the bridge, drawing attention (by way of contrast) between the smooth steel 

and the textured pebblecrete.  The dimensions of the steel sheet matched the panel size of the 

precast panels, further accentuating the architectural quality of the bridge. 

 

Figure 54  Kael Stasce Revision 2018 Photo Sean Davey 
 

Other artists looked for the interstitial spaces, the spaces that may have been overlooked by 

the public as they were either hidden away or were utilitarian, and did not offer a pleasant 

view, compared to the rest of the lake landscape. Gary Deirmendjian made use of the 

‘forgotten vista’ looking between the Kings Avenue Bridge carriageways, to realise breach. 

Refer Figure 55. 
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Figure 55  Gary Deirmendjian, breach Photo Sean Davey 
 

Deirmendjian tied 28 ropes to the internal balustrade to Kings Avenue, creating a very 

powerful visual effect that attracted many positive comments from the public.  The work was 

animated by wind, by light, by wave action, and by the viewer’s position as they walked 

across the axial view. It followed previous installations in and around Kings Avenue Bridge 

in 2016 by Ann McMahon and Peter Vandermark.  

 

Alex Gawronski and I walked over the site, looking for forgotten or neglected spaces.  There 

were a few possibilities around the Canberra Glassworks, however Gawronski selected the 

site under Commonwealth Avenue Bridge due to its ‘inherent liminality, the fact that it is 

centrally located but simultaneously secret, ignored, discarded potentially eerie’. It has a 

‘paradoxical monumentality ‘through its ‘brutalist architecture enhanced by its severe 

symmetry’.45 Gawronski installed three car alarms, set to sound dissonantly, that disrupted 

the viewer’s equanimity and made the space sound foreboding. The sound carried up to the 

road carriageway, and could be heard while cars queued at the traffic lights on 

                                                
45  Refer Appendix A: Artist statements 
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Commonwealth Avenue.  This work attracted some negative responses and it the hours of 

operation were changed to avoid clashing with the Localjinni Lake Stories events. Refer 

Figure 56. 

 

 
Figure 56  Alex Gawronski Alarm, image by the artist. 
 

As a contrast, Alex Seton chose an open space, the land axis between Capitol Hill and Mt 

Ainslie.  Seton placed The Golden Calf to interrupt the axis. The Golden Calf was formed 

from marble vinyl printed plastic water filled barriers, stacked 6 rows high. From various 

points on approach, it blocked the axis, but also revealed more about the sense of scale of the 

axis as one approached the work and looked through the various apertures created by the 

stacked barriers.  Seton’s work was one of the better examples of conquering scale.  Seton 

knew he needed height to counteract the broad horizon.  He achieved a work 4.8m in height 

that occupied a footprint of 2.4m square.  The work was a physical barrier, but up close it 

became permeable. The open centre of the stacked forms allowed the artwork to act as a 

framing device when viewed up close. Refer Figures 57 and 58. 
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Figure 57  Alex Seton The Golden Calf 2018 Photo Mark Pokorny 
 
 

  
Figure 58  Alex Seton The Golden Calf Detail 2018 Photo Mark Pokorny 
 

Chapter 3 provided a landscape analysis of the central Canberra landscape, identifying the 

key landscape elements that have been employed by various designers over the past hundred 

years that has resulted in the present day landscape. It identified four spatial typologies that I 

as curator encouraged artists to engage with, as a framework for their installations or 
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performances. It has identified connections with previous art events in the lake landscape, 

and has made the case that contour 556 is a compelling concept when applied to the designed 

landscape of Lake Burley Griffin. It concluded by identifying key ways that artists have 

engaged with specific designed elements of the landscape, using the patterns of shade and 

sun through the day, using broad open spaces, and narrow, less prominent spaces to draw out  

and enhance the qualities of the designed landscape. Chapter 3 confirms the first two 

exegesis questions, that temporary art does transform space into place, and that temporary art 

makes spaces more memorable. It confirms my third proposition, by making the case for 

contour 556 being the right thing in the right place at the right time. 
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4. contour 556 Artworks 

 

This chapter comprises three parts: Part A proposes the curatorial brief, and the aspects of the 

lake landscape and the history of the place that I wanted the artists to engage with. Part B 

includes discussion of the make-up of the artist cohorts, and the discussion points that I had 

with the artists as we walked the lake landscape together. Part C provides a context to the 

transformative outcomes I was seeking, through a critique of Mark Hutchison’s four stages of 

public art.1 Part C concludes with a discussion on various examples of transformations 

achieved through the 2016 and 2018 events. The spatial typologies of axial space, interstitial 

space, enclosed space and outlooks and prominences enabled artist to achieve the 

transformation of space. Chapter four includes descriptions of key transformative artworks 

from the 2016 and 2018 events that utilised the four spatial typologies. I have concentrated on 

the artworks that were particularly resonant either to me, or to the public, based on direct 

feedback or through the survey format. All artist statements are included in the Appendices, 

plus links to video highlights of each exhibition.  

 

A. Curatorial brief 

 

I chose to hold the exhibition in spring, at a time when all the deciduous trees are newly green 

with leaves, marking the change from the drab brown trunks and branches that occupy the 

winter season. Spring is also when Canberrans traditionally venture out after a winter, taking 

advantage of the longer days and onset of warmer weather 

 

I wanted to test four things. Firstly, could a local, temporary event in the designed landscape 

of the national capital achieve positive connections with the public? Next, would the artwork 

transform the public? Then, would the event provide an experience that built on the public’s 

layered memory of the place? And finally, how effectively could artists capture an essence of 

the design of the place, (thinking about the spatial qualities of the artwork locations) with the 

spatial, political and cultural layers of Canberra in their installed or performed works? 

 

                                                
1  Mark Hutchison, ‘Four Stages of Public Art’ (2002) 16(4) Third Text 429. 
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Artists who agreed to participate in the research (and by extension the exhibition) were asked 

to present a reflection on the historical/spatial/cultural/physical qualities of the designed 

spaces of the lakeside landscape. 

 

An important consideration for the 2016 event, and to a lesser extent in 2018, was the time 

and cost required to produce artwork for artists working in traditional sculptural materials 

such as steel and stone. There is a long lead time in the production of large scale works, and 

not always a ready market for the artwork after exhibition. It is a significant financial impost 

to request artists to make new work unless there is a commensurate fee or prospect of the 

work being sold/acquired by another entity. Given the vagaries of funding applications, and 

lead times, it was necessary for several works in each of the events to be selected from 

existing stock held by the artist. This presents issues in providing a comprehensive response 

to the site by each artwork, and I reviewed numerous options from several artists to select an 

existing work that fitted the space or made the statement about the landscape and the 

relationship to the place that I wanted to make. This was the case in 2016 with Philip 

Spelman, Michael le Grand, Paul Selwood and Alex Seton.  I have drawn conclusions on how 

well these works responded to the place and include that discussion in Chapter 6. 

 

Having said that, the majority of the artworks in both events were new works created 

specifically for the event. Through a process of discussion, site walks and an iterative 

conversation between the researcher and the participants, the artist and I agreed on a location 

and the nature that the response by the artist may take.  As the artists developed ideas I met or 

reviewed the proposals and ultimately various works were selected to occupy sites around the 

event space. The intention was that some locations can be the venue for outdoor 

performances, including dance, performance art, spoken word recital, poetry reading as well 

as the installation of physical works. Artists and performers could also consider the 

possibilities of informal play – for adults and children, in the development of their ideas. 

 

Through the intervention of temporary artworks in such a well-known landscape, I wanted to: 

understand the public’s perception of art and space; capture a transformation in mood from 

the public; appreciate how memory affects space; provoke new ways of seeing the landscape; 

experience the relationship between play, public space and art; and produce a range of 

emotions in the public. 
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Artists and performers responded to any and all of the human interventions to the Canberra’s 

landscape from BC (before Cook) to the present day, including:  the landscape qualities of the 

site; the cultural qualities of the site and land uses; Canberra’s cultural history; Canberra’s 

political history; and Canberra’s geological history. 

 

The possibilities for art and performance in public space were explored through: analysis of 

the place; and through juxtaposition of art in place, utilising the designed structured 

landscape. My site analysis of the place had led me to categorise the various spaces as axial, 

interstitial, enclosed and as a prominence or outlook over the landscape. 

 

The artists and I collaboratively engaged with these spatial typologies and the qualities of the 

landscape setting: the imposed axes and viewsheds, the naturalistic spaces, the picturesque 

spaces as well as engineered space, such as under the road carriageways of Kings Avenue and 

Commonwealth Avenue Bridge. Artists considered the geological form of the site 

(represented by the physical form), and the cultural and political history of the space, 

(represented through the temporal, from the past but also occupying the present, through our 

memory and the impact of the first viewing of the introduced object). Much as the lake is a 

layered landscape, showing sedimentary build-up and incision, the artworks and performed 

pieces responded to these qualities of the site, as well as the layers of Aboriginal, colonial and 

post federation history. 

 

B. Artist brief 

 

I selected the artist cohort for 2016 and 2018, based on my knowledge of each artists practice.  

I have developed a deep knowledge of contemporary art practice in Australia and 

internationally, and I knew many of the artists personally. As the project was a new 

development (certainly for my relationships with artists) I wanted to be sure that the artists 

were very comfortable with the process. The groups reflect the curatorial decisions of the 

researcher. The 2016 and 2018 cohorts were diverse groups however it was not intended to be 

a comprehensive coverage of any or all groups of people. The group represented a broad cross 

section of artists who work in the public realm, in Canberra and the region specifically, with a 

wider group from Australia and internationally. For 2018 the selection of artists was based on 
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their proposed connections to the intent of the event. Five identified as Indigenous, the gender 

balance is essentially 50/50. There is a mix of early, mid and late career artists and the range 

of media utilised to present the artworks was equally diverse. The contour 556 2018 artists 

were encouraged to produce new works.  

 

The site selection for 2016 and 2018 took a number of paths. Sometimes an artwork demanded 

a specific location, such as Ann McMahons Ship of Fools 2016, sited under the Kings Avenue 

Bridges and secured to a life buoy stand, and Louis Pratt’s Rat Trap 2016 sited on the cross 

axis from the National Library west to the Portrait Gallery. Other artworks could have found a 

number of suitable locations, such as Haeli Van Veen’s Committee Meeting 2016, in the lake 

along the Bowen Park cyclepath, the selected location emphasised the surprise and 

astonishment as it was visible to all the regular users of the lakeside path. 

 

Some of the curatorial discussions with artists concerned: indigenous connections; previous 

public art events in the lake landscape; intersections with the industrial architecture of the 

spaces; use of the water – for suspended works making use of the murky lake water, or 

placing works close to the water surface to maximise the reflectivity of the water surface; the 

changes of level through the landscape; sound;  movement; intersecting the geometry of the 

spaces; and  projections and digital works that connected with the lake and its history. 

 

C. Transformation 

 

Archeologists suggest art began with transforming a cave wall into an imagined world of 

people and animals. Art continues to transform materials into new objects and new images 

that can in turn engender transformation in their viewers.2 Hutchison gets to the nub of the 

transformative potential of art: 

 

Art, just like everything else, is shot through with the un-freedoms of an unfree 

society. Any politics of art worth its name must have an idea of how art is 

denied potential: of how economic, ideological and practical factors limit what 

is thinkable for art to do and be.3 

                                                
2 Shelia Dickinson, ‘Art is Transformation’, MN Artists, 29 October 2015 <http://www.mnartists.org/article/art-
transformation>. 
3  Hutchison, above n 1, 429. 
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He cites Roy Bhaskar (1993) and talks about transformative practice as a process for negating 

inhibitions. He introduces a discourse between epistemology and ontology, and how 

  

Most of philosophy is riven by illicit conflations between the two.4 

 

Hutchison uses his article to ‘analyse public art as an open system with emergent properties.’ 

He, like Hein, calls public art an oxymoron: ‘the distinctive relative autonomy of art seems 

incompatible with the distinctly non-autonomous demands of the public. For others, it is an 

article of faith that art could be, and is, more democratic and accessible when placed in the 

public sphere’.5 

 

Hutchison uses Bhaskar’s four stage dialectic to distinguish his ‘four stages of public art’.6  

 

The first moment is non-unity. It is the distinctions between things, their lack of homogeneity, 

which is necessary even to make observations of the world. With art, the first stage is putting 

it somewhere…in an un-self-reflexive nature. 

 

The second stage is negation – not the destruction of the first stage, but the 

realisation and unmaking of the absences, lacks, silences. The first stage is 

marked by confidence in seeing differences, and detachment, the second stage 

questions the differences and how they are made. The second stage is self-

reflective. “Some art hopes to adopt the culture of meanings of a chosen 

public, without relinquishing the agency of the artist in the making of the art.7 

 

The third stage is totality. This is the unity of the first two stages. ‘Unity in difference and 

difference in unity.’ This entails a dialogue with the community:  

 

                                                
4  Ibid. 
5  Ibid, 430. 
6  Ibid. 
7  Ibid, 432-433. 
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A resulting artwork would be responsive to its own constitution as public art 

and to the context of its display. The artist is responding to the sense of place in 

term of all the occupants and all the meanings of the place.8  

 

The fourth stage is agency:  

 

Agency is the practice of transformation… Agency is the unity of theory and 

practice in practice. The fourth dimension is public art that potentially 

transforms itself; transforms its publics;9 allows itself to be transformed by its 

publics and allows these relationships and definitions to be transformed too.10  

 

As discussed in chapter 3, the lake landscape presents a series of spatial opportunities for 

siting works.  Over the 2016 and 2018 events I determined that the artworks that were most 

effectively sited responded to one of four spatial typologies: Axial spaces; interstitial spaces, 

enclosed spaces and outlooks or prominences. Revisiting Figures 39-42, in Chapter Three I 

will comment on the spatial typology and the influence that has on the various artist reposes to 

the spatial type. 

                                                
8  Ibid, 435. 
9  See Chapter 1, Part A for my definition of the public for the purposes of this exegesis. 
10  Hutchison, above n 1, 438. 
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Figure 39  (repeated) Axial Spaces and Artworks 
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The land and water axes, so obvious in the landscape, represent an organising element for 

arranging building and roads but have other connotations, developed over time. The spaces 

are as much experienced through the design, but also through culture, emotion and memory. 

The land axis has the obvious commemorative purpose, of Anzac Parade, and through design 

decisions post the Griffin’s has as one tenet the need for Parliament to have a direct line of 

sight to the War Memorial, as a reminder/memory of how Parliament’s decisions have 

impacted the lives of Australians who served or suffered during state sanctioned armed 

conflicts. There are other connotations of the axis that of protest through the Aboriginal Tent 

Embassy, and also of State control and removal of citizen’s rights. Alex Seton made specific 

reference to the notion of limiting rights of access through his installation The Golden Calf 

2018. One of the vinyl clad water filled security barriers was clad in a marble print of the 

marble columns in Parliament House’s Great Hall. Seton’s work occupied the axis, directly 

confronting its audience. Other artists who featured along the water and land axes chose to 

celebrate the design, as in Miriam Pickard’s performance Primordial Mermaid 2018, or to 

subtly mark the axis through siting small scale works that resonated through association: Peter 

Vandermark’s Mono block 2018, with a petrified? Concrete mould of a tree stump and a 

plastic chair, evoking the former valley landscape and land clearing practices of European 

Settlers, and Sian Watson’s Flooded, 2018, referencing the former sheep paddocks under the 

lake water. Gary Deirmendjians’ breach 2018 utilises the modernist form and structure of the 

carriageways of the Kings Avenue Bridge, on the Kings Avenue axis.  Deirmendjian creates 

three-dimensional form and space from the architectural design, using the basic element of 

line, through different lengths of rope. The Humanities axis, between the National Library and 

the High Court, is also a strong landscape element to hold an artwork, with Louis Pratt’s Rat 

Trap, 2016, and Bleach and Townsend’s Camouflage, 2018.  



 

 

 
127 

 
Figure 40  (repeated) interstitial spaces and Artworks 
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The interstitial spaces are the often ignored, disregarded, and unconsidered spaces left over as 

a result of an engineering function or design decision that created a ‘back-of-house’ or 

unloved façade.  These spaces can be very effective as the use of the spaces is not obvious, 

and the artwork consequently can surprise. Artist with successful works in these spaces 

include Alex Gawronski’s soundscape Alarm 2018, and Kael Stasce’s Revision 2018, that 

occupied the underside and edge of Commonwealth Avenue Bridge respectively. Archie 

Moore’s Crop: Reap Sow 2016, used a grass space left over beside a polished concrete seat by 

the lake edge, and close by Anne McMahon’s Ship of Fools 2016 sat on the lake edge under 

Kings Avenue Bridge. Further around the lake edge, in Bowen Park, Harijs Pielkalns’ 

Manifest Subversion 2018 was sited in a drainage channel that intersects Bowen Park.  

Finally, Christoph Dahlhausen’s lightwork  2016 appeared to attach itself to the northern 

façade of the Fitter’s Workshop. 
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Figure 41  (repeated) enclosed spaces and Artworks 
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The balanced spaces in the spatial analysis described in Figure 41 are often enclosed spaces, 

either framed by buildings or structures or by the tree canopy. Successful works in these 

spaces over the two events were Gary Carsely’s One place in another 2016, and Christopher 

Carmody’s (insert text) 2018, that used the polished concrete blade walls of Bowen Place as a 

frame to hold the two-dimensional works. Wendy Teakel’s Fence  2016 and Mariana del 

Castillos Rara Avis 2018, used spaces enclosed by tree canopies, Bowen park for Teakel and 

Aspen Island for del Castillo.  The scale of these spaces is smaller and more intimate than the 

big axial views, allowing a closer connection to the human scale of the works, whether 

representational, human scale figures  as for Carsley and del Castillo, text for Carmody and a 

cross axis formed by painted stakes for Teakel.  
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Figure 42  (repeated) Outlooks, Prominences and Artworks 
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The lake landscape has a range of prominences; small rises or open vistas, where views of the 

lake are afforded that do not rely on the land and water axes. These open, public spaces 

around the edges of the lake offer views to distant landmarks, or views back across to 

designed junctions in the landscape. The landscape character of the outlooks and prominences 

varies, but all utilise the proximity to the water to ground the artworks.  The work need not be 

sited close to the water, as with Sanne Mestrom’s Sphinx in Repose 2018, and conversely can 

be very closely sited to the lake edge, such as Karla Dickens Second Skin 2018, but the vista 

of the lake from the prominence grounds the work in the landscape. Richard Tipping’s 

Canberror 2018 is a useful example of the landform holding the artwork. Tipping used 

sportsfield linemarking paint to create his work, which was sited on the eastern edge of the 

cupped square at Commonwealth Place.  The work was visible from the lake edge, and also 

from the western side of the cupped square, but was essentially a two-dimensional artwork 

that sat up in the viewer’s eye-line through the use of the existing landform.  Jae Kang’s 

Whimori 2018 and Mandy Gunn’s  firesticks 2018 occupied the lake edge and placed the 

artwork against the horizon, allowing the audiences perception of the work to change as they 

traversed the path.  Barak Zelig used A key for… 2018 to frame a distant view on the skyline 

of the Brindabella ranges.  As with Kang and Gunn the work could be used almost as a stylus 

to mark the lake edge, the horizon line and specific landform features as the viewer walked 

around the artwork, using the central oculus of the artwork to decode the lake landscape. 

 

The following images from the contour 556 2016 and 2018 exhibitions demonstrate some of 

the transformative outcomes from the events.  Reference to specific spatial typologies is 

included in the descriptions. Refer to Appendix A for artist statements. 

 

Jae Kang produced two works for contour 556, a large scale installation Whimori, by the 

southern side of Commonwealth Avenue Bridge, and also a live drawing on the opening 

weekend within the East Space gallery. Refer figures 59 and 60. 
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Figure 59  Jae Kang Whimori 2018 Photo Sean Davey 
 

 
Figure 60  Jae Kang Whimori 2018 Photo Sean Davey 
 

I first encountered Jae Kang’s work in New Zealand at Waiheke’s Headland Sculpture on the 

Gulf in 2017. Kang had not been to Canberra, and had no knowledge of the landscape or its 

design intent. I liaised with Jae over email and markups of site photographs and aerial 

photographs to give her a sense of the overall design of the landscape around the lake. I 
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wanted her work sited on the rolling lawn at the southern end of Commonwealth Avenue 

Bridge, to take advantage of the slope, but also to engage with the audience at a place where it 

may encourage rest – at the foot of the stairs to the pedestrian walkway level.  The nature of 

the site changes as the site is traversed: from the west, descending from the bridge, the site 

offers views from the ‘prominence’; then, as a pedestrian or cyclist descends into the space, 

you enter under the tree canopy. The spatial experience is reversed when approaching from 

the east.  Kang’s installation mediates between the changing nature and character of the space 

as it is traversed. Kang describes her work as ‘three-dimensional drawing’ with irrigation and 

agricultural drainage pipe taking the place of charcoal. Kang succeeded in breaking up the 

length of the various vistas and caused delight to passersby. Whimori encouraged engagement 

by the public with the shapes and forms created by the looped agricultural and irrigation pipe. 

The different dimensions of the black polyethylene pipe accurately mimic a fine and thick 

pointed charcoal pencil.  Jae’s work encouraged play, and engendered a sense of delight, 

gauging from the faces of the people in the photographs and from direct feedback from the 

public.  The repetitive circular shapes, at different dimensions, play with scale and act as 

viewports to the background/horizon and change the scale of the spaces as the work is 

experienced. Jae’s work effectively mediates the broad scale of the central basis and breaks it 

into a more relatable scale. Kang’s live drawing similarly made space through the repetition 

of the ink wash circles on the flat wall. Refer Figure 61.  
 

 
Figure 61  Jae Kang Untitled Wall Drawing 2018 Photo Jordan Evans-Tse 
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Harijs Piekalns merges his Latvian heritage with the indigenous legacy of the drowned 

Molonglo River Valley. The work is sited in a storm water drain – an engineered concrete 

channel that is devoid of any subtlety, albeit softened by naturalising weeds and gravel beds. 

Piekalns’ artwork occupies an interstitial space that is barely noticed due to its ubiquity. The 

object is mirror stainless steel, fixed to a timber base painted with local ochres sourced with 

appropriate cultural protocols. From some angles the work almost disappears, subsuming 

itself in a reflection of the surroundings. The work is sensitively sited and takes full advantage 

of the intimate scale of Bowen Park and the deciduous tree canopy. Refer Figure 62. 

 

 
Figure 62  Harijs Piekalns, Manifest Submersion 2018 Photo Sean Davey.  
 

Song Street Project is a continuing project by Karina Harris and Neil Hobbs. We look for 

specific sites and install fragments from popular songs that resonate with the place or the idea 

of place. In 2016, we installed a fragment of Louis Armstrong’s What a wonderful world on 

the lake edge at Bowen Park, taking advantage of the broad flat bowl of East Basin and the 

expansive sky. In 2018 we placed a fragment of Neil Young’s Helpless where it was visible 

from the pedestrian footpath on Commonwealth Avenue Bridge – Dream Comfort Memory 
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Despair is a slight modification on the lyrics of the second line. Young writes of a ‘place’ that 

made us, ‘all my changes were there’. It recalls the universal need/want/memory of a special 

place.11 The change in the last word alters the sense of the lyric, intentionally, creating 

perhaps a version of the four stages of life, referencing William Shakespeare’s seven ages of 

man from As You Like It. The siting takes advantage of the viewer’s location on a 

‘prominence’ placing the artwork on the liminal surface of a ‘shared zone’ where the edges of 

pedestrian and vehicular space are merged. Refer Figure 63. 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Figure 63  Song Street Project Dream Comfort Memory (Despair) 2018, Photo Karina Harris 
 

                                                
11  Neil Young, ‘Helpless’ in Déjà vu (Atlantic Records, 1970): ‘There is a town in North Ontario/Dream comfort memory 

to spare/And in my mind I still need a place to go/All my changes were there. 
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As discussed in Chapter 3, Alex Seton also succeeding in conquering scale, with his work The 

Golden Calf allowing small, intimate framed views of the lake and the land axis, or variously 

closed off views and vistas depending on the distance the viewer stood from the artwork. 

Seton determined the siting, and intended to provoke a reaction to the intervention.  The 

artwork duly, engendered criticism from one viewer, in that it interrupted the view of the axis 

highlighting the complexities of public art and its reception by the broad public. Refer Figure 

64. 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 64  Alex Seton The Golden Calf  Photo Sean 
Davey.  
 

Seton writes of the individual components of the artworks as serving as an effigy to a world 

ever-more intent on throwing up walls between us, both in terms of nation-states and cultural 

divisions. The siting of the work more than hints at the intent – Thinking back to the Berlin 

Wall, as it crossed the ceremonial space in front of the Brandenburg Gate. This has happened 

recently at Parliament House, on Capital Hill, with the controversial installation of the fence 

across the sloping lawns, preventing previously unhindered public access. Seton’s work 

makes an obvious reference to Serra’s Tilted Arc, but also to the changes to our rights in 

public space. Could Seton’s work be foretelling future barriers to free public access in the 

Parliamentary Zone? 
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Dean Cross’s Molonglo Monument sits between two anonymous islands, known as A1 and 

A2.  These islands were created from spoil dredged from the Molonglo River Valley during 

the construction of the lake. As described by Wally Bell, the filling of the lake covered low 

level bridges, the Acton Racecourse, parts of the Royal Canberra Golf Course, several farms 

and paddocks, and significant extant aboriginal heritage elements, including ceremonial 

grounds, caves and rock art.12 Cross initially proposed siting his work directly over the line of 

the former river bed.  The National Capital Authority required (for safety of navigation) that 

any artwork in the lake had to be no more than 10 metres from the shore, and have night 

illumination. The siting between the two anonymous islands was just as cogent, as it told of 

the flooded Indigenous history beneath the waters of Lake Burley Griffin calling into mind 

the notion of terra nullius, in the way that Indigenous prior occupation of the continent was 

ignored, overlooked, and written out of history.13  Harijs Piekalns also referenced a hidden 

Indigenous cultural presence within the Parliamentary Zone, his work Manifest Subversion 

included locally sourced (and a culturally approved use) ochres on the timber frame that sat 

under the water level in the storm drain within Bowen Park. Refer Figure 65. 

 

 
Figure 65  Dean Cross Molonglo Monument Photo Sean Davey.  
 

                                                
12  See Godden Mackay Logan, Lake Burley Griffin Heritage Assessment (Final Draft Report, prepared for the National 

Capital Authority, May 2010).  
13  Mabo v Queensland (No 2) (1992) 175 CLR 1.  
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Mariana del Castillo installed five life sized figures made from a steel armature, found fabric 

and modelling feathers. Her work speaks of magic realism and metamorphosis. The siting at 

one of the few ‘natural’ shorelines of the lake was key to allow the viewer to get close to the 

work and even wade out to stand around the work. The audience could appreciate the works 

as a group or stand in and around the works and seethe variety of materials at extreme close 

range.  The siting again played with scale and dimension, through foreshortening and 

allowing the viewer to stand in the immediate foreground or appreciate the work from the 

middle ground. del Castillo made use of the enclosed nature of the space, through the 

structure of the Carillon and the arcing land interface with the water to provide almost a 

domestic scale to the space that suited the scale of her artworks. Refer Figure 66. 

 

 
Figure 66  Mariana del Castillo Rara Avis Photo Sean Davey.  
 

Sian Watson placed her work referencing two axes, Griffin’s Water Axis, and the datum 

above sea level, or 556 metres.  Her two sheep were banded with a flood line or watermark 

halfway up their bodies. The work further referenced colonial and early federation pastoral 

activity in the Limestone Plains. The use of the vertical datum - the ‘flood level’ – was 

particularly relevant to the site. Refer Figure 67. 
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Figure 67  Sian Watson Flooded Photo Sean Davey.  
 

Karla Dickens Second Skin is not site specific. I was discussing potential works with her and 

her dealer. Dickens does not typically produce works for the external environment, though 

she routinely works with salvaged rusty tins and found materials. Once I saw the work I knew 

that it was of the perfect scale to be placed at the lake edge. I selected the location looking 

directly at the National Museum of Australia, the repository of numerous Indigenous 

artefacts. The artwork occupies a prominence due to its scale and the placement on the formed 

edge of the lake wall on the edge of West Basin. Second Skin is looking at her past as she 

prepares for the next battle with the Australian Constitution. Refer Figure 68. 
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Figure 68  Karla Dickens Second Skin Photo Karina Harris.  
 

Richard Tipping had intended to install a ‘guerrilla’ piece of the same from twenty years ago, 

but was persuaded against it. I worked with Tipping to find a site where the landform offered 

the outlook to achieve Tipping’s intent. Tipping wanted to draw a reaction from the public, 

but did not want viewers to see it as a dig against the ‘locals’, rather bemoaning the litany of 

poor decisions coming from Parliament House, going back (in Richard’s case) to the Vietnam 

war and subscription legislation.  Richard’s number wasn’t selected, but for him that was not 

the point. Refer Figure 69. 
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Figure 69  Richard Tipping Canberror Image from video by Anna Howard. 
 

Gary Carsley participated in the 2016 edition. Carsley pasted up five silhouettes on the 

polished concrete blades of the Bowen Place Underpass. The site offers enclosure and allows 

the viewer to place themselves in or against the artwork. The images were drawn from Roman 

and Greek myths and legends, and were a continuation of Carsley’s practice of repurposing 

memorialisation. The negative space shows the viewer a recognisable image, but the context 

has been changed. We have to fill in the detail. Carsley’s works encouraged playful 

interactions with a young audience. Refer Images 70 and 71. 

 

 

 

 

 

 

 

 
Figure 70  Gary Carsley, One Place in 

Another 2016, photo Sean 
Davey.  
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Figure 71  Photo Sarah Vandermark – artworks encouraging playful interactions.  
 

A particularly effective work was installed by Archie Moore.14  Moore’s work Crop 

(Noun/Verb) 2016 consisted of 700 Yam Daisies, Microseris lanceolata planted in a 7m2 plot 

surrounded by 16 lineal metres of encyclopaedias set spine up flush with the ground surface. 

The siting was in a linking or interstitial space between the National Gallery and Kings 

Avenue Bridge. The work transformed over the three week period as the books swelled with 

rainfall and ground moisture, creating some heaving and uplift, while the Yam Daisies where 

gradually defoliated by a grateful family of Wood Ducks. Moore noted that in all the pages of 

all that compendium of knowledge, not one entry referred to Indigenous people’s cultivation 

or horticulture in pre-settlement Australia. Moore’s work hit the mark for emotive responses. 

Sited near a highly polished concrete bench, it allowed for a restive space for contemplation 

of the forgotten/ignored history perhaps beneath the lake. Towards the end of the exhibition, a 

poetry reading session occurred by the Bowen Place Underpass. One of the poets was Paul 

Collis, a Barkindji man. Collis was very moved by Moore’s work, as were many members of 

the public, who said that it made them ‘more conscious of Canberra, and its landscape and 

history’. Refer Figures 72, 73, 74 and 75. 

 

                                                
14  The Commercial, ‘Archie Moore’ <http://www.thecommercialgallery.com/artist/archie-moore/biography>. 
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Figure 72   Archie Moore Crop Noun/Verb 2016 Installation progress images by Neil Hobbs. 
Figure 73   Archie Moore Crop Noun/Verb 2016 Installation progress images by Neil Hobbs. 
 
 

 
Figure 74  Archie Moore, Crop: Noun/Verb, 2016, photo Sean Davey.  
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Figure 75  Paul Collis, Barkindji man, standing on Moore’s Crop: Noun/Verb after a poetry reading session 
during contour 556 2016, photo Neil Hobbs.  

 

In 2018, Christopher Carmody used the Bowen Place underpass concrete blades in a different 

way, covering them with painted ‘book jackets’, referencing links to Canberra’s cultural and 

political life. ‘Fluffy Fluff’ referenced the Mr Fluffy asbestos insulation crisis that occurred in 

Canberra and the region from the early 1970’s that has only recently been brought to a 

conclusion. (Carmody’s family home was a ‘Fluffy’ house, now demolished).15 Other titles 

were selected by Carmody for their resonance and literary connotations with Canberra’s 

history. Carmody’s transformation of the scale of the place, by creating oversized book spines 

that dwarf the audience is evident in the following photograph. The spatial quality of Bowen 

Place as it mediates from a ‘prominence’ from bridge height to lake level has similarities with 

the western edge of the Central Basin and Commonwealth Avenue bridge, however at Bowen 

                                                
15  Kirsten Lawson and Meredith Clisby, ‘Canberra’s Mr Fluffy houses: List of asbestos-affected homes’, The Canberra 

Times, 1 July 2015 <https://www.canberratimes.com.au/national/act/canberras-mr-fluffy-houses-list-of-asbestosaffected-
homes-20150624-ghwjh1.html>. 
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Place the transformation from bridge to lake level is longer and much more gradual.  The 

repetition of the concrete blades marks the pace of the walker as the viewer descends into the 

enclosed space and the underpass under the roadway. Refer Figure 76. 

Figure 76  Christopher Carmody (Insert Text) Photo Sean Davey.  

 

Louis Pratt’s artwork was sited on the cross axis east/west between The National Library of 

Australia and the National Portrait Gallery across the ‘land axis’. This is a very compelling 

axis to site works, as it allows the viewer to come close to the work (and importantly walk 

around the work) while remaining in a broad space.  Again the placement of the work 

breaks down the scale of the work. Consider this work against the next work by Suzie 

Bleach and Andrew Townsend, the location is very similar, however the taller (life size) 

animal figure holds the space differently to Pratt’s over-scaled rat trap. A person feels 

smaller approaching the oversized rat trap, whereas the recognisable scale of Bleach 

Townsends Camouflage does not create the same feeling. Refer Figures 77 and 78. 
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Figure 77 Louis Pratt Rat Trap 

2016, photo Neil 

Hobbs.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 78  Suzie Bleach and Andrew Townsend 

Camouflage Photo Sean Davey.  
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Haeli Van Veen’s Committee Meeting was a 2016 installation, along the edge of East basin, a 

few metres out into the water. Van Veen’s installation had peculiar challenges – installation in 

the very cold lake water was an obstacle, to secure the mounting blocks and to anchor the 

figures in position. The figures moved with wind and wave action, animating the objects. The 

reflective qualities of the lake, so desired by Griffin, suited this work well in the still morning 

light. This work was one that caused most surprise in the audience, for the unexpected nature 

of the work, and the sinister feeling of the suit clad figures twisting and bobbing with wind 

and wave action. Van Veen’s site selection used the overhanging tree branches to provide a 

level of enclosure over and around the landside edge of the space.  Refer to figures 79 – 81. 

 

   

 

 

 

 

    

 
Figure 79  East Basin, Photo Neil Hobbs        
 
 
 
 
 
 
 
 
 
 
 
 
Figure 80  Haeli Van Veen, Committee Meeting, 

2016, Photo Sean Davey. 
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Figure 81  Haeli Van Veen, Committee Meeting, 2016 Photo Sean Davey.  

 

Mutton’s In Plain Sight allowed the audience to be the artwork, as per Bourriad’s relational 

aesthetics.16 Mutton’s work has been a great success, and continues to extend the life of 

contour 556. It remained on the lake for the 2018 edition, allowing viewers to be part of a 

performance as The Gull goes through its daily work as a tourist boat, from its wharf in 

Kingston Boat Harbour around the lake to various jetties and the far reaches of the lake. Refer 

Figure 82. 

 

                                                
16 Nicolas Bourriaud, Relational Aesthetics (Simon Pleasance and Fronza Woods trans, Les Presses du réel, 2002) 112-113. 
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Figure 82  Katy Mutton, In Plain Sight, 2016, photo Stedman Watts.  
 

Ann McMahon’s installation spoke of the fragility of life. It was impossible to ignore the 

reference to the loss of life from refugees fleeing places of conflict, if not so much boat 

arrivals to Australia, given the turnback policies of the government since 2013, certainly the 

Mediterranean Sea casualties for refugees fleeing to southern Europe. McMahon has long 

used waste products in her work, re-purposing into artworks and often useable items. This 

was a larger scale work, and McMahon effortlessly moved to a larger landscape scaled piece. 

The siting was discussed during curatorial conversations. The undersides of both 

Commonwealth and Kings Avenue bridges are a curator’s fantasy, and form a wonderful 

stage for art. The interstitial nature provides the interest, utilising the industrial quality of the 

materials to great effect. As Gawronski also found, the spaces have enclosure, compression 

and expansion, and cross axes formed by the road/land axis and the twin bridges crossing the 

water. The repetition of the bridge stanchions, and repetition and rhythm of the railings to the 

pedestrian paths provides the framing to a thrilling and underappreciated space.  Refer Figure 

83. 
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Figure 83  Ann McMahon, Ship of fools, 2016, photo Sean Davey.  
 

Deirmendjian installed two works, breach and reach. breach was discussed in chapter 3. 

reach comprised 60 rubber gloves, suspended by cable from the lake floor. These works were 

particularly engaging with the public, in unexpected ways. The siting just under the water or 

just breaking the water utilised the point at the junction of two elements: air and water, 

engaging with the visible physical action of the water created by invisible wind action. Refer 

to additional commentary in Chapter 5. Refer Figure 84. 
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Figure 84  Gary Deirmendjian reach Photo the artist. 
 

Jon Campbell developed seven gouaches on paper based on the publics real-time responses to 

Greg Taylor’s Down by the Lake with Liz and Phil 1995 (discussed in Chapters 2 and 3).  

Campbell sourced newspaper and press coverage and reproduced direct quotes from opponents 

(usually monarchists) of the Taylor’s work. Campbell’s text based works were executed in his 

‘trademarked’ ‘CAVEMAN’ font, where block capitals are collapsed onto succeeding letters.  

Campbell stretched back twenty years to recall reaction to a work, provoking our memories of 

Taylor’s installation. The works comprised the following press clippings: Refer Figures 85 and 

86. 

 

OBSCENE VULGAR NAKED QUEEN LOSES HER HEAD 

ARE WE NOW GOING TO HAVE A TWELVE METRE HIGH PENIS CALLED PRIME 

MINISTER 

HEADS MAY ROLL OVER NAKED ROYALS A REVOLTING DISPLAY and 

ALL THE PERVERTS OF CANBERRA HAVE GONE AND STARED AT HER BREASTS 

SOME OF THE SICK REPUBLICAN PERVERTS EVEN TOUCHED THEM 
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Figure 85  Jon Campbell, artist talk at contour 556 

2016, photos Neil Hobbs. 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 86  Jon Campbell, Heads may Roll over Naked 

Royals, 2016 photos Neil Hobbs.   
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Emma Beer’s four paintings were a new direction for her. She wanted to define ‘space 

between sound and vision.’17 The works are similar to Deirmendjian’s reach in their use of 

the interstitial space between two senses. Her paintings are a bridge to performance. She 

based her paintings on the Carillon, ‘to dive into colour-music or colour field painting 

employing function outside the boundaries of image making, where abstraction can expand, 

embrace and occupy wider spheres for activity’.18 

Figure 87  Emma Beer  
 
space between x y z 

space between vision and sound 

space between time and form 

space between elementary atoms 

From the series 

SPACE BETWEEN SOUND + TIME + FORM, AFTER THE CARILLON 2018 Photo Jordan Evans-Tse 

 

Dahlhausen produce the largest work for contour 556 2016. It was 11 metres high, and was 

the largest light work that he had produced at that time. It was installed on a scaffold placed in 

                                                
17  Refer artist’s statement in Appendix A. 
18  Refer artist’s statement in Appendix A. 
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front of the end façade to the Fitters Workshop, in the Kingston Arts Precinct. It was 

ambitious, and drew acclaim from the audience. The siting of the building is incongruous, the 

building sits in a zone cleared of minor buildings and various former structures associated 

with the powerhouse, and has been an unsealed carpark for many years, waiting for future 

development as the Kingston Arts Precinct. Given this setting, Dahlhausen’s artwork is 

located in an interstitial space, a forgotten, overlooked space. The scale of the artwork was 

balanced by the form and mass of the Fitters Workshop; Dahlhausen drew attention to the 

junction of the solid edge of the building with the fragility of his installation.  It is another 

example of how artworks resonant when sited at the junctions of two elements, solid and 

gaseous, or air and water as with Deirmendjian, or sound and vision as with Beer. Dahlhausen 

gave an artist talk in-situ. The work was set to a timer, and operated from dusk until early 

morning. Refer Figures 88 and 89. 

 

     
Figures 88 and 89  Christoph Dahlhausen, Stabilizing Light, 2016 Photo Christoph Dahlhausen.    
 

Frazer Bull-Clark shot Civic Pool on Super 8 film that was then converted to a digital copy. It 

recreates the memory of summers past.  Civic Pool dates from 1955, at a time when 

development of Canberra was ramping up from the stop-start nature between and during 

WWI and WWII. Bull-Clark has captured the essence and the memory of space, which is 

particularly prescient, as there are redevelopment plans across that portion of Civic and the 

future of the pool is uncertain. Refer Figure 90. 
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Figure 90  Frazer Bull-Clark Civic Pool 2018 image still by the artist.  
 

Performance works in both editions were very popular with the audience, measured through 

survey responses in 2016 and 2018 and public voting in 2018. Performative works were 

selected for their engagement with the designed landscape. Shagys Shags presented a 

durational performance, Flood, over 4 weekends, each of 3 hours. Each Sunday she wrote 

excerpts of Jane Rawson’s novella ‘The Lake’ backwards on the inside windows of the East 

Gallery space. The words were visible to the audience reading from outside the gallery space. 

As the text advanced up the glass, gradually and inexorably rising and filling the window, it 

referenced the durational experience of watching the lake fill 54 years ago. On the 3rd 

weekend Jane Rawson and Shags presented an artist talk, on their combined art forms – of 

writing and that process, and of the process of presenting the written words as a visual 

artwork. Refer Figure 91. 
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Figure 91  Shagys Shags Flood, 2018 Photo Sean Davey.  
 

The 2016 exhibition featured performances by Hiromi Tango, on the opening night and by 

David Capra on the following day. Tango produced a dance/performance work based on her 

Banksia Magic installation. The work was an amalgam of locally sourced Banksia marginata 

and portions of a previous work at the Adelaide Biennial earlier in 2016. At the conclusion of 

contour 556 re-usable portions of the artworks were sent back to Tango. This is a pressing 

issue with larger scale temporary installations – dealing with waste/reuse/repurposing 

elements.  Artists are generally very adept at this, due to the high cost of material and general 

environmental awareness. 

 

David Capra presented a performance with his dog Bella, for the Canberra launch of his 

perfume; Eau de wet dogge, as seen on breakfast television on a monitor during the 

exhibition. This generated much audience engagement; Capra offered fur styling through a 

mobile dog wash van for those dogs who attended. Capra delivered yet another example of 

the audience becoming the artwork. Refer Figures 92 and 93. 
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Figure 92  Hiromi Tango, Banksia Magic 2016, photo Jordan Evans-
Tse. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Figure 93  David Capra, Eau de wette dog, 

2016, photo Jordan Evans-Tse.  
 

 

Miriam Pickard and A Chorus of Women staged Penelope’s Odyssey, in 2016, a performance 

in the National Gallery of Australia Sculpture garden, commencing in Fujiko Nakaya’s fog 

sculpture, passing by Bourdelle’s Penelope, 1912 (cast 1972) and finishing at the James 

Turrell Skyspace 2011. Refer video link in appendices for images of Penelope’s Odyssey. The 

performances were very successful in activating the space and in developing engagement with 

the public beyond the ‘aware’ audience.  Some of the more exclamatory responses were from 

the random public who chanced past the performances while walking the lake perimeter. 

Refer Figure 94. 
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Figure 94  Miriam Pickard and A Chorus of Women, Penelope’s Odyssey, 2016 Still image from video by 

Anna Howard.  
 

Caren Florance cordinated three poets, Melinda Smith, Owen Bullock and Shane Strange, at 

three locations for each of the three weeks of contour 556. Each poet composed text for the 

variable message board (VMB) format, max 3 lines, max 18 characters on the screen. Each 

poet composed a ‘day’ text and a ‘night’ text, as the words played out to the passing audience. 

Refer Figure 95. 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Figure 95  Caren Florance Signs of Life 2018 Photo Jordan Evans Tse.  
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Fiona Hooton/Localjinni assisted by Catrina Vignando ran 8 ‘Lake Stories’ walks around the 

northern foreshore of Lake Burley Griffin. They used urban infrastructure – signs, seats, 

concrete walls and abutments to project short film clips of stories about the lake and the 

people associated with the lake. The walks had another purpose: to reclaim the right for all 

groups to make use of public space through the 24 hour cycle. All but 2 of the walks were 

booked out. Eighty-nine per cent rated the walk as well organised and had a positive 

experience. Hooton was voted as the Peoples’ Choice winner at the closing event for contour 

556 2018. Refer Figure 96. 

 

Figure 96  Fiona Hooton aka Localjinni lakeside stories Photo Catrina Vignando.  
 

Miriam Pickard performed her piece at the intersection of the land and water axes. Her body 

lined up with the land axis, and when she spread her arms she lined up the water axis. 

Pickard’s performance activated the two key landscape design devices imposed over the 

landscape. She performed twice; the first performance coincided with a full moon rising in the 

east. Pickard drew big crowds to each performance and brought the creation story of Isis and 

Osiris to life in the lake. Refer Figure 97. 
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Figure 97  Miriam Pickard Primordial Mermaid Photo Karina Harris.  
 

 

Zoe Brand’s performance of Mate consisted of Zoe dressed in a generic uniform standing by a 

ticket dispenser that dispensed tickets to the audience to many of the performances and events 

through the program including the opening night, the poetry sessions and Shagsy Shags Flood 

performances, and the public forum. Mate is apposite for the lake site, being adjacent to the 

High Court of Australia, where mate has entered into legal folklore through former Justice 

Lionel Murphy’s description of his ‘little mate’, solicitor Morgan Ryan. Zoe stood outside the 

East Space gallery for several occasions and engaged directly with the public. (Zoe’s 

interview on the contour 556 2018 video by Anna Howard is well worth viewing – refer 

appendix G). Zoe presented five performances and handed out 540 ‘mate’ tickets. Refer 

Figure 98. 
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Figure 98  Zoe Brand Mate Photo Jordan Evans-Tse. 
 

 

Jacqueline Bradley performed Boat Race 2016 along the water axis, up to the intersection 

with the land axis. She placed the performance in the centre of the designed heart of Canberra.  

Each performance across contour 556 2016 was very well attended and drew very positive 

responses from the audience. The austere serge uniforms (made by Bradley) juxtaposed a grey 

opaque bureaucracy with the monotone white concrete pavement. It was a performance for 

Canberra. Refer Figure 99. 
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Figure 99  Jacqueline Bradley Boat Race 2016 Photo Neil Hobbs.  
 

Glen Hayward produced some of the more obscure works on first view for contour 556, but 

on closer examination some of the most appropriate. While exhibiting in New York in 2017, 

he photographed many museum interiors. He visited Dia’s Earth Room, 1977 by Walter De 

Maria.  De Maria’s first Earth Room was realised in Germany in 1968, the same year that The 

National Library of Australia opened.19 The Dia Foundation prohibits photography at the 

Earth Room; however Hayward circumvented the prohibition by surreptitiously taking photos 

of the ceiling, and the exposed water pipes/sprinkler system. Hayward also exhibited carved 

elements of The Guggenheim Museum, The New Museum and a series of turned timber paint 

pots that were replicas of the paint pots used by Jackson Pollock. Hayward drew connections 

from New York to Canberra – through the architecture of the cultural buildings, and through 
                                                
19 Dia, ‘Walter de Maria, The New York Earth Room’ <https://www.diaart.org/visit/visit/walter-de-maria-the-new-york-earth-
room-new-york-united-states/>. 
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the artists and architects who straddle both cities He noted that the East Space Gallery is a 

partially buried space. He placed the Earth Room pipes on the ceiling in the East Space. In 

New York, the earth is on the floor and the pipes were above, in Canberra, the earth was 

above the gallery. The other carved elements spoke of New York architectural history, very 

similar to Canberra, as both Walter Burley Griffin and Marion Mahony Griffin spent time in 

Frank Lloyd Wright’s studio in Chicago in the early 1900s. Wright was the architect of the 

Guggenheim Museum.20 Refer Figures 100, 101 and 102.  

 

Figure 100 is a replica of the ceiling of the Dia Earth Room, New York. 

 

 
Figure 100  Glen Hayward As If, 2018 Image still from video by Anna Howard. 
 

 

Figure 101 is of a series of replica paint pots used by Jackson Pollock in his painting during 

the period he painted Blue Poles, in the collection of the National Gallery of Australia since 

1973. 
 

                                                
20 Margaret Petrykowski, ‘Architecture’, Walter Burley Griffin Society <http://www.griffinsociety.org/Lives_and_Works 
/architecture.html>. 
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Figure 101  Glen Hayward As If, 2018 Image still from video by Anna Howard. 
 

Figure 102 is a replica of the handrail at the Guggenheim Musuem, rendered in timber and 

paint. 
 

 
Figure 102  Glen Hayward As If, 2018 Photo Jordan Evans-Tse.  
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Chapter 4 has outlined the curatorial and artist briefs, and demonstrated the iterative approach 

to site selection and artwork development that was developed between artist and curator. I 

have demonstrated the transformative nature of the artworks presenting in the contour 556 

2016 and 2018 exhibitions, and how they have interacted with the space to change it into 

place. I assessed key artworks against four spatial typologies and the relative success of the 

artworks to mediate scale, and to resonate with the public. This confirms my first thesis 

question: how can temporary art transform space into place? It also satisfies the first two 

propositions: That temporary art can transform space into place; and that temporary art can 

make spaces memorable. 
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5. Viewer Responses 

 

This chapter contains three sections that discuss specific audience responses from the 2016 

and 2018 editions and outcomes from the public forum. Part A includes reference to survey 

responses and direct engagement with the public, and documents post-event discussions with 

cultural institutions and funding agencies. Part B sets the scene for the forum by discussing 

changes in public art delivery and implementation over time, including discussions of the 

various public and private collections of external public art in Canberra. Part C provides an 

analysis and summary of the forum panels responses to the propositions and questions. The 

discussion is summarised through six key topics: Space vs Place; On Memory - do we like the 

art? Does it matter? Does it have to stay? Public vs Private procurement; Public benefits; 

Documentation – legacy of past events and Site Specificity. It concludes with a discussion of 

two questions that are pertinent to memory and transformation.  

 

A. Audience Response 

 

The two iterations of contour 556 in 2016 and 2018 produced a wide range of responses to the 

landscape setting of the lake. The 2018 exhibition saw 56 artworks and performances by 60 

local, national and international artists installed around Lake Burley Griffin and the Kingston 

Arts Precinct. The 2018 artworks transformed key landscapes within the central lake area 

such as Henry Rolland Park, The Land Axis at Commonwealth Place, Bowen Place, Bowen 

Park, The National Library foyer and forecourt, the National Gallery of Australia Sculpture 

Garden, Megalo Print Studios, East Basin and Kingston Foreshore. Artworks were also 

exhibited in the Cox Architecture Gallery Foyer. 

 

The nature of a public event, in public land, with no prospect of crowd counting due to the 24 

hour timing of the event meant that quantifiable methods of collating the audience responses 

would not be practical or even possible. I measured public and authority reaction through 

qualitative discussions and interactions with the audience, supporters, volunteers and land 

managers and approval authorities during and post the event. The outcomes of these 

discussions were documented in sponsor and event reports. 
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contour 556 2016 met with almost universal acclaim, from land managers, the public, and the 

Canberra arts community. It delivered many tangible benefits to the artists, ranging from 

artwork sales to invitations for new and larger commissions. I prepared an on-line and 

physical survey to document responses from the public. The responses from the viewing 

public were varied, in line with the diversity of artworks and performances. Many 

respondents commented how it ‘made them look at the lake/landscape in a different way’. 

Several commented on the sense of ‘beauty’ or delight that the intervention caused them to 

notice or feel about the space around the artworks. Artworks affected viewers in a range of 

ways, engendering feelings of amusement, depression, amazement, curiosity, intrigue, 

happiness, sadness, joy and exhilaration.  Viewers expressed appreciation of the ‘flat beauty 

of the landscape’, and were ‘more conscious of Canberra, and its landscape and history’, 

and how it ‘made the outdoor environment feel more interesting, creative and energetic’. 

The combination of spatial analysis and artistic interventions produced a transformation in the 

publics’ feelings and memories reacting to the composition of the artwork and the landscape.   

 

contour 556 2018 provoked a range of reactions from the public. I as curator asked direct 

questions of random audience members, at performances within the gallery exhibition and 

outside the East Gallery space. Other volunteers recorded commentary from the audience as 

they engaged with them while the gallery space was open, from 10.00am -5.00pm each day. 

Generally the reactions were very positive and people appreciated the quality of the artwork 

and the intent with most of the placements. Negative comments were expressed by one person 

about ‘disrespect for Canberra’ over Richard Tipping’s ‘CANBERROR’. Richard had been at 

pains to express his point that the artwork referred to the poor decisions (Errors) that 

emanated from Parliament House, and while ‘Canberra’ was shorthand (in the media) for 

those decisions it certainly was not his intent for the work to be read as a critical comment on 

Canberrans or their city, rather the decision-making body that is our National Parliament. 

Similar feelings about the placement of Alex Seton’s ‘Golden Calf’ to intersect with the land 

axis – interrupting the view (temporarily) of the War Memorial from Commonwealth Place – 

which of course was the point behind the placement.   

 

A triple 0 call was recorded early in the exhibition, where a small child had thought one of 

Gary Deirmendjian’s gloves in reach was a body in the lake. Deirmendjian had placed 60 

gloves in the lake, set to either break the water surface with a finger or float at varying levels 
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into the murky water. To counter any further public risk we produced a media release and the 

ACT Government placed an all-personnel email to all ACT Government staff. I received a 

phone call from a self-described ‘71-year-old’ who told me how much she appreciated 

contour556 and how she was ‘loving how Canberra is developing’. Other direct comments 

from the public commended the event for the way they ‘enacted with the cultural institutions’. 

 

I held post-event briefings with the funding agencies and several of the cultural institutions. 

All meetings were positive and looked for possible enhancement for future events. All agreed 

during discussions that the event had activated the landscape spaces and had contributed to an 

enhancement of people’s experience, that is, ‘space had been turned into place’, at least for a 

short period of time. An area where more could be made of the connections of the city to the 

landscape could be through extensions on Commonwealth Avenue to City Hill and the 

southern edges of Civic. Another idea was to site works in clusters around the lake, allowing 

for potential to promote each cluster specifically – through scheduling of performances in one 

location per weekend for instance. This could have a number of benefits:  it could increase the 

incidental audience, allowing office workers to engage with the exhibition easily within a 

lunchtime; it meets the city enhancement and city activation goals of the City Renewal 

Authority, who are also a potential funding source and funded artworks installed in Henry 

Rolland park in 2018; and it could lead to the intensification of artworks, in clusters in several 

locations, (as in City Hill/South Civic, and Henry Rolland Park, and possibly the National 

Museum of Australia as north lakeside precincts) further increasing potential audience and 

providing promotional opportunities for specific weekends or periods during the exhibition. 

The National Capital Authority suggested considering using Springbank Island, west of the 

Acton peninsula as a potential performance space. My request to them was to explore the use 

of pontoons for future events. They noted that the central section of the lake has anchor points 

that are available for pontoons or larger watercraft, that could then act as plinths for artworks 

or performances. Refer to Appendix G for summary of the audience survey. 

  

The connections to past performance/memory/documentation were tangible in 2018. Tom 

Buckland and Kon Kudo recreated/reinterpreted Jean Tinguely’s Homage to New York, 1960, 

with their work; ‘Destructamatic: Homage to a Homage – A self-constructing and self-

destroying work of art’. As in 2016, the performance pieces, being held in public space by the 

lake edge, attracted very favourable responses from the viewing public. In part perhaps 
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because of their novelty, their unexpectedness, and the way that they ‘occupied’ the landscape 

and the lake in a way that a static object cannot do. Buckland and Kudo performed on the 

opening night, to over 350 people. Refer to Figures 103 and 104. 

 

 
 
 
 
 
 
 
 
 
 
 
Figure 103 Jean Tinguely with his work 
"Homage to New York" in 1960. Credit Museum of 
Modern Art/Scala, Art Resource.1  
 

 

 
Figure 104  Tom Buckland and Kon Kudo Destructamatic, 2018 Photo Jordan Evans-Tse.  
 

 

 

 

 

                                                
1  Rachel Wolff, ‘A Homage to a Homage, Destruction at its Core’, New York Times, 10 April 2011 

<http://www.nytimes.com/2011/04/10/arts/design/swiss-institutes-destruction-pays-homage-to-jean-tinguely.html>. 
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Other installations that succeeded in a landscape architectural sense, through their siting or 

their appropriateness to my four typologies of space, (axial, interstitial, enclosed and 

prominences) place were: 

 

2016:  

Axial 

Jacqueline Bradley Boat Race, Jon Campbell A revolting display, and Peter 

Vandermark’s Sky Shoes.  

Interstitial: 

Gary Carsley One Place in Another, Anne McMahon Ship of Fools, Archie Moore 

Crop: Noun/Verb, Christoph Dahlhausen Stabilizing Light,  

Enclosed  

Haeli Van Veen Committee Meeting,  

Event wide –  

Prominence 

Katy Mutton In Plain Sight, David Capra Eau de wet dogge Miriam Pickard + A 

Chorus of Women’s Penelope 

 

2018:  

Axial 

Gilbert Riedelbauch Triangulated Column 3 x 3 Gold, 

Alex Seton The Golden Calf, 

Miriam Pickard, The Primordial Mermaid, 

Jason Wing Ask us what we want.  

Sian Watson Flooded 

Shags and Jane Rawson Flood 

Interstitial 

Christopher Carmody (insert text), Dean Cross Molonglo Monument, Fiona 

Hooton/Localjinni, Lake Stories Harijs Piekalns Manifest Subversion, Song Street 

Project Dream Comfort Memory Despair, Kael Stasce Revision 

Enclosed 

Anna Madeleine and Jess Herrington Weird Weather, 
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Prominence 

Richard Tipping CANBERROR 

Other 

Emma Beer, from the series SPACE BETWEEN SOUND + TIME + FORM, AFTER 

THE CARILLON, Zoe Brand Mate, Tom Buckland and Kon Kudo, Destructamatic, 

Frazer Bull-Clark Civic Pool, Glen Hayward As If, , , ,  and  

 

contour 556 included a series of workshops for schoolchildren. I considered this an important 

component of the event, to accentuate childrens engagement with the artworks and with the 

artists. A series of questions on twelve of the artworks was proposed which was available for 

students to work on in their own time. A sponsor provided funds for artist run workshops. 

Two workshops were delivered by Mariana del Castillo, to a group of students from Blue 

Gum Community School and a group of home-schooled children. Refer Figure 105. The 

education resource content is available on the contour 556 website: 

https://www.contour556.com.au/education  

 

 
Figure 105  Blue Gum School workshop (in front of Emma Beer paintings) Photo Mariana del Castillo.  
  



 

 

 
173 

 

B. Public Art Forum - Art in Public Space in Canberra – an overview 

 

The ACT Government maintains a database of installed works of art in public space. As of 

July 2018 there are 136 works of art on the database.2 There are also over 100 national 

memorials, fountains and artworks managed and maintained by the National Capital 

Authority.  A couple of memorable examples of these are Norma Redpath’s fountain at the 

Treasury Building, and Robert Woodward’s water feature/cascade at the High Court of 

Australia.3 

 

Canberra has an array of public art. These public collections are matched by other corporate 

or privately developed permanent sculpture collections. Noting the legacy of Commonwealth-

procured public art prior to self-government for the ACT,  and the National Gallery of 

Australia’s own Sculpture Garden, art in public space in Canberra since the late 1990s has 

seen six major periods, site developments or methods of providing public art. 

  

The Australian National University has a long history of embedding art within the built 

landscape, from inception in the late 1940s, but this was increased significantly from the late 

1990s and into the 2000s at the instigation of the then Head of School of Art David Williams, 

in the International Sculpture Park, as well as the main body of the Acton Campus.4 From the 

early 2000s, former Chief Minister John Stanhope championed sculptural installations across 

Canberra’s public realm, with most in in East and West Civic.5 The National Arboretum 

Canberra is a public institution which although publicly funded, has many artworks that have 

been donated or at least supported by private individuals or community groups.6 New Acton, 

a mixed residential and commercial precinct that has developed over the last decade, has had 

a host of privately procured artworks installed in landscaped courtyards and embedded in the 

built urban fabric.  The works are generally sited in or on leased land, rather than public 

space.  In 2013 The Canberra Times noted that 50 works had been installed, (many not 

                                                
2  ACT Government, ‘Public Art Database Search’, Arts ACT <https://www.arts.act.gov.au/public-art/search>. 
3  National Capital Authority, ‘National Land and Lake’ <https://www.nca.gov.au/national-land/national-land-

management-and-use>. 
4  Australian National University, ‘Sculpture Walk’ <https://services.anu.edu.au/campus-environment/trails-tours/sculpture-

walk>. 
5  Tom McIlroy, ‘Canberra’s public art program lacks strategy: ACT Auditor-General’, The Canberra Times, 12 October 

2017 <https://www.canberratimes.com.au/national/act/canberras-public-art-program-lacks-strategy-act-auditorgeneral-
20171012-gyzdoa.html>. 

6  National Arboretum Canberra, ‘Art’ <https://www.nationalarboretum.act.gov.au/visit/art>. 
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necessarily in publicly accessible space).7 The Capital Airport Group has installed several 

works in the Canberra airport precinct and adjacent Brindabella Park.  There are currently 

thirteen artworks either in the Airport Terminal and surrounds or within Brindabella Business 

Park.8 Most works are publicly accessible, (at least to view if not walk up to and around) but 

they are not all in the public realm, as observed by William Lim.9 Denman Prospect, a 

suburban development in Canberra’s Molonglo Valley, has been developed by Capital Estate 

Group over the last two years.  It contains four large sculptural installations, with more to be 

installed in and around the shopping centre currently under construction.   

 

It would seem that there is a focus on installed permanent works, at least through the private 

sector. Publicly funded permanent public art also appears to have been surpassed by private or 

public/private initiatives.  If this pattern continues there are risks in ceding the ground to 

private interests, with the potential for restrictions of public freedoms in private space.10 

 

As discussed in Chapter 2, temporary cultural events are very popular with local governments 

and consequently the private sector through potential to increase tourism, ‘bed nights’ 

restaurant activity and other value-adds to a local economy.11 How can events best be funded?  

What model provides the best benefits?  If it were to be contour 556, what constraints do 

public or private sector funding impose or artist and curatorial integrity? 

  

                                                
7  NewActon, ‘Art’ <http://newacton.com.au/directory/entertainment/art/>. 
8  Canberra Airport, ‘Sculptures’ <https://www.canberraairport.com.au/attraction_type/sculptures/>. 
9  See William S.W. Lim, ‘Public Space Today’ in William S.W. Lim (ed), Public Space in Urban Asia (World Scientific, 

2014) 20. 
10  Ibid. Lim notes (in Southeast Asian cities such as Singapore, Kuala Lumpur and Jakarta) that when older precincts are 

redeveloped, increasingly by the private sector, the control of the open space passes from public to private hands.  This 
has benefits in that the maintenance and general presentation of the spaces can often be an improvement over a cash-
strapped local council or local authority, however there are risks to abandoning community or not-for-profit spaces to 
private interests. 

11  Some Territory-sponsored Canberra examples are Enlighten, and of course Floriade.  Public sector supported examples 
in Sydney include Vivid, The National, and the Biennale of Sydney.  These are matched by The Adelaide Biennial, 
Melbourne Art Week, Brisbane’s Asia Pacific Triennial to name only a handful.  The private sector is involved in 
sponsorship of these events, as well as holding specific trade events such as art fairs, notably in Sydney and Melbourne in 
Australia, now a worldwide phenomenon. 
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C. Public Forum discussion and outcomes 

 

The panel was moderated by Genevieve Jacobs. Panel members were Richard Snow, Jason 

Wing, Natalie Thomas, Chris Wallace, Owen Craven and Leon Paroissien.  Jacobs is a 

journalist and former long term local ABC Radio presenter. Richard Snow is Head of 

Property at the Canberra Airport Group. Jason Wing is an Indigenous artist based in Sydney, 

who was part of the contour 556 2018 artist group. Nat Thomas is a Melbourne-based artist 

and blogger as Nattysolo. Chris Wallace is a former press gallery journalist and a fellow in 

the National Centre of Biography at the Australian National University. Owen Craven is a 

curator with Urban Art Projects. Leon Paroissien was the founding director of the Museum of 

Contemporary Art in Sydney and is currently a member of the City of Sydney Public Art 

Advisory Panel. 

 

By way of introduction, Richard Snow spoke of his company’s recent public art installations, 

in a private sculpture park, at Canberra Airport, and in the future public realm, at Denman 

Prospect. Given the external permanent siting of all works, Richard did not differentiate 

between each location, however there is a level of fragility inherent in some of the Airport 

installations not present to those in the wider public realm. 

 

The forum considered the questions of the transformative potential of art in a place through 

three propositions: That temporary art can transform space into place; that temporary art can 

make spaces memorable; and that contour 556 is the right thing at the right place at the right 

time?12 

 

Further, it posed three questions of the panel: Is art important to the public? how can  the 

landscape act as a canvas for memory?; and  what are the possibilities for temporary 

interventions to change the way we see space?  

 

The forum discussions ranged over the propositions and questions more broadly, and covered 

some in more detail than others. The forum canvassed the recent history of art in public or 

publicly-accessible space in Canberra. It considered the wider public benefits of art events 

                                                
12  Refer transcript of the forum at Appendix H. 
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and funding models towards a sustainable pattern of events. Another topic related to site 

specificity.  Given the frequency of events in such a crowded calendar, what happens to all 

the site specific works that are produced for a temporary event? Can the works be recycled? 

Can the works disappear back into the environment? Can works be repurposed and re-sited 

successfully? The forum also addressed how temporary public art events should be best 

funded – philanthropy/sponsorship/grants? It considered issues of curatorial constraints, land 

manager and land owner constraints, and if there are any restrictions on content. 

 

I identified several themes from the discussions that answered all or parts of the questions and 

detail the discussion below: 

 

Space vs Place 

 

Jason Wing spoke how Aboriginal people see space differently. He spoke of the colonial 

takeover of indigenous space, and how for place to be recognised and celebrated by the 

community of Australia a reckoning was required to reconcile the different views. His 

example: A ‘natural’ river valley may be a pleasant and peaceful place for non-indigenous 

people but for indigenous people it may represent a massacre site. 

 

Nat Thomas spoke of a first visit to a ‘new’ place, (for her, Canberra and the contour 556 

site), and how a first impression laid down a memory track that may not repeat on second 

impression as the novelty of a space wore off. The unfamiliarity of a place excited her. 

 

Owen Craven said that people make places. While Chris Wallace spoke of the dimension of 

time on a place, and how political and economic changes can add new layers, sometimes in 

addition to but often as Wing said, removing the previous iteration of place. 

 

Genevieve Jacobs raised a comment I made during an interview with her for The RiotAct 

where I stated my curatorial role was akin to wiping your finger over an ant trail in the bush13 

                                                
13  Genevieve Jacobs, ‘Public art makes a huge splash lakeside, RiotACT, 19 October 2018 <https://the-riotact.com/public-

art-makes-a-huge-splash-lakeside/269664>. Hobbs says ‘the effect is a bit like blocking an ant line in the bush. “I’m 
disrupting people’s perceptions and memories of what their regular path is. I want to interrupt that solitude of people 
listening to their headphones, not really thinking about their surroundings’. 
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– the regular patterns of the ant colony are disrupted. The colony needs to re-establish its 

pattern.  What recall of the disruption remains with the ants I wonder? 

 

Leon Paroissien spoke of the change in public art procurement and art delivery in Sydney.  A 

much more engaged historical and archaeological process forms the preliminary part of the 

artist investigation.  Sydney has a much longer European settled history than Canberra, and 

artist briefs extend to cover exploratory digs to uncover the European and Indigenous history 

of a site.  I note that several of the contour 556 artists, Florance, Bender, Piekalns, Hooton 

Wing and Cross certainly made use of pre-settlement history in their artworks.14 

 

Thinking of these comments about space and place, and site specificity, the artworks that I felt 

were most successful in changing the place, and altering the immediate landscape were those 

that achieved one of other of the following: the artwork changed the scale of the immediate 

location (Seton, Kang, Deirmendjian (Kings Avenue Bridge), Piekalns, Carmody, 

Vandermark); the artwork required several views and encouraged walking close to the work 

(del Castillo, Riedelbauch, Bleach/Townsend, Marr, Kang, Seton, Piekalns, Cross, Dickens); 

and the artwork introduced new knowledge or highlighted forgotten histories 2016: (Moore, 

Carsley), 2018 (Cross, del Castillo, Hooton). 

 

Wallace’s comments about history and time having a deep influence on place are pertinent for 

Canberra, being (in western terms), such a young city.  During Hooton’s Lake Stories she 

included a 360 degree view of Canberra in 1913. The place is unrecognizable from today, yet 

already, then only eighty years after pastoral settlement; (a longish but not unreasonable 

lifespan at that time) it bears little relationship to how it would have presented in 1833.  

 

On Memory - do we like the art?  Does it matter? Does it have to stay? 

 

Craven spoke of the ability of a temporary event to take more risks that permanent siting, as 

the risk of public rejection is removed due to the short duration of the events. Having said 

that, he noted that several artists have delivered quite challenging permanent artworks, 

including Tony Albert’s Thou didst let fall 2014, in Hyde Park Sydney,15 and Fiona Foley 

                                                
14  Refer to artist statements at Appendix A. 
15  City Art Sydney, ‘Yininmadyemi Thou Didst Fall’ <http://www.cityartsydney.com.au/artwork/yininmadyemi-thou-didst-

let-fall/>. 
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Witnessing to Silence 2005 at the Brisbane Magistrates Court.16 Wallace noted that the art in 

an event like contour 556 is impossible to ignore, and it can (and should) infuriate and be a 

thorn in the side such that a council or authority could not entertain a permanent siting. 

 

The forum discussed generally the advantages that temporary events had over permanent, in 

terms of durability, stability, (up to a point) and certainly for maintainability.  Paroissien 

restated the case of Angel Place in Sydney, where during the initial temporary installation a 

member of the public complained to the RSPCA about the cruelty being inflicted on the ‘birds 

in cages’ (of course they were recordings of the ‘lost’ bird calls of Sydney). Paroissien 

continued to state that temporary work enhances a place – that many years later on returning 

to the place ‘you remember what you saw a certain sculpture or piece of art in that place.’17 

 

Thomas noted how art can work its way into your memory, not just at the time of first 

encounter, but later on, and sometimes through a discussion about the work post the event, 

where a deeper understanding of the work may permit a more enhanced or even nuanced 

memory to develop. 

 

Paroissien’s comment about a retained memory of an event, and Thomas’ statement about 

how a memory can develop or attach after the time of exposure to the image or sound bears 

out the potential of temporary art to add to memory of place. 

 

Is contour the right thing in the right place at the right time? 

 

Wallace was adamant that contour 556 energised the public. She bemoaned the loss of 

funding for temporary events and the wider cuts facing cultural institutions over several 

decades.  She termed it a war on public funding, and noted the time that directors of 

institutions have to devote to securing philanthropic support. She noted the loss of prestige 

that art and culture have suffered due to political indifference. She was adamant that contour 

556 can be a catalyst to bed down a regular event, if only politicians changed their attitude: 

 

                                                
16  Fiona Foley, ‘Witnessing to Silence’ <https://www.uapcompany.com/studio/brisbane-magistrates-court>. 
17  Refer contour 556 forum transcript at Appendix H. 
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If I could make one intervention myself it would be to hit the fire alarm in 

Parliament House get everyone in the forecourt load them on buses bus them 

straight down to the lake foreshore and enforce contact through the artworks 

from whoever has managed to evade them not going to their temporary 

accommodation during parliament in the last week where we had a big 

impact.18 

 

Paroissien, Wallace, and Craven were certain that contour 556 was the right thing at the time 

and in the right place. 

 

Wallace again:  

 

556 is another expression that we live in a community where people are 

challenged to think where people get off their arse bother doing something like 

this organise the philanthropy to support the artist to create the art to generate 

the thinking because without thinking we're doomed.19 

 

Wallace is unhappily correct in her statement about the lack of political will to support and 

maintain cultural activity in Australia.20 The last few years have seen significant cuts to the 

main commonwealth arts funding body, The Australia Council. contour 556 was successful in 

receiving funding from the Australia Council in 2016, however in 2018, two applications 

were judged to be in the top thirty per cent of submission, however in each funding round 

only twelve and thirteen per cent of submitted projects were funded. contour 556 has cut 

through to local government, and the directors of commonwealth funded cultural institutions, 

but not necessarily into the higher levels of politics. 

 

Public vs Private procurement 

 

On to funding of events, Craven noted that these events need a commitment from many 

different parts of the community, public, private and the audience to visit and engage with the 

                                                
18  Ibid. 
19  Ibid. 
20  Richard Watts, ‘$5.4 million cut from Australia Council budget’, Arts Hub, 19 December 2017 

<https://www.artshub.com.au/news-article/news/grants-and-funding/richard-watts/54-million-cut-from-australia-council-
budget-254972>. 
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artwork. Craven noted it was not just tourism and bed nights/restaurant dinners that were 

metric for business and governments to appreciate but it also includes the intangibles such as 

reflecting on artist talks and the other memories of a place that are engendered that can 

change a public appreciation of a place and generate a slower burn economic effect. 

 

Jason Wing commented on whether an artist’s response changes if the project funding is from 

the private or public sector: He noted that is some jurisdictions the 1% public art policy has 

been degraded by developers not fully engaging in the process and treating it more as a box to 

tick for a Development Application. Wing considered that there needs to be a better 

accounting for public art contributions from developers. 

 

There is a risk and a potential loss of artistic freedom with any funding, recalling the 

controversies with Greg Taylor’s two Canberra installations. Wing noted that he felt some 

private commissions did not necessarily have artistic freedom as a key criterion. 

 

Public benefits 

 

Wallace noted that public events can change the way we see space; by adding layer and 

context and overlaying/recognising history. Wallace held these outcomes to be very beneficial 

to a community. Craven also noted the success of temporary installations at Barangaroo in 

Sydney, and the positive feedback that UAP had received from that installation. These 

observations back up the contour 556 forum propositions, space can be turned into place, and 

a place can be made memorable through temporary art interventions. 

 

Documentation – legacy of past events 

 

Paroissien noted that external events are not documented to the same extent that internal 

exhibitions are. Like performance art, if you were not there did it really take place? A famous 

example is Yves Klein’s Leap into the void 1960, where an image of him purportedly leaping 

from a window and appearing to fly. The event was staged and never actually took place in 

the manner depicted in the photograph.21 Paroissien noted that the Biennale of Sydney has a 

                                                
21  The Met, ‘Heilbrunn: Timeline of Art History’ <https://www.metmuseum.org/toah/works-of-art/1992.5112/>. While 

Klein did leap from the building he actually was caught by assistants holding a tarpaulin.  Klein superimposed two 
images, one of an empty street, the other of him supposedly in flight.  
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rigorous archival system in place – a New South Wales library archivist has collated material 

from the Biennales, and it is available through the Biennale of Sydney online archive.22 A 

positive outcome for contour 556 has been the archiving of the 2018 website through 

PANDORA, by the National Gallery of Australia.23  

 

Site Specificity 

 

Wing works site specifically, and has issues with works that do not necessarily fit the site.   

Leading on from this Paroissien noted that so many of the works that had been exhibited 

(temporarily) in Sculpture 75 have found their way into permanent collections. It seems that 

while a piece may or may not be site specific, that is not necessarily a hindrance to a 

permanent siting at another place in the future. Certainly feedback from the contour 556 

audience showed a deeper resonance and connection with works that were (a) newly created 

for the site, or (b) had a presence to command the site (Karla Dickens Second Skin 2018 and 

Sanne Mestrom’s Sphinx in Repose, Kneeling 2016. 

 

Audience Questions 

 

A question from the floor raised the issue of removal of Confederate statues in the former 

Confederate State of The United States of America. Wing drew this to Sydney, with the issues 

in 2017 of defacing of statues of James Cook and Arthur Philip. Societies values change over 

time – how are past heroes reconsidered in light of uncovered histories? 

 

Jason Wing noted that New Zealand is removing a statue of James Cook prior to the 250th 

anniversary of Cook’s landing in New Zealand in 2019. Australia of course is spending $25 

million to create a new memorial at Kurnell.24 Wing considered a solution could be an 

evening of the ratio of colonial to Indigenous statutes, or at least a general revisit on the 

quantum of memorials to white settles vs memorials to the original inhabitants. 

 

                                                
22  Biennale of Sydney, ‘Archive’ <https://www.biennaleofsydney.art/archive/>. 
23  National Library of Australia, Pandora, ‘contour 556’ <http://pandora.nla.gov.au/tep/171726>. 
24  NSW Office of Environment and Heritage, ‘Cook’s landing site to be recognized for 250th anniversary’ (Media Release, 

28 April 2018) <https://www.environment.nsw.gov.au/news/cooks-landing-site-to-be-recognised-for-250th-
anniversary>. 
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Memory is of course subjective and memory is not static over time. As Wallace maintains, 

history and the passage of time add new layers to meaning. An artefact from a previous time 

cannot keep the same resonance with an audience without another agency or intervention.  

The Romans knew this, and routinely altered sculpture of various emperors or eminent nobles 

according to the political will of the time.25 I’m not proposing this in defence of the defacing 

of old white sea captains, but again keeping in mind Wallace, history is never static. An 

interesting side bar to this discussion of memorialisation and authorship of art in the public 

realm is the relative paucity of permanent artworks by indigenous artist vs. art buy non-

indigenous artists in the public realm in central Canberra. In my preface I mention works by 

Nelson Tjakamarra and Mundine/Foley at Parliament House and at the Australian National 

University. In Chapter 2 part C I noted the artworks at Reconciliation Place and the NGA 

Sculpture Garden. The two contour 556 exhibitions included several works by indigenous 

artists that changed how the viewers saw the city and taught or reminded them of a longer 

past history that is not necessarily apparent. This is an area that should be reinforced in future 

iterations of contour 556, and could possibly a pathway to sustaining future iterations of art in 

the public realm – noting that Karla Dickens Second Skin will possibly be purchased by the 

University of Canberra. For the next iteration, indigenous artist’s work could be purchased 

after the event and permanently installed within the lake precinct. 

 

A second question from the audience related to the efficacy of memory versus re-creation 

with regard to The Field 1968 exhibition. This drew a response from audience member Nigel 

Lendon – The National Gallery of Victoria restaged the event for the fiftieth anniversary, (The 

Field Revisited 2018) and due to the loss of some works, the Gallery recreated black and 

white placeholders of the lost works. Lendon found that very odd, and questioned the need for 

a recreation. He recalled his memories of the ACT I, II and III performance art events in 

Canberra. He recalls a grainy black and while image of Mike Parr, at long range and in poor 

condition, yet that is a far more resonant memory for him than any recreation could bring. 

Interestingly Nat Thomas reviewed The Field Revisited in her Nattysolo blog. Thomas 

amongst many other commentators considered the artworks (and the almost exclusively male 

                                                
25  Penny Coombe, ‘Sculptural transformations: Destruction and reuse in Roman London’ (Oxford University Press Blog, 8 

March 2016) <https://blog.oup.com/2016/03/sculptural-transformation-roman-london/>. Under the Empire, statues of 
‘bad’ Roman emperors suffered condemnation of their memory, now known as damnatio memoriae. While some statues, 
making best use of their expensive marble fabric, were re-cut as portraits of successors or revered predecessors, others 
were simply torn down or images in reliefs defaced. Cassius Dio tells us that an angry mob wished to tear Commodus’ 
body limb from limb ‘as in fact they did with his statues’, and Pliny recounts in his Panegyric to Trajan the public joy at 
hacking at sculptures of his predecessors, inflicting pain on them and spilling their blood as if they were human. 
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cast of artists) best left alone.26  Some things, as Lendon mused, are best left as memories, 

mediated by the photographic record. 

 

In summary, Chapter 5 confirms that the audience and authority responses were 

overwhelmingly positive. Part B of Chapter 5 was concerned with audience and land manager 

feedback. This was necessarily a qualitative process; the feedback from the discussions leads 

me to conclude that the event met my aims with regard to public engagement, and in creating 

memories of the event. 

 

The forum was very well attended, and provided further qualitative responses from the panel 

and the audience.  The debate and conversation confirmed my three propositions and the sub-

questions.  

 

The audience responses from the exhibition and the forum discussion confirm that temporary 

art transforms space into place, and that temporary art makes spaces more memorable. It 

posits the opportunity for temporary art interventions to be sustainable, by bringing the public 

but also the funding agencies (and the artists) on the journey. The forum confirmed that, in 

their view, contour 556 is the right thing in the right place at the right time. 

                                                
26  Natalie Thomas, ‘Finding the Field’, NattySolo, 11 April 2018 <https://nattysolo.com/2018/04/11/finding-the-field/>. 

The Field Revisited is accompanied by a reprinted version of the rare and highly collectable 1968 exhibition 
publication. We all simply must buy it and read it. I’ve read it and it hurt. Every single word was written by a white 
man. In his essay for this publication, Patrick McCaughey assumes the ‘watcher’, the audience is male too: ‘Every work, 
however, does demand from the watcher his participation. He participates not through trying to read the artist’s state of 
mind or to make the shapes, forms and configurations into familiar images’. (Author’s bold text). 
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6. Conclusion 

 

The central question of my thesis is whether temporary art can change the way people 

experience a well-known public landscape. My thesis, comprising this exegesis and the two 

contour 556 exhibitions, explored temporary public art placed and performed in a designed 

urban setting.  It considered the central landscape feature of Australia’s designed capital city, 

Canberra, as a test case for the potential of temporary art to renew, to refresh, and to make a 

place memorable.  The thesis examined three questions: How can temporary art transform 

space into place? how can temporary art make spaces memorable?, and how can temporary 

art interventions in a place be sustained? 

 

Chapter 1 introduced the key themes of landscape architecture, place, art and the public.  It 

provided a context for contour 556 and introduced a landscape architectural analysis of the 

lake’s urban setting within the broader landscape of the ring of inner hills surrounding Lake 

Burley Griffin. This chapter included a section on various theoretical perspectives that 

underpinned my readings and research, and informed the curatorial decisions taken in concert 

with the artists. It linked design research methods to delivered outcomes by the artists in each 

of the 2016 and 2018 exhibitions. My theoretical enquiry into the nature of public space and 

public art and how we perceive art in external space evolved from a mixed research model, 

suited to landscape architectural research, developed by Deming and Swaffield. I selected 

several theoretical perspectives: Design Research, Critical Enquiry, Affect Studies and 

Phenomenology to provide a structure to question the modes of representation that the 

exhibition and this exegesis employed to answer my research questions. I modified the 

Deming and Swaffield model of research methods appropriate to landscape architecture to 

categorise the theoretical perspectives, the landscape architectural examples, the research 

strategies, the research methods and the modes of representation that the exhibition and this 

exegesis employed to answer my research questions.  

 

The range of media used by the large number of artists did not allow one theoretical 

perspective to cover all the realised works. Some artists, such as Fiona Hooton/Localjinni, 

using Phenomenology documented the publics’ collective lived experience and shared 

histories of the lake and increased awareness of shared history as well as making a 

contemporary statement about the rights of all groups to make use of public space through the 
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24-hour cycle. Caren Florance’s Signs of Life used Affect Studies and importantly a 24/7 

operation across its three sites around the lake edge, to provoke reactions from the public. 

Across the 24 hour cycle the artwork was party to the full gamut of public life in public space. 

Other artists presented situational works (also using Phenomenology and Affect Studies) and 

posited the audience as the artwork; including Katy Mutton’s In Plain Sight, 2016, David 

Capra’s Teena’s Bathtime 2016 and Jae Kang’s Whimori 2018, where the audience moved 

through the artwork and experienced the work at their own pace and in their own moment. 

Piekalns used Critical Enquiry to as a basis to underpin the theoretical element to his work 

and Design Research in the placement; placing the artwork above and below the waterline of 

the drainage channel activated the hidden Indigenous context of the Bowen Park landscape. 

Seton and Watson used Design Research to determine the placement and the scale of their 

installation, intervening on the designed structure of the water and land axes. These examples 

demonstrate that if the author (the artist) and editor of the work (the curator) clearly explain 

the presumptions they have used, then they can make a claim to having created new 

knowledge about that place.  

	

All artists (authors) used elements or a combination of elements of my research methods. 

Notwithstanding the success of the static (physical) works, such as Seton, Watson, Piekalns, 

Stasce and others, the theoretical perspectives and design research models that best 

encouraged a wider transformation in the public where those artworks that engaged with or 

augmented the audiences lived experience. Phenomenological Research and Affect Studies 

were most effective in delivering the transformative affect that I sought. The connections that 

artists made directly with the audience, best answered my thesis questions. 

 

 Chapter 2 provided a context for public art and public space.  It considered public art and its 

genesis as externally sited sculpture. It considered the changes brought by key artists that 

transformed the ‘object’ variously to a ‘concept’ or a ‘post object’ presentation, which could 

be actioned or implemented by an audience without the agency of the artist (or not actioned at 

all, in the case of Lawrence Weiner). The hand of the artist and even the body of the artist was 

removed from the realisation. In contour 556, artists who delivered works in this manner 

included Seton, Piekalns, Stasce and Tipping. It identified the transformative potential of 

temporary public art. The chapter considered when public art can be successful, and when it is 

not.  It looked at art and landscape as a designed whole, and how a landscape space also can 
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fail its public such as in Federal Plaza and the two landscape architectural iterations that have 

occurred since the removal of Richard Serra’s Tilted Arc 1981. It considered a range of 

similar external art events and touched on the legacy of previous events in Canberra. It 

concluded that the designed nature of Canberra offered a level of differentiation to other 

similar events in other places and may be a consideration that meets acceptance with the 

public. Chapter 2 provided evidence to support a positive answer to my three thesis questions: 

that temporary events can transform space into place, and that temporary art can make spaces 

memorable. It also described examples where temporary art can add economic value to a 

region or town, which satisfies my third question; temporary art events in a place can be 

sustained/are sustainable, through attracting economic value and through various levels of 

public and private sector support. 

 

Chapter 3 introduced the notion of landscape site analysis to determine site specificity 

through the design history and built landscape of the Lake.  It considered the spatial qualities 

of the East, Central and West basins of Lake Burley Griffin, and the adjacent cross axes that 

hold the settings for the National Library, Reconciliation Place, and the High Court/National 

Gallery of Australia precinct. The chapter distilled the key landscape spaces occupied by 

artworks as axial, interstitial, enclosed or as outlooks or prominences. Refer to Figures 30-37. 

An appreciation of the scale of the spaces was key to the artists unlocking the design of the 

lake and the Parliamentary zone. The spaces are vast, but there are landscape devices in the 

setting and sizing of an artwork that can break down the scale of the space and provide a more 

human-scaled space – perhaps not to the 20-30m distance that Lynch considers ideal for a 

safe functioning place, but certainly successfully. This was best demonstrated by Kang, 

Seton, Piekalns and Watson, as they mediated their artworks within the space, anchoring the 

work to the designed infrastructure or designed axes within the lake landscape. Chapter 3 

answered the first two of my exegesis questions: how temporary events can transform space 

into place, and how temporary art can make spaces memorable. 

 

Chapter 4 detailed the curatorial and the artistic briefs that were employed by the curator 

working iteratively with each artist on site selection and the nature of the realised work. It 

described the process where an artist new to Canberra was shown the opportunities that the 

lake and the lake landscape possessed. This was particularly notable with the intervention 

Revision by Kael Stasce, reach and breach, by Gary Deirmendjian, Alarm by Alex 
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Gawronski, and Whimori by Jae Kang. The Chapter analysed the works that were most 

transformative for the public, over the 2016 and 2018 exhibitions. Chapter 4 answered the 

first two exegesis questions: how temporary events can transform space into place and that 

temporary art can make spaces memorable, in the affirmative. 

 

Chapter 5 considered the range of audience responses, through survey, interview and the 

outcomes from the public forum including the concluding Q & A session. Of Interest in the 

2018 exhibition was the resonance of the performative (and digital) pieces to the landscape of 

the central basin, including Tom Buckland and Kon Kudo, Shags, Miriam Pickard, Frazer 

Bull Clark, Fiona Hooton and Jae Kang’s live drawing performance in the East Space gallery. 

The audience acclaim for these performances was similar but at an increased level to the 

response to David Capra, Hiromi Tango, Jacqueline Bradley and Miriam Pickard in 2016. 

 

My Preface, Chapter 2 and Chapter 5 noted the relative paucity of artworks by indigenous 

artists within the central Canberra landscape. Several of the indigenous artists (and some of 

the non-indigenous artists) in contour 556 made reference to the indigenous dimension of the 

place. This was most evident for Jason Wing, Dean Cross, Arone Meeks and Harijs Piekalns 

(2018) and Archie Moore (2016). This was manifested in the exhibitions by either making 

reference to physical place; Cross, Meeks and Piekalns, culture; Moore, or the political space; 

Wing. Wing reminded us in the forum   that Aboriginal people see space differently, and that a 

reconciliation of between these differing concepts of a place needs to take place. 

 

My third exegetical question, ‘how can temporary art interventions in a place be sustained?’ 

was explored in detail through Chapter 5 through the public forum response and public 

feedback.  It concluded that the development of a permanent festival or biennial event 

requires commitments from both public and private sectors, and it definitely needs to find its 

audience. 

 

A positive element to the public response was the level of individual and private sector 

support through the fundraising program run through the Australia Cultural Fund. This and 

the level of volunteer support for installation, gallery invigilation and deinstallation 

demonstrated that these events can resonate with the public. contour 556 has now been 

successful through two iterations in attracting significant public and private sector support. It 
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would appear that the event is well-liked by the audience, and feedback from ACT 

Government and The National Capital Authority has been very positive and accommodating 

towards future iterations. ACT Government feedback proposed a series of cluster of artworks 

that extended north from the lake edge to the city, to better capture the lunchtime crowds and 

to place the artworks closer to larger concentrations of people. The public forum canvassed 

the state of public art delivery in Canberra, which has swung to an even mix of private and 

public sector delivery. A mix of support is to be welcomed, as it provides additional 

opportunities for artists that cannot be satisfied through public sector support alone. 

 

The forum participants strongly supported the notion of contour 556 being the right thing in 

the right place at the right time. The panel noted the ‘war’ (according to Wallace) on public 

funding for art and culture currently being waged by the Federal Government, and she wished 

that viewing events such as contour 556 would be made mandatory for our public 

representatives. 

 

One unexpected outcome from  contour 556, identified through post event interviews with 

heads of Territory and Commonwealth cultural institutions and discussions with the public 

include the possibility to bridge the psychological divide between the north and south of the 

lake:  The north side is generally seen to be the purview of the Territory Government, they run 

or sanction events such as Floriade, Art not Apart, various events in Braddon/Haig Park, and  

even Summernats, that can struggle to bridge the distance to the Commonwealth run cultural 

institutions on the south side of the lake, such as the National Library of Australia, and The 

National Gallery of Australia.  There are more cultural institutions that contour 556 can 

engage with, and we have been in conversation with the National Museum of Australia 

regarding further expansion of the site footprint to the Museum grounds. I have also had 

deeper discussions with the National Gallery of Australia to look to strengthen their already 

considerable contribution to the event. I see contour 556 as the type of event that can become 

a unifying element to the disparate institutions: if you like, overcoming the ‘tyranny of space’ 

or the sheer scale of the site that the public is faced with when walking through central 

Canberra and the lake landscape. 

 

The artworks, including physical, ephemeral and digital, that constituted the two iterations of 

contour 556 have demonstrated that temporary events can change perception of space, 
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increasing the public’s recognition and value given to a space. Through the feelings of the 

audience, collectively owned space has been turned into place, through the build-up of 

layered memory of the interventions in the place. The outcomes from contour 556 have 

demonstrated that temporary art can transform space into place, and that temporary art can 

make spaces memorable. contour 556 demonstrates that temporary art can transform public 

space in positive and surprising ways and increase a sense of belonging to a place. I, as well 

as many others, will be forever reminded of Gary Carsley’s and Christopher Carmody’s 

installations on the concrete blades at Bowen Place – what was conceived by the designers as 

a continuous band of repeated polished concrete blades has been transformed by the paste-ups 

of Carsley and the slip covers of Carmody into variously an oversized library shelf or a frieze 

of roman gods.  What was a space is now definitely a very memorable place. 

 

Further study on the affect that temporary events have on an audience in a place could assist 

public space managers in ensuring that public space and public places meet the needs of their 

communities. An increased engagement with indigenous artists is necessary to further 

mediate the differing views of space between cultures. While contour 556 has demonstrated 

that temporary art can turn space into place, a broad public has many different concepts of 

place.  Outcomes from successive interventions should be analysed to determine the more 

effective spaces that these events could occur, and what duration and frequency would best 

meet the needs of the sponsoring authority and the community.  

 

A significant outcome that I have drawn from the 2016 and 2018 events is my development of 

new skills in curatorship. The 2016 event was a trial in many senses that had some notable 

successes. I drew from it that while site specificity is not essential, there are difficulties in 

placing existing sculptural works that have been made in a studio that do not necessarily have 

reference to the ultimate space that they are placed. This was true of the works by Le Grand 

and Spelman in 2016 and even 2018.  The works were selected to mark a place on the ground, 

using colour or form to carry the work; each did not really resonate with the place. 

Conversely, Selwood’s two artworks in 2016 worked better: Inland Sea 2012, a modernist 

work reminiscent of a Matisse blue cutout, was well sited against the concrete form of the 

brutalist architecture of the High Court of Australia, Black Mountain 1984, was a also a 

successful artwork, sited with a view of Black Mountain in the background. Other artists who 

supplied ready-made works in 2018, Mestrom and Dickens, worked well due to their siting, 
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the scale of the work and perhaps due to their figurative nature, representations of a human 

form being more easily relatable that an autonomous arrangement of steel that speak only of 

Hutchison’s first or second stage of art.1  

 

Further reflection post the 2016 and 2018 events is informing a third event, planned for 

October 2020. The artist cohort for the 2020 iteration is developing, and includes more 

performative works, either artist acting as a sole performer in space or proposing a work that 

is also activated by the viewing public. My conclusions that I have drawn are that static works 

very much have their place, and can be used to mark pints on the ground to attract attention to 

their surroundings, but a truly engaged event in public space needs artist to activate the space 

themselves, for their performative work to engage an audience during the event, and then live 

on through our memories, aided by social media. 

 

This exegesis also suggests important considerations on future iterations of contour 556. The 

research conducted, particularly on site specificity and relational and affect studies in 

Chapters 1 and 2, and the Canberra context in Chapter 3, is informing discussion with funding 

agencies, cultural institutions and land managers aimed at enhancements for future editions. 

One suggestion, involves consolidating clusters of artworks around key locations along the 

lake and the near sections of Civic. Without decentering the lake, expanding contour 556 into 

new public spaces could assist in reaching a wider audience, further strengthening the case for 

a sustainable biennial temporary art event.  

 

Key to any sustainable event is securing funding. Ideally (as contour 556 demonstrated), this 

will be a combination of government support from commonwealth and territory or state 

levels; corporate support, including sponsorships and in-kind support; and support from the 

public, either through crowdfunding, volunteering, or general support and promotion into the 

community.  

 

Securing support across these three tiers goes a long way to ensuring the further successes of 

temporary art events at any place, whether they are a designed capital city like Canberra or 

any town anywhere in the world. To provide the strongest prospect of success, each event 

                                                
1  Mark Hutchison, ‘Four Stages of Public Art’ (2002) 16(4) Third Text 429. 
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needs to focus on the unique spatial qualities of their landscape, with an increased connection 

of the art to place.  As demonstrated through my research and exhibition, temporary art in the 

public realm can transform the publics’ perception of the space. The strongest transformations 

occur with artworks that engage with the design of the place. 
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8. Glossary and Abbreviations 

 

ACT  Australian Capital Territory 

CRA  City Renewal Authority 

HCA  High Court of Australia 

NCA  National Capital Authority 

NGA  National Gallery of Australia 

NGV  National Gallery of Victoria 

NCDC   National Capital Development Commission 

NMA  National Museum of Australia 

TCCS  Transport Canberra and City Services 

UAP  Urban Art Projects 

 

Glossary 

Public realm - Public realm is defined as any publicly owned streets, pathways, right of ways, 

parks, publicly accessible open spaces and any public and civic building and facilities. 

http://www.arc-online.co.uk/public-realm/what-is-public-realm 31 March  2014 

 

Public space - Public space may be a gathering spot or part of a neighborhood, downtown, 

special district, waterfront or other area within the public realm that helps promote social 

interaction and a sense of community. Possible examples may include such spaces as plazas, 

town squares, parks, marketplaces, public commons and malls, public greens, piers, special 

areas within convention centers or grounds, sites within public buildings, lobbies, concourses, 

or public spaces within private buildings. 

https://www.planning.org/greatplaces/spaces/characteristics.htm 31 March 2014 

 

Public domain 

In the public domain able to be discussed and examined freely by the general public. 

http://dictionary.reference.com/browse/public%20domain?&o=100074&s=t 31 March 2014. 

 

Public Sphere 

The Public Sphere as defined by Habermas, (1962): A place or location where ‘private 

people gathered as a public’ and articulated society’s needs in a public state, Technological 
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changes through wireless transmission of digital data over the past decade has allowed for a 

‘virtual’ public sphere and public domain. The new ‘virtual public’ now inhabit public spaces 

and the public realm. 
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contour 556 / 2016 
ARTISTS’ STATEMENTS 
 
Alex Asch 
& CITIZENS ? 
 
I am proposing a 2.4 metre high building with 50 plasma cut windows on both sides. It is constructed 
from mild steel and opaque coloured glass. When the viewer stands in front of the sculpture light will 
travel through both sides. It is a large hard-edged structure that references the changing architecture 
surrounding the lake. The viewer will be unable to see inside the building, referencing the current 
obsession with secrecy and privacy and how the public is held at arm’s length from the reasons behind 
decision-making. It is more formal and abstracted than my previous constructions. 
 
 
Suzie Bleach + Andy Townsend 
A BURDEN 
 
A BURDEN is an allegory of migration and arrival, a theme at the heart of Canberra’s historic narrative. It 
speaks of endeavour and determination, times past and the inevitability of progress. 
 
 
Alexander Boynes 
Water Stories 
 
Water Stories has evolved from periods spent working and researching two collaborative projects. The 
first of which is Arnhembrand, an art, science and stories project that promotes the objectives of healthy 
country and communities in the Djelk Indigenous Protected Area, Arnhemland, Northern Territory. The 
second is PRAXIS; a multi-disciplinary art collective Alexander established with dancer/choreographer 
Laura Boynes, and cellist/composer Tristen Parr in 2013, and uses expanded spatial practice to explore 
the link between visual art, performance, and sound. Water Stories is a large-scale installation work 
based upon the theme of water, and its significance to Australian culture and history. The series  
of videos projected onto the structures in the Fitter’s Workshop brings together new ways of visualising 

traditional Aboriginal song and dance from Arnhem Land, alongside contemporary movement and sound 

from Canberra and Perth. 

 
 
Robert Boynes 
A Bigger Concern 
 
This work grows out of its predecessors; To Whom It May Concern 2016 and Blind Leading the Blind 
2015 (collection AGNSW). A Bigger Concern, has a rather brutal surface that I felt was necessary to 
materially foreground the weight of the subject. The painting was made on the floor of my studio, pre-
primed and heavily crumpled before I began to work on the image. It uses poured paint, silkscreen 
application, and vigorous mark making while it remained wet and un-stretched on the floor. The subject 
is a pastiche of images from multiple sources; newspapers, magazine clippings and TV, with many 
manipulations and changes during the working of the surface. I want the painting to reflect the struggle to 
survive that many people in the world are having at this time. The compression that the figures are 
morphing into may simultaneously be a search for shelter or some kind of slow and ever changing 
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fragment of life. Above all, I want this piece to be formally elegant that will encourage many viewings and 
not be dated by our times. 
 
 
Jacqueline Bradley 
Boat race 
 
In the piece Boat race two performers run along the edge of the lake, each dragging a component of a 
boat. The boat bearer walks slowly wearing a hat that drags a large boat behind, like a cape over the 
wearers head. Circling back and forth is the oar wearer, in a coat with arm/oar extensions. From bridge 
to bridge, this pair enact a race without entering the water, each unable to realize their floatation potential 
without the other. This work will take place several times during contour 556. 
 
 
Jon Campbell 
A revolting display 
 
This series of works is based on a selection of public responses to Greg Taylor’s sculpture, Down by the 
lake with Liz and Phil depicting a naked ‘cement fondue’ statue of the Royals. It was exhibited at the 
Canberra National Sculpture Forum in 1995 on the shore of Lake Burley Griffin.  
 
The sculpture was vandalised and removed before the end of the forum. The work generated a huge public 
outcry and the various responses and discourse surrounding the sculpture has informed my artwork. This 
also seemed to amplify opinions around our relationship to the monarchy and indirectly, the possibility of 
forming a republic. These issues are still being debated today. Nothing has really changed. My work Liz & 
Phil revisited continues my exploration of the visual potential of words through the  
use of vernacular language and popular culture. 
 
 
David Capra 
Eau de wet dogge 
 
Join David Capra and Teena the dachshund for the Canberra launch of Eau de wet dogge. This new 
fragrance celebrates the artist’s dog’s infamous bath time. Moist fur, soap suds and soil unite at the base 
to give this perfume a uniquely musky charm. Sour top notes of slobber and dog breath add alluring 
nuance. Eau de wet dogge is an extension of Teena’s bath time, a project commissioned by the 
museum of contemporary art Australia for the Jackson Bella room, 2015.  
 
Gary Carsley 
One place in another 
 
The settler-colonies, established by European powers on the territories of previously sovereign Indigenous 
nations all share the attribute of a violent attempt by the occupier to embed a sense of their former place in 
that of another people. It made them feel at home. The overwriting of this continents topography with place 
names from Britain is an exemplar of this process. One place often implies the presence of another. New 
South Wales, Sydney with its Kings Cross where I live, exemplifies this. The striving for veracity, for the 
credible illusion of the place left behind is partially responsible for how we have shaped many of the public 
and private spaces of our cities. The projected image of the white ancestral homeland is a narcotic that 
helps us forget that this place we call home was taken by force from those whose home it was already. One 
Place in Another contests the faux authenticity and integrity of the colonial mirage. Promiscuously quoting 
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from public squares and promenades from around the world it engages the tilted monoliths of Bowen Place 
like Oscar Wilde taking Richard Serra on a blind date. 
 
 
Colin Chinnery 
Warmth 
 
Warmth is based on stories I heard while researching a project called the Beijing Sound Museum. An 
elderly Beijing man told me the story of an ancestor of his who served a Qing Dynasty emperor as his 
insect and bird adviser. The emperor demanded the impossible, to see butterflies in the winter. Beijing 
culture is obsessed with training birds and insects to do strange and wonderful things, such as strapping 
complex whistles on the backs of pigeons so they create eerie and rhythmic sounds in the air. Many 
practices have died out over decades of political upheaval, but some still survive to this day. The winter 
butterfly story might be more myth than reality, but this is a culture that likes to blur such boundary lines. 
 
 
Marianne Courtenay + Bev Hogg 
Growing ground 
 
Growing ground references both the original grassy woodlands of the Canberra area and the overlay of 
patterns of land-usage that accompanied European settlement boundaries, fence-lines, paddocks, the 
earth ploughed, furrowed and planted. It also contrasts these pasts with the present mowed and 
manicured locale. 
 
The work consists of 7 rows of wooden panels all with native grass attached by means of wire and 
staples. The rows are approximately 60cm apart forming a 370cm square. Each row comprises 3 
connected panels of varying length but together totaling 370cm. 
 
 
Christoph Dahlhausen 
Stabilizing light 
 
For contour 556 I propose a work from the series Stabilizing light linked to the building. I combine blue 
fluorescent light tubes with ordinary steel scaffolding. The sculptural structure stands independently, 
with no connection to the building, but responds to it regarding the dimension and proportion of details. 
The scaffolding will sort of climb around the facade and, reaching 6m height. The blue fluorescent light 
is not just as an additional aesthetical element in the sculptural situation or an illumination of it, but as 
an independent medium. The work pretends to be a functional structure, but is mainly aesthetically 
dealing with space, rhythm and light. The rhythm of light tubes will contrast the scaffoldings rhythm. 
 
 
Ham Darroch  
Kingston Cursive (20 paces) 
 
This series of small sculptures has developed since I moved back to Canberra, living for 6 months near 
the construction site of the Kingston apartments. Most days I would walk around the suburb and 
foreshore and collect small twists of wire thinking about them as some kind of random script. Their form 
as a work began to develop when I looked into the life of Charles Cameron Kingston after whom the 
suburb and foreshore are named. Kingston was one of Australia’s more complex politicians, a man who 
won recognition for democratic ideals, labour reform and votes for empowering women was also a 
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radical and at times regarded as an egomaniac and bully. Kingston was once arrested for posting a 
loaded handgun with an address for a duel to one of his adversaries. 
 
 
Michelle Day 
Functioning 
 
Michelle Day’s work is strongly influenced by medical imagery, the evolution and application of science 
and technology and the growth and structure of organic forms. Michelle predominantly works with 
silicone, fabric, found objects, steel, glass and light to create hybridised forms. She dissects mechanical 
objects and reconstructs them to be paired with organic inventions in an attempt to establish a kind of 
harmonic construction. This work, Functioning, contains a simultaneous familiarity and discomfort, which 
enables a symbiotic relationship between the industrial /technological and the organic. This symbiotic 
relationship is one, which allows society to function. 
 
 
Mariana Del Castillo 
Faith for votes 
 
My installation Faith for votes consists of two figures standing at the top of two staircases separated by a 
small gap, the separation of church and state. My family and I emigrated from Ecuador; a country where 
the church had great political power compared to Australia with its secular government and society. We 
arrived under Whitlam’s invitation only to find him on the stairs of old parliament house pronouncing “well 
may we say god save the queen because nothing will save the governor general”. My work will explore 
the uneasy relationship between politicians and faith and the hypocrisy of using faith for votes. 
 
 
 
Victor Evatt 
Peace 
 
Victor’s interest in all things Edwardian dates back to his Edwardian era inspired school days where he 
was a foundation member of ‘the thoroughly civilised luncheon society’. Victor’s performance will focus 
on the arrangements of several English folk songs by the composer Benjamin Britten. Though born in 
1913, Britten was a product of the Edwardian era, a pacifist and committed to creating a repertoire of 
Peace (see notes on performance). Victor will perform dressed in white tie.  
 

 

Geoff Farquhar-Still 

Luminalion 

 
Luminalion is a fluid mirror, an semi reflective surface intended to abstract the viewer, to reduce them to a 
single line of code on a flexible surface. Involuntarily becoming a part of their surroundings, the viewer 
bends and flows as they navigate and engage with the works surface. Kingston has long been part of a 
continuum, a conduit for forces which have activated Canberra as a city, from power to water, bricks to 
burgers, tourism to trains, movement has defined, connected and activated it.  
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David Jensz 

Space Structure 
 
The work I am proposing will use strips of corrugated iron riveted together to form a horizontal plane 
which will be supported off the ground by penetrating abstracted “rock” forms fabricated from rusted 
sheet steel. The work will stand approximately 1.0m tall (the plane of corrugated iron will be about 0.5m 
off the ground) and be several metres wide and long. The work will be made in sections and these may 
be displayed separately, but as one work. 
 

 
Karena Keys 

Stay Gold 

 
Stay Gold is not a landscape. It is not abstract. It is not permanent. It is outside. It is inside. It is a thing. It 
is nothing. It is something. It is paint. It is rocks. It is air. It is soft. It is hard. It is here, for now. It is gold. 
 
My work Stay Gold for contour 556 continues an exploration into materials and the intersection between 
nothing and becoming. I have created an inflatable artwork made from a gold painted polythene 
membrane. This work uses the dry, golden hills of Canberra’s summer landscape as its point of 
departure and can be viewed from the inside and out. Stay Gold can be entered by the viewer and inside 
are an array of objects, mostly made from rubbish and previously used materials that combine to make a 
golden grotto.  
 
 
 
Michael Le Grand 
Buttress 
 
Buttress was originally fabricated for the McClelland survey in 2012 and later exhibited in ‘S x Sea’, 
Bondi, 2013. It is made from rolled steel plate and is a result of a desire to revisit the properties 
developed in a series of my sculpture made without the use of maquettes in the late nineties. These 
works addressed compression, expansion, contact with the ground plane, colour and the process of 
creating a lyrical experience to what is often regarded as an inert and non-plastic material.  
 
 
Ros Lemoh 
Carpe diem 
 
Carpe diem is a macabre and playful observation of the fishing activities at Lake Burley Griffin. A series 
of carp are set in a line on the grass, cast in concrete with one polished bronze carp that sits amongst 
them. This work highlights the ways in which locals interact with the landscape and alludes to the way in 
which we value and assess the lives of different species within our code of ethics. The work is inspired 
by observations of the site whilst referencing the still life genre. 
 
 
 
 

 



 

 

 
217 

Dan Lorrimer 

Fault sector 
 
I have produced a new large scale sculpture in my ‘fragment’ series. It explores the way in which steel is 
transformed through process of repeated folding and manipulation, creating forms that mimic both liquid 
and solid rock. These forms are highly kinetic simulating the movements of tectonic plates crushing 
together, the shaping of human lead intervention or the erosion of water flowing over the land creating 
waterways and intricate contours in the earth.  
 
 
Ian Marr 
Four new elements 
From optic to haptic 
Eulogy 
A literary map of Molonglo 
 
Ian is an artist and letter cutter. He will exhibit four works:  Four new elements a periodic table / bench 
referencing the four new elements. From optic to haptic, Eulogy (as pictured) and A literary map of 
Molonglo - a river map, Molonglo, ‘Bidgee, with literary fragments mapped as well. This will go beyond 
Campbell, Stewart, AD Hope and include a number of contemporaries such as Omar Musa, and visual 
artists. 
 
 
Ann McMahon 
Ship of fools 
 
Ship of fools suggests a leaderless and direction-less voyage to which, we as consumers hold tickets. 
Querying the headlong rush that is consumption and the waste that it generates McMahon seeks to 
prompt creative reuse of resources. This life sized dinghy is handwoven using recycled plastic strapping 
over a stainless steel armature, which was fabricated by Oscar Gardiner, magwelding services.  
 
 
Danie Mellor 
Deep (forest) 
 
Our relationship with the ‘otherness’ and mystery of the natural world is a focus for this monumental 
scene of the Queensland rainforest. The work is divided: one half is a positive rendition of the landscape: 
day-lit, familiar. The mirror image is inverted and solarised, an allusion of ghostly presence and mystery: 
the night time. It is at once resonant landscape and country, articulating concepts of locality, but it is 
relational, belonging properly to the world, the ‘blue planet’.  
 
 
Archie Moore 
The Yam Daisy 
 
The Yam Daisy represents a point where Western science and Indigenous knowledge came into contact. 
Without any visible forms of agriculture, (to the Europeans) the Yam Daisy was just a field of flowers and 
not a crop. Aboriginal people had education, science, astronomy, trade routes, a legal system, villages etc. 
but this wasn’t visible due to the sense of racial superiority the occupiers brought with them. Some have 
said they didn’t even see any humans, just a vast land of flora and fauna. With only an oral language the 
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wealth of Indigenous knowledge was ignored completely in school textbooks and academic writings, as 
history ‘written by the victors’. This work quietly explores the intersections of indigenous and European 
society and the misunderstandings and assumptions that have been used to control, exploit and depose 
indigenous people from their land. It is a metaphor for the failure of reconciliation and the knowing or 
understanding of one another is a constant, vacillating disquietedness. 
 
 
Katy Mutton 
In plain sight 
 
In plain sight transforms an active cruise boat on Lake Burley Griffin using bold patterns inspired by 
‘dazzle’ camouflage to draw attention to the vessel, while disrupting the viewer’s perception of it. The 
work explores contour 556 as a site flanked by Canberra’s major military and surveillance hubs. Cruise 
passengers can catch glimpses of the new ASIO building, the ADSD and other defence agencies, as 
well as parliament house. On the other side of the lake is Kingston, home to the Australian headquarters 
of Lockheed Martin. In plain sight will reflect back from the lake, as a moving surveillance hub. 
 
 
Kenzee Patterson 
Untitled 
 
Patterson responds to the formal and conceptual importance of a propeller attached to the ship on which 
his grandfather served during the Second World War, HMAS Whyalla. In creating the sculpture, 
Patterson has worked with an engineering firm local to Whyalla 3D Scan Solutions, and has utilised 
digital technologies such as 3D scanning and 3D modelling in the course of the work’s production. The 
medium of the artwork is hot-dip galvanised steel. Patterson’s artwork traces material and personal 
connections that traverse time and geography, and draw upon ideas of dislocation and relocation, and 
the slippery nature of time and memory.  In making the work, he seeks to question the importance of 
remembrance and he examines the complexities inherent to memorial making.  
 
 
 
Miriam Pickard, Glenda Cloughley, Johanna McBride  + A Chorus of Women 
Penelope’s Odyssey 
 
Penelope’s Odyssey: Poetry and song stir the radiant spirit of Penelope, wife of Homer’s hero Odysseus. 
Our travelling performance is inspired by Emile Bourdelle’s mythic figure. We begin in Nakaya’s Fog 
Sculpture, then approach Penelope and journey to her inner world through a descent into James 
Turrell’s Skyspace. 
 
 
 
Millan Pintos-Lopez 

She was born from chaos, therefore transcendent of it 
 
She was born from chaos, therefore transcendent of it, is a memorial to the architectural landscape of 
Canberra and the destruction of some of the beautiful forgotten modernist dwellings. This work is also a 
reflection of the city of Canberra as the central point for not only Australia, but for the regional towns that 
surround it. I am interested how lives intersect and people connect through cities such as Canberra and 
the beauty of human interaction over a lifetime through this city as a medium of their interactions. The 
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work utilises and reflects motifs taken from the Bauhaus school. It also represents some of the symbols 
and shapes used to decorate the Fitters Workshop, which can be seen in white house paint.  
The carved lines into the form-ply panels reveal the organic woodgrain of the material, reflecting the 
organic nature of human interaction as we navigate through the beautiful modernist city that is Canberra. 
 
 
Louis Pratt 
Business as usual 
 
Business as usual speaks to the dark side of human nature. It references greed and the lust for power 
and what might result from these pursuits. Death is a looming threat or the result of dirty work, although 
power and wealth can be the rewards.  
 
 
Louis Pratt 
Rat trap 
 
Rat trap speaks of the dark side of human nature. The work looks at greed and the lust for power and what 
might result from these pursuits. Death is a looming threat or the result of miscalculation or dirty work, 
although power and wealth can be the rewards. 
 
 
Erica Seccombe 
Rara Avis 
 
Until Dampier’s sighting, the European concept of a black swan was used as a metaphor for something 
that could not exist. I am proposing an installation of QR codes placed in various locations along the 
Kingston lake walk that will activate smart devices and take the viewer to an online platform of creative 
works that play with the surrounding landscape, sounds and imagery of black and white swans - as a 
way to further explore dualities and contrasts across cultural and geographical locations.  
 
 
Paul Selwood 
Black mountain 
 
Black mountain was done in Canberra in 1983/4 at a sculpture symposium at ANU College of Art and 
named after the mountain that overlooks  the city. It is simple and synthetic from a sculptural/structural 
point of view, however it invents and evokes the feeling of stratum and landform which opens up a 
tentative narrative of myth and identity which might  resonate with the viewer.  
 
 
Paul Selwood 
Inland sea 
 
Inland sea is the last work to date of a series of works developed from a residency in Alice Springs in 
2014. I wanted to feel the sensation of being in the centre of the continent and if that feeling could be 
translated into sculptural form. The process involved drawing in the landscape and literally cutting into 
the paper drawings and folding them into spatial forms to develop models of landscape sculpture which 
were then translated into a series of twelve larger steel sculptures.  
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Alex Seton 
Paper Armada 
 
In 2014 Seton participated in the Adelaide biennial of Australian art: dark heart, at the Art Gallery of 
South Australia with his major installation someone died trying to have a life like mine. This work 
addressed the issue of asylum seekers, representing 28 jackets washed ashore the Cocos Islands, 
presumed to have come from a boat wrecked at sea. This exhibition marked the start of an ongoing 
investigation into Australia’s policy on and treatment of asylum seekers; their perilous journeys at sea 
and motivations for risking their lives in an attempt to reach Australia; our own privilege and cognitive 
dissonance in relation to these events; and the poetics and sensorial qualities of oceanic journeys and 
transnational mobility. Paper Armada is an outcome from this investigation. 
 
 
Alex Seton 
Someone else’s problem 
 
Someone else’s problem is reflecting a sustained, in-depth and explicit engagement with an issue that 
has gone largely unaddressed in Australian artistic practice. The installation is a mass of seemingly 
discarded paddles that signify the many people currently seeking refuge from persecution or fleeing from 
war torn regions around the globe. Through the careful threading and layering of over 300 paddles, 
Seton reminds us that behind this highly politicized issue there are individual lives being risked, and 
seeking asylum is about the fundamental right to aspire to a better life. The paddle, a symbol of 
assistance, asks how we can ignore those that are asking for our help, when we have so much to share?  
 
 
Song Street Project 
And I think to myself 
 
Song Street Project is a collaboration between Karina Harris and Neil Hobbs, better known as Harris 
Hobbs Landscapes. Harris Hobbs has worked with a wide range of artists to integrate art into the public 
realm.   
 
Song Street Project is a developing installation-based series of works that sees fragments of songs 
placed in the landscape – in all contexts: open space, laneways, driveways, car parks, stairways and 
building forecourts.  It adopts the medium and format of road signage line-marking to provoke a 
double-take by the viewer. Works can be prosaic, literal, elegiac or ironic, and provide a commentary 
on the landscape quality of the urban environment. 
 
 
Philip Spelman 
Redtrumpet redtable 
 
Redtrumpet redtable 2014 is one in a series of works which re-interpret classical still life painting. I 
distort, abstract and combine familiar and unfamiliar imagery and references. The vivid monotone finish 
unifies the elements and separates the sculpture from its environment.  
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Hiromi Tango 

Banksia magic 

 
Lush Banksia flowers of golden yellow and cream, against the backdrop of a landscape that is at times 
burnt orange and brown – a welcome signifier of resilience in a land that can at times be harsh. Banksia 
Magic meditates on the nurturing quality of this brilliant survivor. The flowers of Banksia Marginata (Silver 
Banksia) produce sweet, energy boosting nectar. Even the dry cones retain their flowers, which can be 
used to strain drinking water. Many of the Silver Banksia species are now only seen as shrubs, as their 
habitat is disappearing and no longer supports their development as trees. 
 
The work initially responded to the healing aspects of local Ngunnawal plants for medicinal purposes, 
with research focused on the uplifting and grounding colours, and the form which is accessible for 
everyone from children to elders. 
 
 
Wendy Teakel 
On dusk – Canberra fence line 
 
Now we demarcate landscapes through fencing which can be both barrier and protection between public 
and private spaces. Canberra’s landscape has been the place of indigenous owners for thousands of 
years and settlers more recently before becoming the Nation’s capital. The cruciform fence-like structure 
of On Dusk-Canberra Fence Line alludes to these architectures of ownership. The viewer moving around 
the piece frames lake views through a curtain of Dayglow verticals. It is as if the picket’s surface has 
captured the florescence of a Canberra sunset making the fence line and what it can stand for starkly 
visible.  
 
 
Peter Vandermark 
Coupling series II-IV 
 
A graduate from the then Canberra School of Art, Peter has maintained a rigorous studio based practice 
in Canberra for over 20 years. 
 
In broad terms, his work could be described as assemblage or bricolage and explores the interplay 
between function and form, with a sustained - and  (hopefully) often humorous engagement with the 
modernist desire to integrate art and life on both the domestic level (design) and the larger, more public 
level (architecture). 
 
This is manifest in the coupling of dismembered chairs sculptures, an ongoing series. 
 
 
Peter Vandermark 
Sky shoes 
 
A graduate from the then Canberra School of Art, Peter has maintained a rigorous studio based practice 
in Canberra for over 20 years. 
 
In broad terms, his work could be described as assemblage or bricolage and explores the interplay 
between function and form, with a sustained - and  (hopefully) often humorous engagement with the 
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modernist desire to integrate art and life on both the domestic level (design) and the larger, more public 
level (architecture). 
 
The Kings Avenue bridge abutments submit to the installation of a tin periscope attached to a bridge - 
disguised as a down pipe - masquerading as some subversive surveillance device. 
 
Peter’s is the 2016 CAPO fellow. His Kings Avenue installation Sky Shoes has been assisted by CAPO. 
 

 

Haeli Van Veen 
Committee meeting 

 
Every culture and region has its legends. Be it Sasquatch, Yowie, Windego or Lochness monster, there is 
often a sense of unease and danger in the unknown when we encounter wilderness. In a planned city of 
Canberra with nature so clipped, controlled dammed and trained into a aesthetically pleasing 
environment, the prospect of unknown dangers is removed from the psyche. Committee meeting seeks 
to challenge this perceived safety by imposing on the public vista with amorphous forms. Situated in a 
fabricated lake, the figures of Committee meeting elude to fabricated myths. Like dark figures you catch 
in the corner of your eye when nothing is there, committee meeting challenges the viewer’s sense of 
security in the environment.  
 
 
Wellspring: Phil Nizette + Jennifer Jones 
Earth and Home 
 
On the line of old spring creek, a dome of sticks nestles. A circle of trees shades the boundary, bare 
earth paths in leaf litter form a maze like journey, fragments of history punctuate the walk. The central 
shelter of woven sticks and earth arches, making doorways to the interior. Earth and home creates a 
shelter near water and trees, as did earlier aboriginal inhabitants and as Eliza and George Rottenbury 
did around 1880, building their house next to spring creek. Earth and home playfully invites us to explore 
place, time and our sense of belonging. 
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contour 556 / 2018 

ARTISTS’ STATEMENTS 

 
S.A.Adair 
Ventilate 
 
Ventilate draws on the strong presence of nature found around Lake Burley Griffin and reimagines it in a 
gallery setting, raising questions of land use and value amidst rapid urban development. 
 
Carbonised trees penetrate the space -  their intrusion or assimilation a form of disruption, raising the 
question - does landscape dominate architecture or is human intervention dominating the landscape? In 
Griffin’s ‘garden city’ the landscape is of equal importance to the buildings upon it. Is this  
still being honoured in the current pattern of urban growth? 
 
Ventilate means to ‘refresh’ but also to ‘vent’. With the use of red to impart a sense of urgency and 
rebellion, it also speaks of a scarring of the land. The patterns suggest waves of movement, operating as 
a metaphor for change – be that in ideas, perceptions or the status quo. 
 
 
Tony Albert 
Exploring the new frontier 
 
Exploring the new frontier is an ongoing studio project looking at ideas of exploration, travel and the 
great beyond. Each of the papers draws from the artist’s own collection of Aboriginalia as well as 
representations of Aboriginal people sourced from vintage comics, children’s books, science fiction and 
academic texts. Is this happening now? Is it thousands of years in the past or thousands of years in the 
future? Who are the Astronauts? Are they male or female, young or old, Aboriginal or Alien? “I feel like 
this work is more about asking questions than answering them. I’m not sure where it’s going or if it will 
ever be finished, but for the moment it continues to grow and expand; actions I also associate with the 
idea of “the new frontier”…” 
  
 
Alex Asch 
Foreseen consequences   
 
My tableaus explore our personal consumption of natural resources and our inability to look past our 
own immediate needs. What do we owe future generations? It is difficult to see the consequences of 
our choices when living in a such a beautiful green city.  
 
The enormous industries required to maintain our lifestyle reside beyond our horizon’s. The tableau 
addresses the cost of this dichotomy. 
 
Emma Beer 
space between x y z 

space between vision and sound 

space between time and form 

space between elementary atoms 

 

From the series 

SPACE BETWEEN SOUND + TIME + FORM, AFTER THE CARILLON 
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The National Carillon is something that most Canberrans are familiar with - on some level. Some 
might know its location and its size, but not its name. Some may know its name but not of its history. 
Some perhaps know its history but not its value. Nevertheless, it stands. Personally, my encounters 
with the Carillon have been when it struck 9am as I franticly rode my bike across Kings Avenue Bridge 
making it obnoxiously and invariably unavoidably obvious that I was running late for work.  Painting 
with the Carillon in the forefront of my mind as the subject, model and source of influence nudged me 
to consider the space between sound and vision, and wonder about the relationships between time 
and form.   

 
Keith Bender 
Ainslie contour 
 
Ainslie contour is a weathering steel sculptural representation of Mt Ainslie contour lines reflecting Keith 
Bender’s close connection with place developed during his formative years growing up in Canberra the Griffin 
designed ‘ideal democratic city’. Connection is depicted through curved forms situated in Bowen Park creating a 
dialogue across the Lake between otherwise invisible contour lines and the outlines of the surrounding natural 
landforms and contour 556. Ainslie contour’s surface acts as both a barometer for the environment surrounding 
the work and a metaphor for the constantly changing landscape. Shadows cast by the forms add an ephemeral 
dimension. The scale of the work is bodily on one level allowing the viewer to choose a pathway around or 
through the work, to quietly contemplate and consider the contours of the natural surroundings formed 
hundreds of millions of years ago and Canberra’s original inhabitants. How do the sympathetic or otherwise 
contours and forms constructed by recent arrivals over the last hundred or so years and our current way of life 
compare with what came before? 
 
 
Suzie Bleach + Andrew Townsend 
Camouflage 
 
Camouflage is a work that explores the ideas of disguise, concealment, veneer and artifice. It is the 
figure of a horse, life size, poised as if for a portrait. The horse, wears a mask...of a bull. 
 
In the context of contour 556 and its site our sculpture could be seen to refer to the contrivance of the 
relentlessly sprawling urban construct of Canberra. Camouflage could also reference the pretensions, 
fragile veneers of believability and shielded realities of Canberra’s political melodramas. 
 
 
 
Mark Booth 
Tunable Colouration No.1 
 
Tunable Colouration No.1 is made from PVC pipe elbows combined to create an infinite knot, which, 
although non-objective, references the organic. Its modular components reflect a free-form process of 
assembly. 
 
It is strapped to an industrial structure a few meters off the ground, appearing to be a parasitic growth 
clinging to its host. A camouflaged surface design, closely matching the predominant colour of the crane, 
is used to change the perception of the form by making it appear to disintegrate into its background, thus 
optically breaking down and lessening the visibility of the sculpture and assimilating it with its support. 
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Robert Boynes 
ROME 
 
This is a final work in a series about refugee and displaced populations in North Africa and Europe. It is a 
series that has no name. 
 
This work ROME is a conflation of global event and local observation that I made while travelling in Italy 
2017. It is influenced by being immersed, at the time, in great European painting from Giotto, through 
Michelangelo to Caravaggio and Goya. The glow of works by these artists cast a shadow on the number 
of these people ‘passing through’ Italy at the time. I want this painting to reflect the struggle to survive 
that many people in the world are having at this time. The compression that the figures are morphing into 
may simultaneously be a search for shelter or some kind of slow and ever changing fragment of life. 
Above all, I want this piece to be formally elegant that will engage viewings and not be dated by our 
times.  
 
 
Zoe Brand 
A fellow member 
 
I see possibility in mundane, everyday throwaway statements. 
 
I collect, examine and remove them from conversation and build the text into signs. I like to draw upon 
the ambiguity of language, of the numerous readings and associations that any one word may possess, 
as well as how the meaning changes when a work moves from wall to body and back again. This 
particular work, A fellow member plays on the colloquial and mostly innocuous but often loaded phrase 
‘mate’. By giving action to the word though the use of sticky nametags, participation and performance, 
this work aims to create an interesting conversation around who we are, where we belong and how we 
‘fit in’.  Which may or may not end up in a very different place to where it started.   
 
 
Tom Buckland and Kon Kudo       
Destructamatic 
 
Destructamatic is an auto-destructing/constructing sculptural performance. It is the ultimate homemade 
gadget, a towering contraption composed of plywood, discarded exercise equipment, found junk, 
dismembered bicycles and one small pot of canned soup.  
 
In a once in a lifetime event, this ephemeral and unpredictable sculpture will come to life, clash, clink, burn 
and ultimately self-destruct before an audience. At the conclusion, viewers are warmly encouraged to 
step forward and take a fragment as souvenir.  
 
Destructamatic is a tribute to the work of Swiss sculptor Jean Tinguley, a master of kinetic sculpture and 
the pioneer of auto-destructive performance sculpture. 
 
 
Frazer Bull-Clark 
Civic Pool  
 
Civic Pool explores the iconic local site of the Canberra Olympic Pool. Captured on Super 8 film, the 
grainy images show three figures slowly climbing the diving board tower, one after the other, and then 
jumping into the water. This repeated activity is a ritual familiar to generations of Canberrans, with the 
diving tower holding a near mythic presence in the childhood of many. Opened in 1955, during a period 
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of post-war development in Canberra and intense public interest in swimming and diving in the lead-up 
to the 1956 Summer Olympics in Melbourne, the pool has remained a fixture of the city. While at the time 
it was considered the best aquatic centre in the country, in recent years it has not been well maintained. 
Reports of a major leak at the pool have led to public discussions about the future of the facility, as well as 
speculation that the territory government may have plans to redevelop the site. The youthful figures 
inhabiting Civic Pool have a spectral quality, speaking to both its monumental history and uncertain 
future. 
 
 
byrd 
counter narrative device 
 
This counter narrative device is a time-lag accumulator. It is made from materials in flux, taken between 
their primary use and secondary potential. It is the simulacra of an existing object (this also in transition). 
The placement of this counter narrative device on contour 556 is intended to rekindle in the viewer other 
potentials of material and place. 
 
 
Chris Carmody 
(Insert Text) 
 
(Insert Text) responds to the site of Bowen Place by creating the illusion of large book spines which 
appear to have been slotted amongst the abutment wall of the main walkway. These new surfaces are 
constructed from painted shade cloth. Each apparent book title has been selected for the purpose of 
prompting thoughts amongst pedestrians, as they move through the transition from the path of the 
parliamentary triangle to the level of the lake. 
 
 
 
Marianne Courtenay + Bev Hogg 
Food for Thought 
 
Food for Thought up ends the Adam and Eve story of temptation. Here the human figures tempt the 
snake with ‘food’ from the modern world with all it’s implications. 
 
The work is made from plastic rubbish collected from around the lake and waste plastic from the building 
construction and retail industries. 
 
 
Dean Cross 
The Molonglo Monument 
 
The Molonglo Monument seeks to remind the viewer that underneath the turgid Lake Burley Griffin the 
Molonglo river still runs. Its banks once served as a meeting place for the Ngunnawal and Ngambri people 
and, as is most often the case with colonial architectural ‘advancement’, those banks were flooded and 
buried to make way for a memorial to the man that designed our nation’s capital. Now its waters are the 
home to fat carp, plastic water bottles and Canberra’s darkest secrets. However The Molonglo Monument 
floats serenely above it all, anchored to its place in history.  
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Michelle Day 
Uncertainty 
 
The installation, Uncertainty, draws its genesis from the mists of winter streets, the snow capped 
mountains and the foamy sea, that reflect Canberra’s relationship to its diverse surrounding natural 
landscapes. 
 
In a country that is prone to drought we are acutely aware of our natural environment. This installation 
comments on our insecurity about climate change, and the overwhelming evidence that we are the main 
cause of that change.  
 
This work floats in a skewed reality – a body of water that remains present throughout drought.  
 
The glowing forms are adrift; their cool, uninhabited slopes allude to pristine environments with an 
uncertain future. 
 
 
Michelle Day 
Fragments and Uncertainty 
 
Throughout the process of attempting to echo movement of water, clouds, waves and mist in my work 
Uncertainty, installed on the lake at Kingston Foreshore, I found it difficult to think about weather 
without the uncomfortable certainty of change. The forms that began as only movement of air and 
water began to reflect icebergs, discarded plastic bags floating in the water – ironically, they are made 
from plastic themselves and the process of making them involved a mysteriously large amount of cling 
wrap which I had previously forced into extinction in my kitchen. This realisation brought with it the 
discomfort and awareness of knowing that I was contributing to a change in my environment. This 
work Fragments and Uncertainty followed the work Uncertainty and I felt much more engaged with my 
discomfort. 
 
 
Gary Deirmendjian 
reach 
 
Agitated by air, water and light, there’s a mass reaching out from the murky depth …   
 
 
Gary Deirmendjian 
breach 
 
Hovering above water, a giant vessel scribed by various strung lines animated by breeze and light, is 
found wedged between the carriageways and its breaching ground … 
 
 
Mariana del Castillo 
A Rare Occurrence  
 
I was drawn to Aspen Island on Lake Burley Griffith as the site for my installation. The shoreline looks 
out at the two smaller adjacent island that are unnamed. The site is visited by birds that feel safe in the 
isolation of surrounding water 
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My installation is comprised of five human size sculptural works; a melding of human and bird forms 
undergoing a metamorphosis into magic realism. This installation references the local Indigenous 
possum skinned cloaks and the abundant bird life of Lake Burley Griffith. 
 
 
Alexis Destoop 
Sanctum 
 
Created on a site owned by Russian mining company Nornickel – who also own mass holdings in 
Western Australia – the works visualise the concealed aesthetics of economic expansionism against a 
dystopian backdrop of ecological exploitation. The dialectics of the mining industry are filtered through 
the titular lens as global resource companies extract wealth from the earth’s core, a new kind of post-
mythological pantheon is erected; presided over by transnational corporations and political lobbyists. 
In Inverse Operations and Sanctum, otherworldly mountains of rubble and debris from a largely 
disused mining operation evoke Mesopotamian ziggurats and Egyptian pyramids, wedging a sense of 
the sublime and the divine within the dystopian. Here, Romanticist sublimity has mutated into a kind of 
anthropogenic sublime – a reverse engineering that shines a prophetic light on a post-natural world. 
Uttered with the icy breath of this altered landscape are T. S. Eliot’s words: ‘This is the way the world 
ends / Not with a bang but a whimper.’ – Elli Walsh. 
 
 
Karla Dickens 
Second skin 
 
Covered in battle scars and two-bit armour 
the warrior finds peaceful moments 
sitting in reflection 
digging-up courage and more raw nerve 
licking deep wounds 
she prepares to rise once more 
fighting the next round 
beaten and bruised she shines  
Our Mother 
 
 
Caren Florance with Melinda Smith, Owen Bullock & Shane Strange 
Signs of Life 
 
Signs of Life uses one artist, three award-winning poets and a Variable Message Board (VMB) to share 
responsive, bespoke poetry with a lakeside audience. You can’t get more site-specific than this! Each 
Saturday morning the VMB will move to a new festival destination and at 10:30am, one of the poets will 
give a live poetry reading to launch their VMB performance. Each poet will provide a response to the 
specific site of their VBM placement, involving the site itself, natural or architectural features that can be 
viewed from the site or the history of the site. On the last weekend the VMB will be placed outside the 
contour 556 gallery and will play a ‘best of’ for the festival end. This engaging ephemeral work will draw 
attention to the poetics of place and evoke an experience of immediacy via an object that is designed to 
draw attention to itself.  
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Alex Gawronski 
Alarm 
 
Alarm is hidden away under a busy highway overpass facing Lake Burley Griffin. The work audibly calls 
attention to an otherwise peripheral urban zone. The appeal of the location, and others like it, resides in its 
inherent liminality, the fact that it is centrally located but simultaneously secret, ignored, discarded, potentially 
eerie. Meanwhile the brutalist architecture of the site lends it a paradoxical monumentality enhanced by its 
severe symmetry: two sets of concrete stairs leading to a raised ‘stage’. Mounted on three vertical scaffold 
posts there, three repurposed portable car alarms pulse a continuous (and ‘alarming’) audio signal. Each 
signal is out of synch with the other rendering the collective auditory effect abstract and ‘compositional’. 
Nevertheless, Alarm, as the title suggests, could also be read as a distress beacon, a call to stop and 
consider the habitually unconsidered, to break the conditioned ways we inhabit urban space. The work aims 
to encourage the viewer (and listener) to rethink their relationship to the city and the daily pressures (of work 
and other life responsibilities) that typically fix our ‘use’ of it.  
 
 
Mandy Gunn 
firesticks 
 
firesticks reflects on the history of fire in our Australian landscape –how, historically fire has been used 
by indigenous people to control and renew the bush, a method known as ‘firestick’ farming, and how at 
times uncontrollable wildfires have destroyed human life and habitation over vast areas-perhaps due to 
our lack of understanding of how to manage the bush.  The fire that destroyed 70% of the ACT’s 
pastures, pine plantations, nature parks, the mt Stromlo observatory and eventually the suburbs of 
Canberra on January 18th, 2003 is commemorated in this work. 
 
After seeing the destruction caused by fires in Victoria’s Yarra valley in 2009, I began collecting burnt out 
inner tubes to create sculptures. Many hours of hand cutting these by hand and slowly weaving them on 
a loom into long strips reminiscent of burnt trees over several years has culminated in this special 
freestanding piece for contour 556 / 2018. 
 
 
Glen Hayward (NZ) 
As if 
 
For the avid collector the ceiling is one of the few spaces left to put art. Michelangelo knew this. Walter 
De Maria didn’t, he filled a loft space in New York with dirt. I went with a collector who had swapped 
some art with me so I could use his apartment in New York. On the way he discussed on the phone 
issues to do with hundreds of thousands of dollars, he is an investment bankery dude you see. I showed 
him… I made friends with all the ‘real’ people at the reopening of the earth room. The young woman at 
the door, the man serving the drinks and I joked with the attendant about making a run for it across the 
room. I also asked if college kids tried to plant marijuana seeds in the dirt, if they were Kiwi kids they 
would have tried this. All in all a victory for the little guy, that is the kind of legend I am. The excluded 
from this fantasy are the people above the ceiling, every woman’s ceiling is another woman’s floor you 
see. 
 
 
 
 
 
 
 



 

 

 
230 

Localjinni aka Fiona Hooton 
Lakeside Stories 
 
Lakeside Stories explores artworks and space as a mobile, audience experience. Drawing on the ancient 
allure of lightshows and combining it with new A/V technology, the tour is designed to maximise audience 
interaction, through site-specific light drawing, animation and digital story telling.  
As a new public art model it will investigate ways to connect people to place and build relationships 
between artists and the public. An ephemeral art experience it aims to deepen our shared sense of 
belonging and activate care for the places we live. 
 
The tour will examine ways in which art can influence how the public experiences and remembers space 
using community storytelling, collection interpretation and creative play. 
 
 
Hannah Hoyne + Amanda Stuart 
Sloughing Vessel 
 
Our sculptural installation Sloughing Vessel presents a luminous gold-tiled floor space, from which emanate fine 
black mangrove tendrils. These hand crafted steel spindrels support an uncannily light, snake-skinned boat 
form –as though it were the shedding of its floating, living counterpart. This work embodies components of 
each of our sculptural elements & conceptual drivers, transformed into a new vision. Thematically linked to the 
idea of transformation through the concept of anima – here, the inner self/spirit of an animal object seeks 
transformation. The cultural artifice of a human made lake (Burley-Griffin) is echoed in the modified vessel 
(a perforated boat form), which acknowledges its preposterous earthly limitations and in so doing, appeals to 
its internal (animal/river) state. Each component has been a labor of love -150 wooden tiles that are gilded by 
hand with an Asian Prayer paper; and the new cast of a wooden boat surfaced with a reptilian skin made over 
three thousand hand-cut rubber scales; an ethereal vessel seemingly afloat over 50 hand forged steel 
mangrove tendrils. 
 
Jae Kang (NZ) 
Whimori 
 
This work is a physical exploration of energetic and spatial mark making of scribble drawing in the 
context of the landscape of the Canberra lakeside, the land, the lake and the sky, which creates complex 
relations between lines, space and human’s occupation. As a site specific work, these rhythmical, 
spontaneous and dynamic characteristics are resonated with the configuration of the central Canberra 
landscape. The irrigation pipes and tubes become a lively scribble drawing on horizon at distance and a 
curious tactile world up close. From the distance, the work’s visual engagement guides the viewer’s eyes 
between the land and the sky, and they may digest the impressive visual of the work. Up close, the 
viewers can touch and walk around between the work’s undulant lines, discover its complexity and tactile 
secondary tubes and experience the nature of rhythmical line drawing in the space. The title Whimori is a 
name of a cheerful rhythm in Korean that agrees with dynamic rolling lines of the work. 
 
 
Michael Le Grand 
PLUNGE 
 
Plunge explores the relationship between the frame as a pictorial device contrasted by a multiplicity of 
views generated by the rolled ribbon of steel plate cascading and interacting with the rigid geometry of 
the pipe frame in which it sits.  
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Rosalind Lemoh 
when you fall softly 
 
when you fall softly explores ideas of death and departure through the still life genre. The work is an 
extension of my practice and explores the idea of creating memorials for passing moments, especially the 
interactions and relationships between humans and animals in shared urban areas such as city parks and 
green spaces. Based on a response to the fishing activities and wildlife of Lake Burley Griffin, this work 
features a taxidermy Australian black swan (Cygnus Atratus) as a focal point, set amongst a still-life 
spread with red grapes and flushed pomegranates. These iconic birds are part of the lake sites in and 
around the Canberra region and are seen throughout the year. This work was inspired by watching a 
large black swan struggle to swim free after it was caught by a fishing hook being reeled by a local 
fisherman at the lake’s edge. The work combines classical references in a contemporary format to 
create a moving meditation about mortality, preservation, and the vulnerable beauty and violence of 
living. 
 
 
Dan Lorrimer  
Splinter array 6  
 
Splinter Array is a series of lineal sculptural objects that draw inspiration from natural crystalline 
structures. Each work is made up of multiple parts or splinters in a continual process of braking apart 
and reforming. Each time they splinter a new trajectory is found, stretching further outward creating 
energetic angular  compositions. Each splinter feels as if it is growing, through the slow accumulation 
of molecules and atoms. 
 
 
Anna Madeleine + Jessica Herrington 
Weird Weather 
 
Weird Weather uses augmented reality to embed digital relics into the natural landscape of the Kingston 
Foreshore. Visitors are invited to download a mobile phone application and interact with the work 
through digital drawing and finding animated imagery at site-specific locations. Referencing weather and 
mapping, it plays with motifs that are often encountered as ‘information’ but that represent ideas that are 
also experienced on an individual and personal level with memories, stories, and emotions.Through 
augmented reality experiences, the app playfully explores the increasingly entangled intersection 
between people’s digital and physical lives. 
 
 
Ian Marr 
A Roland for an Oliver 
The Fluttering Airs 

The Old Lie 

 

These medallions are a distilled, lapidary representation of three historical moments, comprising, like 

the comic books of childhood, words and image. 

 

A Roland for an Oliver (two knights who fought for Charlemagne) means an exchange, especially in 

battle. This work is about the gift of the Duntroon lands, the heart of modern Canberra, in exchange for 
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the ship ‘Sydney’, which was requisitioned by the colonial authorities from Robert Campbell to supply 

Moreton Bay and lost off the coast of India. 

 

The Fluttering Airs concerns the mysterious Alexander Harris, whose book The Emigrant Family is 

set around Queanbeyan (‘Ghiagong’) and Gudgenby (‘Rocky Springs Station’), Naas and Tharwa 

(‘Dullendiah Mountain’). 

 

The Old Lie uses two phrases from Horace to look at the practice trenches created in 1916 in the 

Jerrabomberra Wetlands as a training ground for soldiers preparing for the Western Front in France 

and Belgium. 

 

All three works are intertwined with the idea and memory of long sea voyages, which were once part 

of the consciousness of most settler Australians, and often led to poetic and associative comparisons 

between the interior landscape of Australia and the vast rolling ocean. 

 
 
Arone Meeks 
Begong Thylacine 
 
The connection to Canberra is of its many war memorials in the local landscape and that of the Bogong 
Moth, which brought many clans together around Canberra. This represented a seasonal change and 
the arrival of an important food source. 
 
The hunting boomerang, base shape, is a reference to the many different tribal groups that have also 
been at war. The idea behind this piece relates to recent dialogue about being able to geneticaly return 
the Thylacine. In a time of great disparity, suffering and global unrest, can we question reaching into the 
past to reinvent a beautiful and almost mythical creature. The Bogong Moth still returns every year, sadly 
unlike many of the different Mobs.The boomerang is placed resembling the tick symbol (ref: ticking the 
box, tick of approval). Also as a reference, Canberra is the seat of approval. 
 
 
Sanné Mestrom 
Sphinx in Repose (Kneeling) 
 
Mestrom’s practice draws on 20th century iconic modernist works to explore the psychological, 
emotional and cultural significance attached to them. She explores how value is accorded to these 
objects, how they are always tied to their cultural and art historical contexts and how they may become 
substitutes for particular values or beliefs. Through replication, appropriation and disruption her work 
filters historical mythologies through her own systems of reference, questioning notions of lineage, 
originality and influence, further altered through her experience of ‘making’.  
 
 
Miriam Pickard  
The Primordial Mermaid 
 
Once upon a time, deep in the Primordial Ocean an enchanting mermaid was born. 
Ever since she has been traveling the waters of life, gathering ancient stories of creation.  
Now she’s waiting on the shore of Lake Burley Griffin  
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to remind us how to awaken the seeds of wisdom that lie within us and beneath us.  
Come and commune with this majestic creature of the deep.  
 
At the heart of Miriam’s arts practice is a desire to generate and inspire cultural empathy, health and 
wellbeing of Australian diversity and identity. Her stories travel feeling between people and country. 
Maintaining and re-imagining the wisdom, vitality and relatability of ancient myth in contemporary 
Australia is an important part of this. The Clown archetype where joy and suffering sit close together is a 
feature of her performance style inviting comedy, the ridiculous along with depth of feeling and humanity. 
 
 
Harijs Piekalns 
Manifest Submersion 
 
The form for Manifest Submersion is based on the Latvian folkloric symbol for the Earth Goddess, Mara, 
a repeating right-angled zig-zagged geometric motif which arose some 6,000 years ago during the 
Neolithic Period and is common to many cultures worldwide. Walter Burley Griffin’s Plan for Canberra 
transformed many elements of the original topography to accommodate the needs of his design. 
A major feature of the city is Lake Burley Griffin, created by flooding the original course of the Molonglo 
River, along with many of its geological features and subsuming Aboriginal sites of significance. The 
design at the base of the sculpture was suggested by Wally Bell, Director, Buru Ngunnawal Aboriginal 
Corporation, Canberra. and is an interpretation of the Ngunnawal symbol for water or a water 
course.The mirrors in the centre of the work orient towards these now submerged ceremonial sites at the 
base of Black Mountain. Our current topographical reality is a construct which acts to obscure sites of 
significance for local First Nations Peoples. 
 
 
Millan Pintos-Lopez 
Falling through the Divine I, II, III 
 
Falling through the Divine references the modernist foundations of Canberra and its innate ability to be 
captured by the viewer in single modernist windows. Breaking down the built Canberra into the 
Bauhausian foundations of the Circle, Square and Triangle. When suspended the work forces the 
viewer to view Canberra through this modernist framework and review their surroundings through the 
artist’s lens. 
 
 
Anton Poon 
Anchor 
 
My sculptures explore the concept of cultural transition through the metaphors of bridges, tunnels and 
the use of abstract modular forms. I developed this theme based on my journey and experience of 
leaving home as a young teen in Hong Kong to study in a foreign culture here in Australia. I see my 
sculptures as gateways that allow myself to share and communicate my ideas physically and visually 
among other artists and the general public. With the sculpture, Anchor, I continue to question my identity 
and sense of belonging by sharing my sculptures as an international artist.  
 
 
Gilbert Riedelbauch 
Triangulated column: 3x3 gold 
 
Triangulated column: 3x3 gold is folded from a single sheet of a composite aluminium panel. This 
column belongs to a series of objects employing the precision of digital manufacture – in this case CNC 
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routing – together with manual folding techniques. Based on a number of geometric principles that 
determine both the surface’s tessellation and the object’s proportions. 
 
I am interested in how a surface pattern can change a material’s behaviour. Here, the material moves 
differently in different directions, it becomes anisotropic. This process, while designed and planned, 
leads often to unexpected outcomes. Triangulated column: 3x3 gold is currently the largest exploration in 
scale of this approach to working with material in my studio. 
 
 
Alex Seton 
The Golden Calf 
 
The Golden Calf consists of large plastic barriers of the kind used in road safety contexts, stacked in a 
cross-hatched pattern, and crowned with a single gold-leafed barrier. The work serve as an effigy to a 
world ever-more intent on throwing up walls between us, both in terms of nation-states and cultural 
divisions. Installed at Commonwealth Place on the edge of Lake Burley Griffin, the work temporarily 
disrupts the line of sight between Parliament House and the Australian War Memorial, placing a physical 
barrier between these two institutions, between which so much money, power and ideology flows. The 
Golden Calf represents a revisiting and expansion of Seton’s previous work with barriers, created in 
2007 in response to the APEC summit and post-9/11 world. In the age of Trump’s border wall, seemingly 
endless rebuilding of our cities in the name of progress, and changing modes of access and visibility 
within these cities, the barrier remains a potent symbol of our age. 
 
 
Shags (artist) and Jane Rawson (author) 
FLOOD 
 
FLOOD uses an excerpt from Jane Rawson’s story, Lake (2016), which is told from the perspective of a 
woman who finds herself unexpectedly dead at the bottom of Lake Burley Griffin along with hundreds of 
other Canberrans; it was inspired by the implosion of Canberra Hospital. Shags is writing the text 
backwards directly onto the inside of the glass windows overlooking the lake. Over time, the repetition of 
the words and density of marks will ‘flood’ her in to the space, thus retelling the story in situ, mimicking 
the creation of the lake and creating a visible metaphor for her own exquisite dyslexia. 
 
 
Sally Simpson 
Artefacts for the Anthropocene: Roadside Memorials 
 
The sculptures refer to totems, crosses, trees and grave markers. They signify the sacred, symbolic and 
emblematic forms humans have used to express reverence and invoke awe and mystery. 
 
I have chosen potent religious and spiritual motifs to tease out my pre-occupation with the conflicting 
needs of humans, animals and land, drawing on the material detritus of the fragile and degraded 
ecosystem where I live. They suggest both death and resurrection, and nature as a force that decays 
and regenerates. 
 
Using bones reflects my wonder at the beauty, mystery and universality of the building blocks of life. Collecting 
them from the paddocks is a meditative process. I don’t distinguish between native and introduced species – 
the bones of all life forms have equal value. Dipping each one in wax and binding them together is a ritual of 
preservation, care, participation, and responsibility. 
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Song Street Project 
DREAM COMFORT MEMORY DESPAIR 
 
‘Song Street Project’ produces installation-based works that see fragments of songs placed in the 
landscape – in all contexts:  open space, laneways, driveways, car parks, stairways and building 
forecourts. It adopts the medium and format of road signage linemarking to provoke a double-take by the 
viewer.  Works can be prosaic, literal, elegiac or ironic, and provide a commentary on the landscape 
quality of the urban environment. 
 
 
Philip Spelman 
New Moon Tilted Vase 
 
New Moon Tilted Vase, is primarily an abstract composition, I source readily identifiable and abstracted 
imagery from a broad range of research including urban and industrial landscapes, still life painting and 
stylised forms from nature. The sculpture has strong positive and negative spaces, where the elements 
balance and tumble and float. The vibrant colour and tones create strong shadows and silhouettes, 
which separate the work from its environment. 
                                                        
 
Kael Stasce 
Revision 
 
Kael Stasce explores the ways in which space can be read and interpreted. Constructing abstract 
assemblages and sculptures, the objects used to construct the work range from sheet metal, bike frames, 
wire, road signs, venetian blinds and discarded or found components. By installing the work on the floors and 
walls he actively involves the surroundings as a formal element to the composition. Windows, shadows, 
natural lighting and abnormalities become the inspiration, influencing and mimicking the artworks 
construction. Combining two and three-dimensional elements allows the work to extend or restrict the 
experience of space, creating a composition that produces bold and dynamic shifts both physically and as an 
illusion. Revision refers to the idea of being neither here nor there. With the purpose of appropriating its 
surroundings, the mirror finish reflects the environment and adopts the landscapes colour and forms. 
However, this reflected space becomes an obvious illusion due to the works location, hung high against the 
contrast of the bridges concrete structure. 
 
 
Richard Kelly Tipping 
Canberror 
 
In 1997 Hal Judge invited me to Canberra for a poetry reading, and I quizzed him about possibilities for a 
space for a public intervention: “I’m thinking of making a large-scale wordwork on sloping lawns in the city as 
an uninvited contribution to the Sculpture Forum in 1998, which will be CANBERROR. 
What do you reckon? Know any suitable lawns? The idea is to have council worker’s overalls on; carefully 
mark out the letters with string (at a scale to suit site and ideal viewing position = they might need to be 3 or 
4 metres in letter height?); then spray lawnkiller onto the text, pull up the strings and depart.” Perhaps 
luckily, Hal didn’t offer any suggestions for lawns, and it didn’t happen. Until now. Thanks to Neil Hobbs 
and contour 566 for finding a perfect location, and gaining permission. Two decades later, the word 
Canberror is being formed by laying cut out letters made of plastic sheeting onto the unsuspecting lawn 
using them as a template to then paint with signwriting paint. 
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Kensuke Todo 
Found 
 
One day, playing with my children in the overgrown front yard of our house, my son cried out, “Dad, I 
found a big rock!” He was seven years old. A small skinny boy, holding a big rock in his arm and walking 
towards me. I quickly retrieved the rock from him before he dropped it on his foot. The rock was very 
heavy, much heavier than I expected. Soon I realised how much my son had grown and how strong he 
was. 
 
The rock sculptures are kind of self-portrait. While making them, I imagined myself curled in the rock that 
he was carrying. 
 
 
Peter Vandermark 
Mono block 
 
The following transcript is a semi fictional interview. Q + A: 
Q. Western sculpture seems to have permanently migrated from the human figure to the built 
environment. 
A. I’ve long been preoccupied with architecture, furnishings, models, maquettes, design. 
Q. So your sculpture explores the radical reconfiguration of human scale within the built environment? 
A. Yes – but no artist just applies ideas. Artists ‘explore’ modulations of form. Nonetheless scaling that 
environment back down to the human without directly representing the figure, my work implies the body, 
implies human use without…  
Q. …In a totally designed world we are nothing but implied presence? 
A. That’s too apocalyptic. Better to say my practice is devoted to exploring the implications of the 
designed environment on human spatial ecology. Sculpture is always a study in proxemics, human 
proxemics. 
Q. Human – for now. A. For the foreseeable future. 
 
 
Sian Watson 
Flooded 
 
Canberra based artist, Sian Watson, is highly influenced by the natural environment. Through growing 
up on a farm, familiarities of life and death and the processes in which the environment generates, have 
developed into reoccurring themes within her work. Watson utilises the visceral reactions that people 
have with these processes and plays on the ideas of time and movement; referencing animals that 
inhibit our landscapes. Much of Watson’s work references the human relationship with the land through 
the means of material, scale or shape.  
 
Flooded draws upon the colonial history, the flooding of pastural land and development of Canberra. It 
also holds contemporary context within social, political and environmental ideas as the sheep stand on 
the shores across from Capitol Hill.  
 
 
Wellspring: Phil Nizette and Jennifer Jones 
Resource 
 
Resource questions our responsibility to use and value resources wisely, challenging us to consider 
environmental impacts, the plastic we use daily and the lasting effects of production and waste. 
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The work speaks to how the Canberra landscape was seen as a resource to be manipulated and 
modified to suit the needs of a city and its inhabitants.  Has development been wise and fully respectful 
of the natural environment ?  How sustainable is our city and culture ?  And, what innovations are waiting 
to be found? 
 
Resource is spelt out in 1.8m x 1.6m letters created from hundreds of plastic milk bottles and other 
waste refashioned as corals, fish and aquatic life, predominantly ‘bleached’.  
The letters - ‘OUR’ are coloured, the healthy reef or environment. 
 
The environment, the materials it yields, the city and its setting are  – OUR resource, OUR responsibility. 
 
 
Jason Wing  
ASK US WHAT WE WANT 
 
ASK US WHAT WE WANT is a series of hand painted free standing Corflute placards in site specific 
locations. The hand painted messages are comments from both Aboriginal and non-Aboriginal people. 
The tent like structures refer to the Aboriginal Tent embassy, the oldest ongoing protest by Aboriginal 
people. The ongoing protest alerts us all that Aboriginal people are still being treated worse than 3rd 
world citizens in a first world country which used to belong to Aboriginal people. The statements are site 
specific and created to stimulate discussion. The placards encourage us all to measure the progress and 
regression of Australian Government’s social, political, economical and historical treatment of Aboriginal 
people. ASK US WHAT WE WANT encourages the audience to bypass mainstream media by uploading 
images of the placards to archive and measure the progress or lack of progress with in Australian society 
for future generations to critique. 
 
 
Barak Zelig 
The Luring 
 
The Luring is from the series Shaping the Landscape - telling the story of an animated sculpture titled 
The Culprit which will continue as more sculptures are developed. 
 
The story is about changes that we see in our landscape occurring through human intervention or 
nature. Sometimes these changes occur unnoticed and many times we are oblivious to them; they can 
be beyond our control and it may be too late to reverse them. The story is a protest about how ‘we’ are 
making permanent changes to our environment which will impact future generations.  
 
In The Luring the landscape’s trees are lured to climb on the culprit. The culprit and the trees’ fate will be 
revealed in the next sculptures in the series. 
 
 
Barak Zelig 
A key for… 
 
A key for… is a site specific stainless-steel sculpture positioned close to the walk-way in the lake. It is  
semi-interactive, enabling people to look through a key handle (ring) and see Regatta Point. The work 
relates to the design of the lake, the plans that Walter Burley Griffin had in mind for the future, and 
what we see today. 
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APPENDIX B 
contour 556 / 2016 + 2018 

ARTWORK LOCATION PLANS 
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2016 MAP 1: NATIONAL LIBRARY TO CENTRAL BASIN 
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2016 MAP 2: COMMONWEALTH PLACE ‘EAST SPACE’ ROOM SHEET 
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2016 MAP 3: CENTRAL BASIN TO BOWEN PARK 
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2016 MAP 4: BOWEN PARK TO KINGSTON ARTS PRECINCT 

  



 

 
244 

 
 
2018 MAP: WHOLE SITE 
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2018 MAP: COMMONWEALTH PLACE ‘EAST SPACE’ FLOOR PLAN 
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APPENDIX C 
contour 556 / 2016 + 2018 
SPONSORS REPORTS 

 
 
 
 

JANUARY 2019 



556

contour 556 / 016 Sponsor and Supporter Report

The inaugural contour 556 intervention into the Canberra landscape ran from 21 October – 13 November 2016.

contour 556 was curated by Neil Hobbs, with assistance from the contour 556 team: Karina Harris, Jordan 
Evans-Tse, Bronwyn Blake and Georgia Hobbs.

contour 556 was a case study for Neil’s PhD research project on ‘the transformative nature of public art on 
the public realm.’ Artworks and performances linked in some way to Canberra’s cultural and political history.

contour 556 saw 41 artworks and performances by 48 local, national and international artists installed on the 
lake shore and around the Kingston Arts Precinct. The artworks transformed iconic designed landscapes 
within the central lake area such as Bowen Park, Central Basin, The National Library foyer and forecourt, 
the National Gallery of Australia Sculpture Garden, Megalo Print Studios and the Fitters Workshop. The 
artworks included light, sound and digital projections and added vibrancy to the lake edge and parkland. 
One of the works, Katy Mutton’s dazzle camouflage boat ‘In Plain Sight’ will remain visible on Lake Burley 
Griffin (and available for hire by the public) for 12 months. 

Of the 48 participating artists 33 were from the Canberra region, 13 from Brisbane, Tweed Heads, Sydney, 
Southern Highlands or Melbourne, and 2 international artists, from China and Germany.

Katy Mutton ‘In Plain sight’    Haeli Van Veen ‘Committee Meeting’   Christoph Dahlhausen ‘Stabilizing light’
Image courtesy of the artist   Image courtesy of Sean Davey   Image courtesy of Jordan Evans-Tse

Archie Moore ‘Yam daisy’    Alex Seton ‘Paper armada’    Philip Spelman ‘Redtrumpet redtable’
Image courtesy of Sean Davey   Image courtesy of Jordan Evans-Tse   Image courtesy of Sean Davey



Opening night

The opening night on Friday 21 October was attended by in excess of 300 people. It was held at the 
Commonwealth Place ‘East Space’, which was provided to the event team for the duration of the festival by 
the National Capital Authority. The event was opened by David Broker, director of Canberra Contemporary 
Art Space, and featured performances by Hiromi Tango, Jacqueline Bradley, and Victor Evatt. 

Performances

Hiromi Tango performed ‘Banksia Magic’ with assistance from 4 ANU School of Art sculpture students. 
Hiromi’s assemblage work of textile, banksia branches and neon light was installed over 2 days with 
assistance from 3 volunteers. 

Jacqueline Bradley’s ‘Boat Race’ ran for 3 performances along the lake edge, and comprised 4 performers, 
wearable boats and oars.  Jac preformed to the opening night crowd, to bewilderment then great enthusiasm, 
then on other occasions to a hard core group, plus random walkers, cyclists and passers-by.

Victor Evatt’s performance of ‘Peace’ also ran 3 times.  Victor sang a medley of Edwardian era folk songs 
popularized by Benjamin Britten, on the opening night; by the lake edge and under the Bowen place 
underpass.

David Capra’s ‘Eau de Wet Dogge’ performance on the opening weekend was a crowd favourite drawing 50 
people plus 12 dogs.  A Blue Wheelers dog grooming van provided blow waves and grooming, while David 
and his assistants launched the Canberra edition of ‘Teena’s Bathtime’ perfume.

‘A Chorus of Women’ (Miriam Pickard, Glenda Cloughley and Johanna McBride) performed ‘Penelope’s 
Odyssey’, in the National Gallery of Australia Sculpture Garden, over 4 nights from 21 -24 October. The 
performance started near the Fujiko Nakaya Fog Sculpture, and traversed the sculpture garden passing 
Antony Gormley’s ‘Angel of the North’, Emile Bourdelle’s ‘Penelope’, and finished at James Turrell’s 
Skyspace. The audience was limited to 25 people per performance due to capacity of the Skyspace. 
The NGA arranged for the Fog Sculpture to operate at the beginning of each performance. 

Hiromi Tango ‘Banksia Magic’              Jacqueline Bradley ‘Boat Race’ Victor Evatt ‘Peace’    David Capra ‘Eau de wet dogge’
Images courtesy of Jordan Evans-Tse

Images courtesy of Jordan Evans-Tse



Closing Party + Fitters Workshop

The closing party held at Fitters Workshop was attended by over 200 people, and featured 2 x local bands; 
ampON and Kristabelle and the Southern Jubilee Ringers. contour 556 occupied the Fitters Workshop for 
the final four days of the festival, with an digital installation by Alexander Boynes ‘Water Stories’ and PRAXIS 
filling the space.  Water Stories was seen by over 300 people over the 4 nights of the installation. 

Other Events

Several artists talks were also conducted including by the two participating international artists Christoph 
Dahlhausen and Colin Chinnery.  Christoph spoke of his light works, and the talk concluded with viewing of 
his installation on the northern façade of the Fitters Workshop.  Colin spoke of his art practice recording and 
reworking the sounds of the Beijing Hutongs – capturing and recreating the sounds of the various hawkers 
who operated in the Hutongs prior to 1949.  Colin exhibited a sound sculpture based on these recordings 
in the Megalo foyer, and a digital work called ‘Warmth’ in the lake gallery space. 

Melbourne artist Jon Campbell  spoke at an event for the ACT, Riverina and Monaro Garden History Society 
on Wednesday 9th November, attended by 42 people. Jon spoke of his practice and the process behind 
the creation of his works for contour 556, based on artist Greg Taylor’s earlier work, Down by the lake with 
Liz and Phil, 1995.

Poetry sessions

Two poetry sessions were held, with assistance from Paul Magee:
 1. Contoured Poetry 
Samuel Wagan Watson, one of Australia’s most celebrated indigenous poets, headlined this reading of 
original work by contemporary Australian poets. Niloofar Fanaiyan, Paul Collis and Paul Magee accompanied 
Sam with readings from their books Transit, Dancing Home, Cube Root of Book and Stone Postcard. 
 
2. Words on the Lake  
Local writers Paul Collis, Niloofar Fanaiyan, Paul Magee, Shane Strange and Anika Quayle gave readings 
from the top-shelf of twentieth and twenty first century poets. The performance was held at Bowen place.

top left: Jon Campbell talk at ‘East Space’, top middle: ‘Words on the Lake’  Bowen Pl - images courtesy of Karina Harris, top right: Victor Evatt ‘Peace’ image courtesy of the artist
bottom left: Archie Moore ‘Yam Daisy’, bottom right: Gary Carsley ‘One place in another’ - images courtesy of Sean Davey



VIP Events

Lucy Turnbull AO was guest of honour at the VIP events held on Tuesday 1 November.  6 artists were in 
attendance.  The group walked along the lake edge to see several of the installed works, and the works 
exhibited in the lake gallery space. 

Canberra Airport Group hosted a function for their invited guests on Tuesday 8th November.  Several 
artists were in attendance, including Paul Selwood, who was awarded the inaugural Capital Airport Group 
Acquisitive prize.

Promotion

We achieved strong visitation for all performances, artist talks and events. Crowd counts were taken for all 
events and performances. The lake gallery space had 2238 visitors over 24 days and 1097 people attended 
specific events. However, the total reach of the event is impossible to quantify – for instance, Katy Mutton’s 
camouflage boat ‘In Plain Sight’ will be visible on Lake Burley Griffin (and available for hire by the public) 
for 12 months. A conservative estimate for a daily viewing on the main sculpture walk is in excess of 3000 
people. 

Online promotion was key; with Facebook, twitter and Instagram all gaining traffic. The contour 556 website 
recorded 6191 direct interactions.  Events ACT provided data for their promotions, reaching 28,500 people 
through Facebook posts, and 126,500 scrolling banner views during the promotional period. 

We placed print advertisements in key Arts magazines in the lead-up to the event, and were given editorial 
coverage in Art Collector, Art Monthly Australasia, Art Almanac, as well as online promotion by the Biennale 
of Sydney, Events ACT, Arts ACT and all our private sector sponsors. The Canberra Times featured ‘In 
Plain Sight’ on the front page on ten Saturday after the media launch, and featured Archie Moore, Gary 
Carsley and Haeli Van Veen during installations. Neil Hobbs had three radio interviews on 666 Canberra with 
Genevieve Jacobs. 

The contour audience came from far afield: respondents to the online and hard copy survey show post 
codes from Queensland, Victoria, South Australia, Western Australia, Sydney and the wider New South 
Wales regions.

Outcomes

The key objective of the event was to place ACT based artists on a national (and even international) 
stage. contour 556 met this objective. All but 3 artists were present at the opening night. There were many 
opportunities for interactions during install, and through the events and artists talks. Gallerists and collectors 
from Adelaide, Melbourne and Sydney attended the opening night, as well as a party of 4 from Sydney 
Contemporary, Australia’s International Art Fair. Several local artists reported positive discussions with other 
artists, over potential collaborations either here in Canberra or within Australia. 

contour 556 saw a great level of commitment and cooperation with the private and public sector. We were 
successful in grant awards from Territory and Commonwealth Governments, and were supported by 3 key 
private sector sponsors; ActewAGL, Capital Airport Group and DOMA Group. 
Private sector sponsorship       $30,000
Public sector grants Commonwealth and Territory:     $88,000
Private sector acquisitive prize value      $30,000
Artwork sales (including acquisitive prize)   $108,500

A highlight of the event was the inaugural Capital Airport Group $30,000 acquisitive prize awarded this 
year to Paul Selwood for his work ‘Black Mountain’, created in Canberra between 1983-4.  Several other 
artworks were sold as a result of the exhibition to both local and interstate collectors. Sales totaled 
$108,500.00. contour 556 was also well supported in kind by the adjacent cultural institutions and the local 
arts organisations, including the National Gallery, The National Library, Canberra Glassworks, Megalo Print 
Studio, and by Cox Architecture, who hosted a work in the foyer space in the Kingston Foreshore.



Volunteers

None of contour would have been possible without the support of the public, but especially the contour 556 
volunteer team. 10 volunteers assisted the artists and the event team during the installation, totaling over 
60 hours. 20 volunteers assisted during the exhibition, invigilating the exhibition space and assisting with 
running repairs to the artworks, including watering Archie Moore’s Yam Daisy work:  CROP (Noun/Verb).  
These volunteers provided over 200 hours of time to the event. 4 volunteers assisted during de-installation, 
providing 15 hours assistance.

Towards contour 556 / 018

The event was roundly held to be a resounding success – by the participating artists, by the public, and by 
the sponsors. But there is considerable scope of an improved and better promoted festival in the future.

While installation and running of the event went smoothly, promotion by the event team during the event 
could have been better targeted. Public opinion was canvassed through online and physical surveys. The 
responses wholeheartedly supported the event concept, with the proviso that signage, web promotion and 
web access could be improved. There was criticism for lack of event signage and information relating to the 
artworks. There was also criticism of the fluidity and ease of use of the website and difficulty in searching 
for the event online. 

We have reviewed the event with our supporters, sponsors and volunteers. The adjacent cultural institutions 
and the local arts organisations who provided spaces and support for the event, including the National 
Gallery of Australia, The National Library, Canberra Glassworks, Megalo Print Studio, Australian National 
University and Cox Architecture are all supportive of a future event. 

We have also opened conversations with the NCA over expanding the event into other lake edge facilities, 
such as the Carillon building and environs and possibly the Regatta Point Visitor centre. Following discussions 
with Events ACT, we will look to increase activation of the Bowen Park foreshore and extend the event into 
the Kingston foreshore public realm.

The provisional dates for the 018 iteration are Friday 5th October – Sunday 28th October.

Image courtesy of Jordan Evans-Tse

Sponsors

Supporters
3D scan solutions | ANU School of Art | Blue Wheelers | Cox Architecture | Lake Burley Griffin Cruises | Leader Graphics | Megalo Print Studio | National Gallery of Australia | National Library of Australia 



contour 556 / 018 Sponsor and Supporter Report

contour 556 / 018 ran from Friday 5th to Sunday 28th October.

The event saw 56 artworks and performances by 60 local, national and international artists installed around Lake 
Burley Griffin and the Kingston Arts Precinct.  The 2018 iteration followed the successful 2016 event, which featured 
48 artists over a slightly smaller footprint.

contour 556 was curated by Neil Hobbs, with assistance from the contour 556 team: Karina Harris,  
Jordan Evans-Tse and Bronwyn Blake.  contour 556 is the creative practice component for Neil Hobbs PhD topic 
‘Can temporary art transform public space?’ Neil’s research considers how temporary art placed in the landscape 
influences our perceptions of place. Can temporary artwork make a place more memorable, and can temporary art 
celebrate the physical joy of living, engendering feelings of surprise and delight  

The 2018 artworks transformed key landscapes within the central lake area such as Henry Rolland Park, The Land 
Axis at Commonwealth Place, Bowen Place, Bowen Park, The National Library foyer and forecourt, the National 
Gallery of Australia Sculpture Garden, Megalo Print Studios, East Basin and Kingston Foreshore.  Artworks were 
also exhibited in the Cox Architecture Gallery Foyer.

Of the 60 participating artists 41 were from the Canberra region.  16 artists were from various towns and cities 
in Australia including Yuendumu, Newcastle, Cairns, Brisbane, Lismore, Sydney, Melbourne, and Mornington 
Peninsula.  There were 3 international artists, from Hong Kong and New ealand.

Jae Kang’s ‘Whimori’, Chris Carmody’s (Insert Text), Karla Dickens’ ‘Second skin’ + Alex Seton’s ‘The Golden Calf’. Photos: Sean Davey

Richard Tipping’s ‘Canberror’. Photo: courtesy the artist



Opening night
The opening night was held on Friday 5th October and attended by in excess of 350 people. It was held at the 
Commonwealth Place East Space, which was provided to the event team for the duration of the festival at no charge 
by the National Capital Authority. The event featured ‘Destructamatic’ a performance by Tom Buckland and Kon 
Kudo, that was conceived as an homage to Jean Tinguely’s Homage to New York, 1 61, performed in the courtyard 
at MOMA.  Tinguely’s performance famously caught fire at the 2 minute mark, requiring attendance by the New York 
Fire Brigade.  ‘Destructamatic’ ran for a similar duration, without the fire.

Performances
A series of performances and poetry reading where scheduled during the event.  These were very popular with the 
public – and ‘Lakeside Stories’ by Fiona Hooton won the inaugural MJ Hobbs /Bonhams People’s Choice award 
with 50 votes from the public.

Signs of Life
Caren Florance created a poetry performance that included 3 poets live readings and a 24 hour display of the performed 
works run through a variable message (VM) sign that was provided at no cost by Allcott Hire.  Shane Strange, Melinda 
Smith and Owen Bullock each read on a Saturday morning.  Following the reading, the content was displayed on the 
VM sign and operated 24 hours a day, with ‘day’ and ‘night’ text.  

Mate
oe Brand’s performance of ‘Mate’ consisted of oe dressed in a generic uniform standing by a ticket dispenser 

that dispensed tickets to the audience to many of the performances and events through the program including the 
opening night, the poetry sessions and Shagsy Shags ‘Lake’ performance, and the public forum.  oe presented 5 
performances and handed out 540 ‘mate’ tickets.

Photos: Jordan Evans-Tse

Photos: Martin Dolan

Photos: Jordan Evans-Tse, Clare Mcshanag



Lake Stories: Localjinni
Fiona Hooton and Catrina Vignando ran 8 ‘Lake Stories’ walks around the northern foreshore of Lake Burley Griffin.  
They used urban infrastructure – signs, seats, concrete walls and abutments to project short film clips of stories 
about the lake and the people associated with the lake.  All but 2 of the walks were booked out.  8  rated the walk 
as well organised and had a positive experience. 

Flooded
Shagys Shags presented a durational performance, over 4 weekends, each of 3 hours.  Each Sunday she wrote 
excerpts of Jane Rawson’s novella ‘The Lake’ backwards on the inside windows of the East Gallery space.  The 
words were visible to the audience reading from outside the gallery space.  As the text advanced up the glass, 
gradually and inexorably rising and filling the window, it referenced the durational experience of watching the lake fill 
54 years ago.  On the 3rd weekend Jane Rawson and Shags presented an artist talk, on their combined artforms – of 
writing and that process, and of the process of presenting the written words as a visual artwork.

Primordial Mermaid
Miriam Pickard performed ‘Primordial Mermaid’ on two occasions.  The first followed the Richard Tipping talk at 
the NGA, and was timed to conclude as the full moon rose over the lake.  The second preceded the closing party.  
Miriam’s performance attracted many passersby to stop and watch, as well as large crowds who came specifically 
for the performance.  Her performance told the tale of  the age-old love story between Isis and Osiris, and weaved 
the story into the creation story of the  landscape of Central Canberra. She stood on the land axis, and as she raised 
her arms she demonstrated the water axis.

Photos: Courtesy the artist

Photos: Sean Davey

Photos: Jordan Evans-Tse



Ventilate
S.A.Adair installed a work of art titled ‘Ventilate’, consisting of red and white painted gravels and charred tree trunks.  
On the opening weekend the work was activated by a performance by suzsi Soboslay and musician Richard 
Johnson.  ‘Ventilate’ was the second prize winner in the People’s Choice award with 1  votes.

Jae Kang Live Drawing
Jae Kang installed a major work, Whimori, over 4 days prior to the opening.  She (and the other visiting New 

ealand artist Glen Hayward) was interviewed by The New ealand High Commissioner Chris Seed.  On the opening 
weekend Jae presented a live drawing performance in the east Gallery Space, titled ‘Waves of your Breath’.

Workshops
ActewAGL provided sponsorship to develop an education resource.
Refer to https://www.contour556.com.au/education

Bronwyn Blake proposed a series of questions on 12 of the artworks which was available for students to work on 
in their own time.  The sponsorship also provided funds for artist run workshops.  2 workshops were delivered by 
Mariana del Castillo, to a group of students from Blue Gum Community School and a group of home-schooled 
children.  Other school groups who visited the event (that we were aware of) included a group of 16 students from 
Victoria and CIT students.

Closing Party 
The closing party held at Fitters Workshop was attended by over 200 people.  The inaugural MJ Hobbs People’s Choice 
award was  presented by Merryn Schriever from Bonhams.  Localjinnin by Fiona Hooton received 50 votes. ‘Ventilate’, by 
S.A.Adair received second prize with 1  votes.  Renny Kodgers performed a series of solos and duets with the crowd. 

Photos: Jordan Evans-Tse

Photos: Courtesy the artist

Photos: Jordan Evans-Tse



Events
The Australian Garden History Society (AGHS) visited the East Gallery Space for a tour of several of the works and 
a commentary by Neil Hobbs, followed by an artist talk by Ros Lemoh on her contour 556 video ‘When you fall’, 
as well as physical artworks developed over the last few years.  The group was particularly taken by Ian Marr’s ‘A 
Roland for an Oliver’, on the National Library terrace, and Gilbert Riedelbauch’s ‘Triangulated column 3 x 3 grid’, 
that interceded with Henry Moore’s work from the 1 60’s.  It was possible to view the Riedelbauch in the foreground 
placing the Moore in the middle-ground, backed by the Neo-classical architecture of the National Library.

Richard Tipping talk
Richard presented a talk on 40 years in Public Art.  The presentation took place in the James O Fairfax Theatre at 
the National Gallery of Australia.

Forum
A forum was hosted by the Capital Airport Group and Capital Estates, held at the Alastair Swayn Theatre at Brindabella 
Business park.  The attendance was 0 people.  The form panel comprised Genevieve Jacobs, moderator, Richard 
Snow, Jason Wing, Natalie Thomas, Chris Wallace, Leon Paroissien and Owen Craven.  The forum was in two parts:
Part 1 considered the questions of the transformative potential of art in a place through three propositions:
1. That temporary art can transform space into place
2. That temporary art can make spaces memorable
3. Is contour 556 ‘the right thing at the right place at the right time’

It poses questions of the panel:
Is art important to the public
How can the landscape act as a canvas for memory?
What are the possibilities for temporary interventions to change the way we see space  

Part 2 considered the recent history of art in public or publicly-accessible space in Canberra.  It will also discuss 
the wider public benefits of art events (if they exist) and consider funding models towards a sustainable pattern of 
events. 

1. What about ‘site specificity’   Given the frequency of events in such a crowded calendar: What happens to 
all the ‘site specific’ works that are produced for a temporary event   Can the works be recycled  Can the works 
disappear back into the environment? Can works be repurposed and re-sited successfully?

Public reaction
The event provoked a range of reactions from the public.  Generally the reactions were very positive and people 
appreciated the quality of the artwork and the intent with most of the placements.  Negative comments were 
expressed by one person about ‘disrespect for Canberra’ over Richard Tipping’s ‘CANBERROR’.  Richard had been 
at pains to express his point that the artwork referred to the poor decisions (Errors) that emanated from Parliament 
House, and while ‘Canberra’ was shorthand (in the media) for those decisions it certainly was not his intent for 
the work to be read as a critical comment on Canberrans or their city, rather the decision-making body that is our 
National Parliament.  Similar feelings about the placement of Alex Seton’s ‘The Golden Calf’ to intersect with the 
land axis – interrupting the view (temporarily) of the War memorial from Commonwealth Place – which of course was 
the point behind the placement.  



A triple O call was recorded early in the event, where a small child had thought one of Gary Deirmendjian’s gloves in 
reach was a body in the lake.  Deirmendjian had placed 60 gloves in the lake, set to either break the water surface 
with a finger or float at varying levels into the murky water.

Promotion
We achieved strong visitation for all performances, artist talks and events. Crowd counts were taken for all events 
and performances. 
Audience numbers were as follows:
Opening night      350
Gallery visitors over 6-28 October   1 8
Signs of life x 3 readings    45
Lake Stories x 8 sessions    165
Mate       Included in gallery/forum audience
Ventilate      Included in gallery audience
Jae Kang      Included in gallery audience
Flood x 4 durational performances   Included in gallery audience
AGHS talk Ros Lemoh     2
Richard Tipping talk at NGA 25th October  80
Primordial Mermaid 25th October    45
Forum, Alastair Swayn Theatre 26th October  3
Primordial Mermaid 2 th October    0
Closing party       200

TOTAL       3084

However, the total reach of the event given the external works were visible for 24 hours a day over 24 days is 
impossible to quantify.  Crowd counts were taken at various times of the day, during 10.00-5.00pm over all days in 
all kinds of weather:

Weekend morning:      360  /hr at Bowen Park (prior to poetry reading)
Weekend morning (last weekend):    80  /hr at East Space
Weekend midday period saw in excess of:  600/hr pedestrians and cyclists at East Space
Weekend mid afternoon saw in excess of:   600/hr pedestrians and cyclists at East Space
Weekday mid morning:     120-150/hr
Weekday midday:      300 /hr
Weekday afternoon:      240 /hr

TOTAL: 7-12,000 / day on weekends and 2 – 4,000 /day depending on weather on weekdays.

Online promotion was key; with Facebook, and Instagram all gaining traffic.  Most visitors interacted through the 
contour 556 website as well as through social media and word of mouth. www.contour556.com.au 

We placed print advertisements in key Arts magazines in the lead-up to the event, and were given editorial coverage 
in Art Collector, Art Monthly Australasia, Art Almanac, as well as online promotion by Vault, Events ACT, Arts ACT 
and all our private sector sponsors. 

Neil Hobbs, Fiona Hooton, Tom Buckland and Sian Watson had radio interviews on 666 Canberra.  Neil also spoke 
on 2CC Drive program.

contour 556 was reviewed online by Oscar Capezio http://www.artmonthly.org.au/blog/contour @visartcbr reviewed 
several individual artworks on instagram. 

315 survey forms / voting slips for the  MJ Hobbs / Bonhams People’s Choice prize were submitted.     The contour 
audience came from far afield: respondents to the online and hard copy survey show post codes from ueensland, 
Victoria, South Australia, Western Australia, Sydney and the wider New South Wales regions.



Outcomes
A key aim of the event was to place ACT based artists on a national and international stage. contour 556 met this 
aim, with nearly all artists present at the opening night, or at the closing party.  There were lots of opportunities 
for interactions during install, and through the events and artists talks. Gallerists and collectors from Auckland, 
Gisborne, Melbourne and Sydney attended the opening night. Several local artists reported positive discussions 
with other artists, over potential collaborations either here in Canberra or within Australia. 

Artwork sales  (12 individual works)        $3 , 0
Potential Sales (work on loan with an option to purchase)     $44,000
 
Artist who sold works comprised: Glen Hayward, Sian Watson, Emma Beer, Gilbert Riedelbauch, Ian Marr, Tony 
Albert, Frazer Bull-Clark and Harijs Piekalns.  Karla Dickens ‘Second Skin’ has been placed at the niversity of 
Canberra for a six month loan with a view to purchase.  

‘A Literary Map of Molonglo’, a work by Ian Marr from contour 556 2016 has also been placed at the niversity of 
canberra on a 6 month loan: 

Grants and Sponsorship
contour 556 saw a great level of commitment and cooperation with the private and public sector. We received grants 
from three ACT Government Agencies, and were supported by two private sector sponsors; ActewAGL, Bonhams 
and Capital Airport Group.  We also received significant in-kind support from local businesses and educational 
and cultural institutions.  We ran a crowdfunding project through the Australian Cultural Fund, and were supported 
through MATCH lab. 

contour 556 was well supported in kind by the adjacent cultural institutions and the local arts organisations, 
including the Australian National niversity School of Arts and Design, National Gallery of Australia, National Library 
of Australia, Canberra Glassworks, Megalo Print Studio, The Canberra Times, Cox Architecture, Able Landscaping, 
Integral Lighting, Forrest Hotel and Apartments and Canberra Airport  Denman prospect.

ACT Government support through Arts ACT, Events ACT and City Renewal Authority  $80,400
Private sector sponsorship         $28,4 3
Crowdfunding support, private support  MATCH lab      $30, 24  
       
Volunteers
None of contour would have been possible without the support of the public, but especially the contour 556 
volunteer team.  
10 volunteers assisted the artists and the event team during the installation, totaling over 60 hours.
20 volunteers assisted during the exhibition, invigilating the exhibition space. These volunteers provided  180 hours 
of time to the event.
4 volunteers assisted during de-installation, providing 20 hours assistance.

Towards contour 556 / 2020
The provisional dates for the 2020 iteration are Friday th October – Sunday 31th October.
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APPENDIX D 

SURVEY OF SIMILAR EVENTS 
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8.4.1 Case Studies: Contemporary public sculpture and public art events: Australia 
 

Table:  Matrix of similar public art festivals: Australia 

Event title Frequency First 
iteration 

Duration Media Setting 

Biennale of 
Sydney 

Biennial 1973 6-8 weeks Visual art, 
performance 
art, digital 
art, mixed 
media 

Initially 
indoors at 
Sydney opera 
House, now at 
various venues 
including 
externally at 
Cockatoo 
island on 
Sydney 
Harbour 

Sculpture x Sea 
Bondi 

Annual 1997 2 weeks Sculpture Suburban: 
Bondi to 
Bronte – 
beach/cliff 
edge location 
NSW 

Sculpture x Sea 
Cottesloe 

Annual 2005 2 weeks  Sculpture Cottesloe 
Beach WA 

Cementa Biennial 2013 4 days Visual art, 
performance 
art, digital 
art, mixed 
media 

Rural – 
Kandos in 
central NSW.  
It town and 
rural settings 

Lorne Sculpture 
Biennial 

Biennial 2007 2weeks  
(3 weekends) 

Sculpture Lorne – 
Regional 
Victoria 

Scenic World Annual 2011 4 weeks (5 
weekends) 

Sculpture Katoomba, 
Regional 
NSW 

Art not Apart Annual 2011 1 weekend Visual art, 
performance 
art, 
sculpture, 
live music 

Acton, ACT 

Elysium Initial 
event 
March 
2017 

2017 4 days Installations, 
visual art, 
community 
art 

Byron Bay, 
regional NSW 
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Biennale of Sydney (BoS) started in 1973, with just 21 artists, in a small exhibition space at 

the Sydney Opera House.  It started as a private venture, initiated by Franco Belgiorno-Nettis, 

and now is one of the longest running biennales after Venice, and Sao Paolo.  The Biennale is 

strictly speaking not a fully external exhibition, utilising numerous gallery spaces and other 

venues, notably Cockatoo Island for the past decade or so.  In 2016, a key installation was by 

Archie Moore: 

 
Archie Moore, A Home Away From Home (Bennelong/Vera’s Hut) 2016 1 

 

Moore reproduced a brick hut that represented the hut built for Bennelong by Governor 

Arthur Phillip on what is now Bennelong Point, above the Sydney Opera House.  The exterior 

of the hut was a brick building similar in scale to the original; the interior was fitted out in 

beaten corrugated iron, with a dirt floor, and was a representation of Moore’s grandmothers 

shack in Queensland from the 1960’s and 70’s. 

 

The 21st Biennale will open in March 2018. Thirty seven artists will present work across 

twelve weeks and multi venues including the Museum of Contemporary Art, Cockatoo Island, 

Carriageworks amongst others.   The BoS has an impressive list of private and corporate 

supporters, as well as significant state and commonwealth support. 

 

                                                
1 https://www.biennaleofsydney.com.au/20bos/artists/archie-moore/ accessed 31/1/2018 
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Sculpture x Sea  

Sculpture x Sea (S x S) has passed 20 years, it has significant private donor, foundation and 

public sector support for many years.  It runs for two weeks, and occupies the coastal strip 

between south Bondi and Bronte, passing along sandstone cliffs, sandy beaches and open 

headlands.  It is another story of slow but steady progress, with still growing private sector 

and public sector support.  The organisation employs some twenty people, and it is very much 

a part of Sydney’s cultural life.  There are some misgivings amongst artists and their 

representing galleries, particularly when S x S moved to propose that it took the ‘normal’ 

40% commission from any sculpture sales, rather than the ‘gentleman’s’ agreement of 

splitting the commission that had prevailed until then (and is the norm when a gallery ‘shares’ 

an artist in a group show for instance).  Artists propose a work to S x S, who then selects the 

works that will be shown that year.  All artists are assisted with an artist fee. 

 

Dr Michael Hill, Head of Art Theory & History, National Art School, Sydney, Australia, 

wrote in 2015: 

 

Sculpture by the Sea combines both the urban and the natural traditions of 

outdoor work. The site is a threshold between suburban fringe and sea. Some 

works are oriented to exploit the serene backdrop of the ocean, however, many 

of the sculptures are experienced from the vantage of a densely crowded 

pathway, often as not looking towards houses, streets, kiosks, and playgrounds; 

in turn, some exhibits are attuned to this urban prospect, poking-fun, 

allegorising, and generally interacting with the mixed-use character of the 

location.2   

 

To some extent the success of S x S is sowing the seeds of a need for change.  It is sited in a 

heavily congested and population dense area of Sydney.  The locals are beginning to resent 

the yearly influx of incomers occupying all the parking spaces and crowding the paths.  

Waverley Council tabled S X S risk management plan and event plan in a report dated July 

2010.3 

 

                                                
2 http://www.sculpturebythesea.com/about/history/Dr-Michael-Hill-outdoor-sculpture.aspx, accessed 4/2/15 
3 http://www.waverley.nsw.gov.au/__data/assets/pdf_file/0007/16828/Report_-_Sculpture_by_the_Sea.pdf, accessed 
31/1/2018 
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Cementa 17, Kandos NSW  

Cementa presents four days and nights of performance, sound, cabaret, interactive and 

electronic arts, video, photography, installation and ceramics.4 

 

In 2012 the Kandos cement works closed, leaving the town without its defining industry but 

creating an opportunity for transformation.   The organising committee saw the town with its 

industrial heritage ‘as an ideal context for the demonstration of contemporary art’s capacity to 

describe, engage, critique and celebrate both the world and our living in it.5  The 2017 edition 

was the third Cementa festival.  The mix of performance, installation and situational works 

enlivens the streets and also activates the numerous vacant or moribund shopfronts.  The 

selected artist undertake residencies in the town and environs in the lead up to the festival, 

further strengthening links with their artworks with the town, rather than a ‘fly-in fly-out’ 

arrangement that is often the case with short durational festivals. 

 

 
Tony Albert, Untitled (Service Trays) 2017, Photo Neil Hobbs, David Capra, Intercessions, Cementa 2013 Photo Alex 

Wisser  
 

                                                
4 http://cementa.com.au/  
5 http://cementa.com.au/about  
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Lorne Sculpture Biennial 

Lorne Sculpture Biennial bills itself as ‘Victoria’s largest public outdoor sculpture event’.6  

The website claims it is ‘a vibrant festival celebrating the best of Australian and international 

sculpture’.7 It's a free public event held biennially. It includes an artist talk and event 

program.  The planned 2018 event concerns global issues of nature and endangerment. It 

adopts the ‘wider’ interpretation of sculpture to include projection, performance, light and 

sound. 

 

Scenic World 

8 

Scenic world has run on an annual basis since 2011, within an existing ‘theme park’ in the 

Blue Mountains west of Sydney.  It has an entry charge, and offers an annual prize funded in 

part by the entry charges.  The event takes place in a landscape rich in tall trees and dense 

understorey bushland of the Megalong Valley.    The event looks to feature environmental art 

or responses to the state of the environment.  In 2017, mark Booth was awarded the major 

prize for an installed work.  Mark Booth will present a work for contour 556 2018. 
                                                
6 http://www.lornesculpture.com/ accessed 31/1/2018 
7 ibid 
8 https://www.sculptureatscenicworld.com.au/ accessed 4/1/2018 
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Case Studies: International fairs and exhibitions 

 

Matrix of similar public art festivals:  International 

Event title Frequency First 
iteration 

Duration Media Setting 

Biennale of 
Venice 

Biennial 1895 Varies 
usually May-
November 

Visual art, 
performance 
art, digital 
art, mixed 
media 

Pavilions in 
garden setting, 
17th century 
warehouses 
and former 
naval harbour 
and workshops 
and 
warehouses  

Documenta 5 year 
cycle 

1955 100 days Visual art, 
performance 
art, digital 
art, mixed 
media 

Kassel, then in 
2017 Kassel + 
Athens 

Skulptur Projecte 
Munster 

10 year 
cycle 

1977 European 
Summer 

Visual art, 
performance 
art, digital 
art, mixed 
media 

Urban and 
rural, 
installations 
external and 
ionternal 

Headlands 
Sculpture on the 
Gulf Waiheke 

Biennial 2003 4 weeks Sculpture Waiheke 
island, New 
Zealand 

Hardcastle 
Crags, Hebden 
Bridge  

Annual 1994 5 weeks Sculpture Hebden 
Bridge, 
Yorkshire 
United 
Kingdom 

Lock Route  
Gillman 
Barracks 

First 
iteration 
2017 

2017 1 week Sculpture Singapore 

Elevation 1049 2 
iterations 
to date 

2014, then 
2017 

3 weeks, late 
summer  

Sculpture, 
performance 

Gstaad, 
Switzerland 

 
The sample of international festivals includes the 3 European heavy hitters, at Venice, Kassel 

(and Athens from 2017) and Munster.  In 2017 all three coincided, as they have since for each 

Skulptur Projecte Munster event since the first in 1997.  Documenta’s current five-year 

frequency was not necessarily a pattern in the first few iterations but it has settled at a five 

tear interval since 1977. 
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Each festival needs to find its reason for being and reason to be repeated.  Venice was the first 

to host a biennale, and made the pattern for others to follow.  Documenta and Munster 

developed as a means of promoting a wider knowledge of and connections to contemporary 

art, as well as the intent to make the then small cities more prominent within the cultural 

landscape in (West) Germany and wider Europe.   

 

Headland Sculpture on the Gulf  

Waiheke Island has hosted Headland Sculpture on the Gulf (HSOTG) biennially since 2003.  

It has strong supporters originally in (amongst others) John Gow, of Gow Langsford Gallery, 

who has developed a world class sculpture park, at Connell’s Bay at the far end of Waiheke 

Island.  It has gone through significant change and growth, and has a strong list of benefactors 

and patrons, and a significant sponsor roll. 

 

It has significant support in the Waiheke island community, as a major tourism drawcard.  

The HSOTG website lists their purpose and ambition as: 

Purpose 

Making a unique contribution to the cultural life of Aotearoa by creating opportunities for 

people to experience the power and beauty of contemporary sculpture in the landscape. 

Ambition 

Waiheke Island is internationally acclaimed for its public and private collections of distinctive 

landscape sculptures, and for its biennial exhibitions that present significant new 

contemporary works by the foremost sculpture artists of Aotearoa.  The artist selection 

process looks for work that is ‘unexpected, daring and original’ and responding to, and 

complementing the unique and spectacular location. 

The organisers found the first exhibition a ‘nerve-wracking’ event, with significant 

constraints on time and money.  It lasted two weeks and attracted 12,000 visitors.  Over time 

the event has grown to three weeks, and includes a schools program, artist talks and volunteer 

guided walks.  Numbers reached 49,000 in 2015.9   

                                                
9 https://sotg.nz/a-brief-history/ accessed 4/1/2018 
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HSOTG is very close in scale and intent to contour 556, comprising a 2.5 kilometre walk, 40 

artists approx, a small gallery space, and being very landscape driven with wide vistas and 

views across the gulf (lake). 

 
Jeff Thompson HSOTG 2017 Image accessed from sotg.nz 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Jae Kang Whimori, 2017, photo Neil Hobbs 
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Skulptur Projekte Munster, in Germany, commenced in 1977, and has run on a ten-year 

cycle.  Support has grown following a fractious inaugural event, to now be one of the ‘must-

see’ international art events.  It brings considerable tourism to the city, not just each ten year 

cycle, as the city now has an outstanding collection of contemporary sculpture, unmatched in 

a public collection in the public realm in my experience. 

 

10 

The organisers were canny, and piggybacked on Documenta 1977, and several significant 

North American and European artists came on to Munster after their Documenta installations 

– saving the organisers the air fares.  Carl Andre, Donald Judd, Claus Oldenberg, Richard 

Serra Joseph Beuys and Richard Long all ‘stayed over’ from Documenta and installed works 

in the inaugural Munster exhibition, comprising nine artists who installed works in-situ, and a 

parallel exhibition in a gallery space.  ‘The encounter between viewers and sculpture was thus 

extended beyond the museum sphere into public space’.11 

 

                                                
10 https://www.skulptur-projekte-archiv.de/ accessed 31/1/2018 a pretty star-studded line up, even  if representing only one 
gender. 
11 Ibid  
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In 2017, Skulptur Projecte Munster comprised 37 artists, with works in the city core, 

peripheral areas and in nearby towns and villages.  The 2017 works comprised video, 

performance, sound, projection, light - essentially contemporary public art in all possible 

forms.  A webinar was held on 31 January 2018, by Urban Art Projects, (UAP) canvassing the 

twelve top public art projects of 2017.12   Two of the twelve selected by UAP curators were 

from Munster, a significant outcome given the plethora of public art through 2017, at Venice, 

Kassel, Athens to name only three venues.  The two Munster works were Nicole Eisenman 

and Pierre Huyghe: 

 

 

 

 

 

 

 

 

Nicole Eisenman Sketch for a Fountain 2017 Pierre Huyghe After Life Ahead, 2017    Photos Neil Hobbs 

 

Another extremely popular work (with the public at least, was Ayse Erkmen On Water 2017.  

Perforated metal decking was placed just below the waterline in a canal, allowing the 

audience to ‘walk on water’.  A very popular work with local ducks as well. 

	

	

	

	

                                                
12 Webinar: Top Public Artworks of 2017 Confirmation webinar@uapcompany.com accessed 31/1/2018 
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Photo	Neil	Hobbs	

 

Hebden Bridge   

The Sculpture Trail at Hebden Bridge is an annual art event that commenced in 1994.  Each 

year it has grown in reputation and size, but remains at its core concerned with environmental 

effects. 

The valley represents a living history of post the industrial revolution in rural England,.  It is a 

National Trust site, of 400 acres, generally steeply sided wooded valley slopes with Hebden 

Water at the foot.  The Sculpture Trail runs for five weeks in summer. All works are 

temporary and all traces of the works are removed after the event.  

From the website: ‘The aim of the trail is to provide a forum in which artists can test notions 

of what contemporary landscape might mean for them and the production of their work.  

What is it about the tradition of landscape that interests artists and how can that interest be 

shared or communicated to an audience with a wide variety of expectations, it is expected that 

all the work pays regard to its context.’13 

                                                
13 http://www.users.globalnet.co.uk/~grebent/ accessed 31/1/2018 
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14 

Lock Route, Gilman Barracks Singapore 

Gilman Barracks was a colonial era military barracks twelve kilometres from Singapore 

Harbour.  Post its military use, it has been re-purposed as an arts and cultural hub.  The 

former barracks are now occupied by commercial galleries and other cultural uses including 

play / research facilities and a state-run gallery space.  In 2017 the inaugural Lock Route 

commenced, with a number of external installations.  The 2017 edition featured 15 artists 

from 9 countries, and ran during Singapore Art Week. 

15 

                                                
14 https://www.researchgate.net/publication/232243414_Engaging_with_place_Artist_site-specificity_and_the_Hebden_ 
Bridge_Sculpture_Trail, Morris, Nina and  Cant, Sarah, 20006 
accessed 31/1/2018 
15 https://www.gillmanbarracks.com/others/public-art/1356 accessed 31/1/2018 
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Artworks, performances and a series of artists talks were held over the weekend.  The second 

iteration took place in January 2018 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Lock Route, 2018, photos Neil Hobbs 

 

Elevation 1049, Gstaad 

 

Elevation 1049 is a six week triennial event centred at Gstaad, Switzerland, around the 1049 

metre contour level.  The first iteration was in 2014.  It is supported by The Luma 

Foundation, and generally comprises Swiss artists, with a few others from Europe.  It is the 

only other festival of its or contour 556’s nature that pegs itself to a datum level, as a way (at 

least for contour), of stating the primacy of the landscape over the artwork.  In a further 

correlation, in 2017, Sarah Morris painted the train from Montreux to Zweisimmen in the 

pattern of  Monarch Butterfly, matching the intent of  Katy Mutton’s In Plain Sight, 2016, in 

the inaugural contour 556. 
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Sarah Morris, Monarch, 2017. Photo by Stefan Altenburger, 2017. 

Katy Mutton, In Plain Sight, 2016, Photo Neil Hobbs 

 

Monarch is a 54 meter long train transformed with Morris’ signature colours and forms.  

Morris uses the train’s motion through the landscape to play with the notion of erasure, 

camouflage, motion, visibility, and the “illusion of destination”. 16 

Gstaad is another town needing to reinvent itself.  The following page is an image of the 

Financial Times review of the 2017 festival.  Snow is less frequent, and Gstaad needs to work 

harder to encourage tourism and visitation.	 	

                                                
16 https://www.elevation1049.org/gstaad/sarah-morris/monarch.html accessed 31/1/2018 
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17 	

 

 

                                                
17 Financial Times, February 11 2017.  Pdf accessed 31/1/2018,  
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Case study analysis:  Sculpture and public art events: 

Sculpture by the Sea Bondi 

Site Aesthetics 

Hard to beat the location – mix of narrow paths/wider parkland landscapes cliff/beach/point 

blank sea views to east.  Mixed views to west, suburban housing, open spaces.  Not a lot of 

tree canopy/vegetation due to coastal cliff edge siting – some enclosed spaces in broader 

parkland areas. 

Site Size and Infrastructure support 

Approx 2km length, public transport options at each end. 

Public toilets at beach headlands either end. 

Limited power/water along the path. 

Access 

Proximity to Bondi beach – tourist drawcard and a cultural institution by any name. 

Obvious start/finish 

Few intermediate nodes to joins/leave along the route 

Parking is very difficult due to residential area, very limited public parking and other 

pressures of beachside/general area users. 

Crowds are major conflict with other park users during the 3 week event + bump in periods. 

 
Dr Michael Hill, Head of Art Theory & History, National Art School, Sydney, Australia 

 

“Sculpture moved outdoors in the 1960s. Like a lot of things said in the classroom, this is 

only broadly true. Pre-modern sculpture typically used the same materials whether outdoors 

or in, while figuration remained the formal language regardless of where the statue was 

positioned, such that the distinction of location was barely a category of sculpture per se. The 
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difference was more that of function and audience. Public sculpture at large had always been 

outside, whether in a square or on an exterior wall. Almost all the pieces in the main hall of 

the Bargello in Florence, one of the world’s greatest rooms of sculpture, were once exposed to 

the elements. In fact, a straw poll of standard texts on the history of sculpture reveals over one 

third of sculpture up to the twentieth century destined for the open air. Yet these were 

invariably in the city, where the context was architectural; the figured and rounded form of 

traditional sculpture was counterpointed by the flat rectilinearity of building and street, while 

architectural details gave scale to sculpture, so that small works were intimately framed and 

larger ones given room to breath. Not much has been in the wooded outdoors – until modern 

times. Hitherto, cities had been small, high-density islands that could be traversed on foot in a 

few hours. Sculpture was part of the conversation that was had in the city. One aspect of early 

modernism was to locate truth in some Eden beyond industrialised culture; in turning away 

from the forms of the immediate past, sculptors implicitly turned away from their civic 

staging. Brancusi and Moore intended much of their work in a natural setting; they sought a 

primitive grace, properly situated among earth and sky. 

 

To some degree, extra-mural sculptures were like wedding photos – real life lay back within 

the walls. But in the 1960s, in the famous words of Tony Smith, the gallery came to seem 

small, and sculpture went huge; not an object inspected within a landscape setting so much as 

a picturesque element of it. Robert Smithson’s Spiral Jetty in Utah, the seminal work of Land 

Art, can be seen from space; a latter-day work by Richard Serra at The Farm in New Zealand 

is 257 metres long and weighs around 616 tonne, four and half times heavier than a blue 

whale! In such instances sculptural experience is folded into the contemplation of nature and 

ecology, a practice fitting into the wider historical emergence of green humanism. 

Meanwhile, sculpture parks were emerging outside urban centres, staging site-specific works 

as well as pieces that might formerly have been exhibited in galleries, a modern reheating of 

the eighteenth-century garden of follies. The best known, Storm King near New York, has at 

its core thirteen welded-steel works by David Smith, acquired two years after the sculptor 

died in 1967, which when placed in the landscape helped realise Smith’s ambition of 

poetically transforming the material of the industrial age. 

 

Sculpture by the Sea combines both the urban and the natural traditions of outdoor work. The 

site is a threshold between suburban fringe and sea. Some works are oriented to exploit the 
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serene backdrop of the ocean. Mark McClelland’s She Thought of 2008 was photographed so 

that the horizon formed a compositional line in the centre of the work.  In 2009, Erza’s Ounce 

by Orest Keywan took the eye on a walk across the shards of history, up some stairs, and then 

through a portal to the feeling of the oceanic beyond, which as it happened sat quite literally 

in the background. In reality, however, many of the sculptures are experienced from the 

vantage of a densely crowded pathway, often as not looking towards houses, streets, kiosks, 

and playgrounds; in turn, some exhibits are attuned to this urban prospect, poking-fun, 

allegorising, and generally interacting with the mixed-use character of the location. Children 

couldn’t keep their hands off Jane Gilling’s 2009 Dream Home, a playhouse made of plastic 

toys and perhaps a variation of the more sinister Hansel and Gretel story. Gary 

Diermandjian’s proposed work for the 2011 will collapse the exhibition protocol of Sculpture 

by the Sea itself into its title and form: DO NOT TOUCH. We’ll wait and see if it is 

accompanied by the customary signage. 

 

No less significant than the location is the institutional un-framing of sculpture. Sculpture by 

the Sea is an open exhibition, over 100 works at Bondi distilled from five or six times as 

many applications. There is no rigid curatorial policy and the flavour arises from the sculptors 

themselves, making Sculpture by the Sea something of a grassroots event. Works are 

nevertheless subjected to selection criteria, of which three stand out: first, the work must be 

good; second, it should be scaled appropriately; and finally, it should be able to last three 

weeks in the wind, rain, and sun without falling apart. Scale and durability thus relate to the 

outdoor aspect of Sculpture by the Sea and privilege well-made objects, which has had the 

effect of reaffirming the craft basis of sculpture, somewhat left behind in a time when 

conceptual practices otherwise prevail. The sculpture has to be strong enough to withstand an 

environment that is unprotected, open to the cruel scrutiny of the masses, and devoid of 

textural aid. Sculpture by the Sea has promoted the health of the discipline of sculpture, one 

that more than any other visual art draws from its materiality - and so an outdoor exhibition 

asserts this as a practical necessity. 

 

Sculpture cannot compete with natural beauty, and it is misplaced to think that this was 

behind the appearance of Land Art, which were rehabilitations of nature made ugly through 

mining and other degradation. The challenge for naturally sited work is to not suffer in 

comparison, even creating by the coherence of formal properties an oasis of order, in which 
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case sculpture is lifted out of its immediate environment. Another approach is to enlist the 

elements, not as a backdrop but as active agents. Outdoor work can give voice to all the 

changing experiential qualities that are quietened by the gallery, such as the sound and 

movement generated by wind, or the shadows and colours cast by sunlight. May Barrie’s half-

carved piece of granite Time and Tide in 2009 was placed in a hollow with its back against 

shrubbery, blocking out the view to the sea; the polished front remained obscured until 

afternoon, when it was revealed full face. Here, as so often is the case, the relationship 

between sculpture and audience is enlivened when it takes place under the moving sun. 

http://www.sculpturebythesea.com/about/history/Dr-Michael-Hill-outdoor-sculpture.aspx   

 

4/2/15 

McClelland Sculpture Prize Langwarrin Victoria 
Site Aesthetics 

Bushland setting within suburban area. 

Site Size and Infrastructure support 

Site 600 x 250m 

Access 

Suburban Melbourne, some public transport.  Limited parking on site. 

The McClelland Sculpture Park showcases over 100 permanent outdoor sculptures located 

within the diverse settings of ti-tree forests, bracken paths, heathlands, landscaped gardens and 

lakes. Set in 16 hectares of bush and landscaped gardens in Langwarrin, 4kms east of Frankston 

on the Mornington Peninsula,  McClelland is a not-for-profit organisation. 

McClelland is committed to the presentation and promotion of sculpture in Australia, and is the home 

of the biennial McClelland Sculpture Survey & Award for contemporary outdoor sculpture. The next 

Survey will open on Sunday 23 November 2014 and will be on display until 19 July 2015. 

The recently established Elisabeth Murdoch Walk navigates through the park and connects the 

sculptures in the permanent outdoor collection. The development of this pathway continues through 

the generosity of donors who are acknowledged along the length of the walk. 

http://www.mcclellandgallery.com/index.php?page=visit 
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ANU Sculpture Garden 

Site Aesthetics 

Well maintained campus, good mix of native/exotic/hard/soft environments.  Great range of 

works developed over 50+ years. 

Site Size and Infrastructure support 

Campus is 2km x 1.5km approx.  Sculpture route is in excess of 4km to cover all works 

Public toilets in buildings 

Access 

No obvious start/finish.  Lots of multi nodal points. 

Parking can be difficult. 

 

The ANU campus on the Acton Peninsula is a unique environment that 

exemplifies Walter Burley Griffin’s vision for a national capital where 

landscape and city are truly intermeshed. The campus extends from the lake to 

Black Mountain and also merges with Canberra’s cosmopolitan Civic centre 

on its eastern edge. Since the University’s founding in 1946, the campus has 
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evolved to become an integrated environment in which architecture, landscape 

design and sculpture all complement each other.  

Works of art attest to a culture that values creative thinking and enrich the 

intellectual atmosphere of the campus as a learning environment.  

Some of the sculptures on campus have become familiar landmarks to many 

generations of students and with new works being added to the collection, 

future generations will continue to benefit from the University’s commitment to 

art. This booklet is our invitation to you to discover the art that gives such 

presence to the ANU campus.18 
 
 

 
 

Domain 2006 & 2007 – ANU/Civic 

Site Aesthetics 

City centre location. 

Site Size and Infrastructure support 

2-3 city blocks typically. 

Access 

Plenty of public transport/limited parking. 

                                                
18 http://facilities.anu.edu.au/__documents/services/sculpture-walk-brochure.pdf  5/2/15 
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Domain is (was)  a temporary public art exhibition funded by the ACT Government 

Community Outreach Program and managed by the ANU School of Art.. 

The aim of Domain is to bring art out into the public arena.  

2006 was the 6th Domain and this year it was held in Alinga Street, Canberra City West. 

Eleven artists were selected to respond to this particular place drawing on their own particular 

conceptual interests and art practice. The Canberra based projection team BEAM were also 

invited to participate. The work exhibited included sculpture, installation, performance plus 

video art projections. 

When a temporary public art exhibition is finished what remains is the documentation and the 

memory of the exhibition. 

‘We could consider temporary public art as akin to something like a dream. It comes and it 

goes, and it invites us to see and experience a familiar place in a new way.’ (Christopher  

Chapman, Domain Catalogue 2005) 

This catalogue provides lasting documentation of the exhibition It also provides some critical 

dialogue with statements from the individual artists plus an extensive catalogue essay by  

David Broker into the nature of public art and the work exhibited in Domain 2006 

 
http://soa.anu.edu.au/sites/default/files/Domain_06.pdf  4/2/15 
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Gibbs Farm New Zealand 

Site Aesthetics 

Kaipara Harbour location.  Great sea/estuary views. 

Site Size and Infrastructure support 

4km internal road.  Quite a walk to traverse all the sculptures 

Public toilets at a couple of locations. 

Access 

By car or bus 1 hr from Auckland.  Open to the public on 1 Thursday /month. 

Gibbs Farm is an unusual setting for a sculpture collection. The North Auckland property is 

dominated by the Kaipara Harbour, the largest harbour in the Southern hemisphere. The 

harbour is so vast it occupies the whole western horizon; and it is very shallow, so when the 

tide goes out, the shallows are exposed for several kilometres and the light shimmies and 

bounces off it across the land. Equally, it is the forecourt to the prevailing westerly weather 

that sweeps, sometimes vehemently, across the land. Everything in the property flows towards 

and eventually into the sea; and every work contends in some way with the slide seaward. 

The flow of the land, the immense body of water, the wide harbour flats and the assertive 

variety of the elements have all imposed themselves on the artists. Gibbs acknowledges that 

“the challenge for the artists is the scale of the landscape; it scares them initially” and 

demands something more from them. Walking the land visitors can appreciate how each artist 

has come to terms in their own way with the gravitational pull that is exerted on everything as 

the mountains roll into hills and slide into gullies and slope down towards the wide flat 

expanse of the Kaipara harbour.  

After nearly twenty years Gibbs Farm includes major works by Graham Bennett, Chris Booth, 

Daniel Buren, Bill Culbert, Neil Dawson, Marijke de Goey, Andy Goldsworthy, Ralph 

Hotere, Anish Kapoor, Sol LeWitt, Len Lye, Russell Moses, Peter Nicholls, Eric Orr, Tony 

Oursler, George Rickey, Peter Roche, Richard Serra, Kenneth Snelson, Richard Thompson, 

Leon van den Eijkel and Zhan Wang. Most works in the collection are commissioned; and 

commissioning new works rather than buying from an exhibition involves the satisfaction of 

dealing with the artists, as Gibbs comments “they’re interesting because they’re winners, 

tough, ambitious”. 

—Rob Garrett 
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http://www.gibbsfarm.org.nz/about.php  4/2/15 

 

Nishi / New Acton 

Site Aesthetics 

Groovy, funky, urban hip location of new build and retained heritage listed buildings. 

Some lake views 

Site Size and Infrastructure support 

Small precinct, approx 500m x 200m 

Toilets in restaurants/other premises.   

Access 

City edge location, walkable from public transport. Paid parking limited at vicinity 

 “The extraordinary work of contemporary artists, craftspeople, and specialist designers are 

woven in each of the buildings and landscaped spaces of NewActon. Nationally recognised 

artists have been commissioned to custom design works of art around the precinct, including 
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‘The Waiter’ and ‘The Watcher’ in NewActon South lobby, ‘Time Thief’ sculpture in the 

green spine of the eastern courtyard, and much more. At NewActon, our intent is to reveal, 

honour, and support the work of Australian artists and designer/makers as part of the creation 

of a unique part of the city.” 

http://www.newacton.com.au/community   4/2/15 

 

 
 

Canberra Airport 

Site Aesthetics 

Business Park setting/airport arrival concourse.  Very much a western city 21C setting.  Not  

Site Size and Infrastructure support 

Approx 1km long and narrow business park, further to airport arrival/departure precinct. 

Toilets within departure/arrival lounge 

Access 

By road. Very limited public transport. 

Plenty of paid parking. 
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The vision to elevate the Airport and provide a stimulating point of difference for people has 

led to the commissioning of a range of works by renowned artists. Managing Director, 

Stephen Byron said “Canberra Airport has set out from the beginning to show that an airport 

can be so much more than simply a piece of national transport infrastructure. Our program of 

commissioned public art is an important part of that approach”. There are currently eight 

pieces across the terminal, Brindabella Business Park and Majura Park  – with more to come. 

http://www.canberraairport.com.au/corporate/property/sculptures/  4/2/15 

 
http://designcanberrafestival.com.au/qa-brindabella-business-park-master-plan-architect-

alastair-swayn/ 4/2/15 
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Q&A with Alastair Swayn, Brindabella Business Park Master Plan Architect  

Tuesday, 18 November 2014  

….Alastair Swayn ….chats with Ashley Thomson about the design of Brindabella Business 

Park and the importance of successfully integrating architecture, landscape and art curation.  

(edited) 

How were considerations of planning and art curation balanced? Was it a natural marriage? 

A master plan is the beginning of a design process, and it is rarely finite, but rather a plan that 

changes in response to changing circumstances and influences over time. The current 

Brindabella Master Plan is in its ninth or tenth iteration. 

The selection of the artwork in the Park was undertaken by Terry Snow, Chairman of 

Canberra Airport, but integrated with the design of each part of the park. 

Art works have been located within buildings and in public places. Externally they have been 

located as traditional urban planning devices that terminate view corridors, or act as rotation 

points within public squares. 

How did Brindabella Business Park’s functional requirements impact on its design? For 

instance, most obviously, as an employment hub. 

The park’s design had to take into account the basic requirement for locating office buildings 

of differing sizes, delivered over time, plus the need to provide adequate car parking, as there 

was no public transport to the Park in the early days. 

The airport was keenly aware that an employment hub needs to provide more than just office 

space, so from the beginning, cafes, restaurants, gymnasia, tennis courts and sports fields 

were incorporated into the overall design. Avion Café is a stand-alone building in the ‘town 

square’, but other facilities like personal services and a newsagency are built into office 

buildings. 

The concept has therefore developed into a community for work and recreation. 
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In what significant ways does Brindabella Business Park differ from similar preceding 

projects? 

The key difference between Brindabella and other business parks in Australia is the quality of 

the landscape and public realm between the buildings, and the design of different spaces 

throughout the park, making it a great environment of human scale. 

In other business parks, buildings are constructed on individual lots, each with its own 

landscape treatment. The product of this development method creates parks that have little 

common space and inconsistent landscape and building maintenance block to block. At 

Brindabella, buildings are set within a single landscape that is maintained by the Airport as 

the Park owner that produces a well-designed and maintained environment. 

What do expect to be the “take-home” for attendees of the Urban design and Art tour? 

The key message, I hope, is that people will get an understanding of the importance of a good 

master plan that integrates architecture, landscape and art into an enjoyable working 

environment. 

I believe that the lessons from the integrated design and delivery of the Park can be applied to 

the design of other campus developments, whether they be residential sub-divisions or 

universities. 

 

Scape Christchurch 

Site Aesthetics 

Urban Christchurch 

Area still in transition post earthquakes. 

Site Size and Infrastructure support 

Variable, but flexible arrangement across city 

Assume toilets available (Site visit this October)? 

Access 

City centre location 
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Our Vision 
Main Focus 
To get Christchurch people stimulated, excited and engaged in contemporary public art. 
Secondary Focus 
Create awareness of Christchurch public art on a national and international level. 
 
SCAPE Public Art installs public art in Christchurch. Our gifting programme of seven 
permanent artworks and commissioning of more than 150 temporary public artworks 
provides an unique point of difference for the city, enhancing the urban centre and raising 
the profile for public art in Christchurch.  

Held in Christchurch’s central city public spaces and supported through a range of 

partnerships, SCAPE Public Art is renowned for showcasing leading international 

contemporary artists as well as being a springboard for new local talent. 

SCAPE Public Art's vision is for Christchurch people to be excited, engaged and stimulated 

by the contemporary public art that is well regarded and known by the national and 

international art world. 

For the SCAPE 7 Public Art Christchurch Biennial (September 27 - November 9 2013) we 

created one major permanent artwork, a public art walkway with eleven new temporary 

artworks and five existing artworks, an education and community engagement programme 

and a series of public events. 

http://scapebiennial.org.nz/introduction 4/2/15 
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The SCAPE Christchurch Biennial of Art in Public Space is New Zealand’s only international 

biennial dedicated to the exhibition of contemporary art in public space. It is organized and 

managed by the Art & Industry Biennial Trust. 

SCAPE is the largest producer of new contemporary artwork in New Zealand, by both 

national and international artists. It plays an important role as it is the only New Zealand 

biennial which focuses on commissioning 

new works of art, and has established a vital platform for both national and international 

artists to develop dynamic, lively and progressive artwork. 

Held in Christchurch’s central city public spaces and supported through a range of 

partnerships SCAPE is renowned for showcasing leading contemporary artists. The Trust’s 

vision for the SCAPE biennials is to engage local, national and international audiences with 

outstanding new artworks in public space through partnerships with industry. 

Matching artist with industry, material, intellectual property and resources enables 

the production of new innovative artworks, attracting and involving communities in the 

exploration of contemporary art. 

SCAPE has established a platform for artists to develop dynamic, critical and progressive new 

public artworks. Through its program of six permanent artworks and commissioning of more 

than 150 temporary public artworks SCAPE provides a unique point of difference for the city, 

enhancing the urban centre and raising the profile for public art Christchurch. 

http://www.biennialfoundation.org/biennials/scape-biennial/  4/2/15 

 

Monument Park, New Quay, Docklands Melbourne 

Permanent installation 

Site Aesthetics 

City Edge, Melbourne  Urban/water/former docks 

Site Size and Infrastructure support 

Unknown.  Visiting site Monday 9th. 

Access 

City centre location 
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“The stunning Monument Park is being unveiled this month in New Quay in Docklands. 

The $3 million, 2000sqm sculptural park binds together seven sculptures by award-winning 

artist Callum Morton. Each is based on a significant City of Melbourne monument, including 

the "yellow peril" (Vault), Burke and Wills and the Marquis of Linlithgow. 

A concrete facsimile of the Hoddle Grid is draped across the various monuments and forms 

the base of the park. 

According to Mr Morton, the ground plane is imagined as a carpet – rising and falling as it 

covers the various monuments. 

"Critically, we wanted to emphasise the idea that Docklands should be regarded not as an 

isolated precinct but rather as an extension, and integral part of the city," he said. 

"The forms are broken open in sections to reveal new colourful worlds for sheltering in, 

exploring, playing amongst and enjoying." 

"There are abundant green areas that appear through holes created in the surface of the carpet. 

The plantings appear as if literally erupting from the ground below to colonise this fantasy 

city." 

The project is funded by Places Victoria and MAB Corporation, the developer of Docklands' 

NewQuay precinct. Docklands developers are required to spend 1 per cent of the value of 

their projects on public art. 

Joining Mr Morton in creating the concept were landscape architecture studio, Oculus, and 

architects for the adjacent The Quays residential building, McBride Charles Ryan. 
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http://www.mab.com.au/news/item/the-stunning-monument-park-is-being-unveiled-this-

month-in-newquay-in-docklands/   5/2/15  

Monument Park” lighting concept development 

After a successful design collaboration early in 2013 working on the Melbourne Theatre 

Company’s production of Other Desert Cities, renowned Australian contemporary artist 

Callum Morton approached Candlestick to collaborate on Monument Park in the Docklands 

Precinct, Melbourne. 

The park pays homage to the iconic statues and public art works throughout Melbourne by 

using the basic forms of these icons of the city and abstracting them with the use of drapery 

and geometry.  

The design team worked closely with the City of Melbourne to make this an exciting, en 

gaging place to stop, relax and inhabit.  

 

 

“Adam Lindsay Gordon” lighting detail 

The approach to the design was to create a destination for residents and visitors by creating a 

comfortable, multipurpose environment at any time of day. 

 

The lighting approach towards the sculptures was to create welcoming spaces in the 

landscape. Drawing on works of James Turrell, Olafur Eliasson and Dan Flavin as a starting 
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point, we wanted the design to feel comfortable and inviting to the public in an evening 

setting (especially in the warmer months and longer days) taking further references from 

architecturally designed pavillions and outdoor rooms. 

With this intention of extended evening use we needed to provide a safe and secure 

environment whilst also delivering a sense of prestige to the New Quay area. 

The sculpture design outcome is an embedded lighting scheme that makes the colored 

surfaces in the sculptures stand out from afar, drawing peoples curiosity into the space from a 

distance. 

http://candlestick.net.au/projects/monument-park/  5/2/15 
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contour 556: Site selection matrix 

Key selection criteria are: 

Site aesthetics; site size and infrastructure support, and site access 

Site Aesthetics 

Iconic designed area of Canberra:  

The curatorial context relies on artists responses to the cultural, physical and design history of 

Canberra.  In addition, the event is timed to coincide with 50th anniversary of the Australian 

Institute of Landscape Architects, and the International Federation of Landscape Architects 

Asia/Pacific Congress in October 2016.  The event needs to showcase high quality designed 

environments, presented with artworks, performances and installations within the designed 

landscapes. 

Connection/proximity to Canberra Heritage plantings 

Given the above, the event ideally should be located adjacent to a rich area of historic 

Canberra landscape plantings from the Weston and Pryor periods 

Mix of landscape spaces – hard/soft 

A wide range of landscape characters is desirable to allow for a diversity of artistic response 

to the curatorial context 

Diversity of landscape character – exotic/native 

Similarly, a diversity of planting character and species will maximise spatial diversity and 

will also demonstrate a range of eras of landscape architecture in Canberra – from the Federal 

Capital Commission period through to the NCDC period. 

Site size and infrastructure support 

Approximately 2km length 

Options for a walkable event are a circular layout; a linear layout with a start/finish point (that 

could be reversible); a central point with radiating arms; or a multi nodal event with a range 

of options to traverse the event.  A series of similar sculptural events has been studied, 

including permanent and temporary installations.  An analysis of the case studies is that an 

event of approx 2km is a comfortable length to walk balanced with enough opportunities to 

present up to 40 installations, artworks or performance spaces. 

 

Public transport near/adjacent 

To facilitate easy access to the event, ideally the event should either cross a public transport 

route, or have a node/start point on a public transport route. 
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Public Toilets 

Public toilets along the route are necessary 

Power/water available 

Power/water may be a requirement for installations and performances and will influence artist 

selection and site selection  

Access 

Proximity to cultural institutions 

Proximity to cultural institutions allows for crossover promotion and marketing and potential 

increased visitation.  Artworks may be suitable for temporary installation on/adjacent to 

cultural institutions. 

Obvious start/finish nodes 

Having clearly defined start/finish nodes that intersect with other high use locations will 

increase legibility of the event and hopefully increase visitation. 

Intermediate nodes 

Intermediate nodes offer opportunities for alternate paths through the event 

Carparking opportunities 

Adjacent carparking will facilitate the visitor experience. 
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Site Analysis 

Each category rated on scale of 1-5 higher number denotes higher quality/Higher rating 

Each site totalled and highest value site is identified as Bowen Park 

 

Site/requirement Bowen Park 
NGA 
Contemporary 
to Kingston 
Powerhouse 

West Basin 
Acton 
Beach to 
Museum 

Arboretum Civic 
City Walk/ 
Northbourne 

Regatta Point 
Commonwealth 
Park to 
footbridge 

Site Aesthetics 
Iconic area of 
Designed 
Canberra 

5 5 5 4 5 

Connection to 
Canberra 
heritage 
plantings 

5 3 4 3 4 

Mix of 
landscape 
spaces hard/soft 

4 3 3 3 3 

Diversity of 
landscape 
character – 
native/exotic 

5 3 4 3 3 

Site size and Infrastructure support 
Approx 2km 
length 

5 5 5 5 4 

Public 
Transport 
nearby/adjacent 

4 3 2 5 3 

 Power/water 
available 

4 3 3 4 3 

Public toilets 
available 

4 3 3 4 4 

Access 
Proximity to 
cultural 
institutions 

5 4 3 4 4 

Obvious 
Start/finish 
nodes 

5 4 3 4 4 

Intermediate 
nodes 

4 3 3 4 3 

Carparking 
opportunities 

4 4 3 3 3 

Totals 54/60 43/60 41/60 46/60 43/60 
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APPENDIX F 
contour 556 / 2016 + 2018 

VIDEO LINKS 
 
 
 
 

JANUARY 2019 
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2016 VIDEO YOUTUBE 
https://youtu.be/I4yNF22uiVs 

 

2018 VIDEO VIMEO 
https://vimeo.com/310500593 
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APPENDIX G 

contour 556 / 2016 + 2018 

SURVEY DATA 

 
 

 

JANUARY 2019  
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contour 556 / 2016 survey data 

External work 

Internal work 

 Most memorable artwork How did it make you 

feel? 

Did it change how you felt about 

the space 

8 A Burden Curious, intrigued, 

thoughtful 

More inviting, more interesting 

Really appreciated having such 

varied works on the lake 

7 Paper Armada Amazed 

Touched, sad 

Amazed at the artwork 

Contrast between lightness and 

heaviness/pleasing pattern 

6 Ship of fools A sinking feeling 

Interesting/contemporary 

Yes/juxtaposition next to 

emergency lifebelt 

4 Banksia magic Sad and happy and lifted 

Beautiful, familiar 

Child like, happy, 

peaceful 

Calm and curious 

Yes 

Made it more homey, brings the 

mess and scrappiness of life 

4 Committee meeting Happy  

3 Someone Else’s problem Pensive and Depressed Strange space, needed more space 

3 Literary map of the 

Molonglo 

Warm – artist 

interpretation of a local 

place 

Space – equating to concrete 

paving of the siting – made me 

pause and reflect 

3 Yam Daisies Amused by the 

ceremonial burying of 

outdated high value 

knowledge / intrigued by 

our lack of 

understanding of 

powerful indigenous 

knowledge 

Uplifted, and pleased to 

learn more about 

Beauty of the green space and its 

calming impact was unsettled by 

the ‘interference’ which created a 

sense of dissonance 

 

More conscious of Canberra and its 

landscape and history 

 

Made me look at the lake in a 

different way, appreciated more  
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Canberra 

Made me think about 

indigenous harvest 

3 Rat Trap Concerned about climate 

change 

Trapped in CO2 

Juxtaposition of the artwork on 

‘traditional’ design of the NLA 

forecourt 

Made me stop and look 

reflective 

3 Red Trumpet Red Table Good Added interest 

2 And I think to myself Humble 

Happy, inspired 

Flat beauty of the landscape 

Open Minded 

2 Stabilising Light 

Dahlhausen  

Invited interaction and 

created intrigue 

Enlightened, 

contemplative 

Drew attention to the building 

made me wonder what it was used 

for 

Made the harsh façade of the 

Fitters Workshop look much more 

enlivened and beautiful  great 

artscape at dusk 

2 Paul Selwood Inland Sea joy  

2 Ros Lemoh Carp Diem   

2 Colin Chinnery Warmth energetic  

2 Pratt: Business as usual Impressed  

1 David Jensz Amazed at the use of 

material 

Security fence spoiled the effect 

1 Eau de wette dog Brilliant Reminded me why I detest real 

infomercials this made me want to 

buy the product 

1 Paul Selwood Black 

Mountain 

Exhilaration about the 

overall event and benefit 

for Canberra 

Made the outdoor environment feel 

more interesting, creative and 

energetic 

1 East Basin works generally Interested and 

Challenged 

 

1 Vandermark coupling series   
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1 Jon Campbell A revolting 

display 

  

1 Katy Mutton dazzle boat   

 

 What artwork was most fun 

7 Banksia Magic 

3 Committee meeting 

3 Victor Evatt 

2 Eau de wette dog 

2 Song Street project and I think to myself 

2 Ship of fools 

2 Business as usual 

2 Carp Diem Ros lemoh 

2 Boat Race 

1 Red Table Red Trumpet 

1 Gary Carsely 

1 Jon Campbell 

1 Erica Seccombe 

1 Bev Hogg and Marianne Courtenay 

1 Peter Vandermark coupling chairs 

1 Peter vandermark persicope 

1 Stay Gold 

1 Colin Chinnery Warmth 

1 Wendy Teakel 

1 Grave stone ian marr 

1 Dazzle Boat Mutton 

1 Selwood inland sea 

1 Louis Pratt rat trap 

 

 What was your favourite 

5 Alex Seton Paper armada 

4 Yam Daisy – innovative recycling 
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3 Optic to Haptic + Graveyard 

3 Song Street project 

3 A Burden 

3 Committee meeting 

2 Peter Vandemark periscope 

2 Colin Chinnery Warmth 

2 Banksia Magic 

2 Ship of fools Macmahon 

1 Danie Mellor 

1 Eau de wette dog 

1 Stabilising light 

1 Carp  diem 

1 Wellspring 

1 Dazzle Boat Mutton 

1 Gary Carsley 

1 David Jensz 
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Looking at external works only + deleting those with only 1 response: 

 Most 

memorable 

artwork 

How did it make 

you feel? 

Did it change how you 

felt about the space 

Analysis of public 

resonance 

8 A Burden Curious, intrigued, 

thoughtful 

More inviting, more 

interesting 

Really appreciated 

having such varied 

works on the lake 

Work is figurative, very 

recognisable form 

(domestic animal – 

horse) readily accessible 

artwork, able to 

approach, ‘normal’ scale 

to viewers  

6 Ship of fools A sinking feeling 

Interesting/contempo

rary 

Yes/juxtaposition next 

to emergency lifebelt 

Twist on the idea of a 

‘boat’, replacing 

waterproof cladding with 

obviously permeable 

material, using a 

recognisable waste 

product.  Same scaled 

object different cladding 

4 Committee 

meeting 

Happy  ??    Surprise, transposed 

setting – objects looking 

humanoid in water, 

allowing for reflection to 

add to effect 

3 Literary map 

of the 

Molonglo 

Warm – artist 

interpretation of a 

local place 

Space – equating to 

concrete paving of the 

siting – made me pause 

and reflect 

Recognisable 

interpretation of place, 

‘literal’ representation 

including figurative 

license. Epic in scope, 

elegiac in style 

3 Yam Daisies Amused by the 

ceremonial burying 

of outdated high 

Beauty of the green 

space and its calming 

impact was unsettled by 

Wonderful play on 

western ‘intelligence’ 

and western indifference 
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value knowledge / 

intrigued by our lack 

of understanding of 

powerful indigenous 

knowledge 

Uplifted, and pleased 

to learn more about 

Canberra 

Made me think about 

indigenous harvest 

the ‘interference’ which 

created a sense of 

dissonance 

 

More conscious of 

Canberra and its 

landscape and history 

 

Made me look at the 

lake in a different way, 

appreciated more  

to indigenous ‘horti’-

culture. 

 

Subtle, low key work 

very much in keeping 

with the ‘under the radar’ 

(under the lake) reference 

to indigenous cultivation 

- a small almost 

insignificant flower but a 

key starchy food right 

under the nose of the 

white settlers. 

3 Rat Trap Concerned about 

climate change 

Trapped in CO2 

Juxtaposition of the 

artwork on ‘traditional’ 

design of the NLA 

forecourt 

Made me stop and look 

reflective 

Landscape setting.  Neo 

Classical / modernist  

landscape  that 

epitomises the ‘state’ 

corrupted by what is at 

the core of all power – 

corruption  

3 Red Trumpet 

Red Table 

Good Added interest Red coloured object sat 

beautifully in the 

contrasting green of the 

trees and grass.  

Proximity to lake added 

broad horizontal 

landscape.  Comfortable 

scale for viewers to 

interact with  

2 And I think to 

myself 

Humble 

Happy, inspired 

Flat beauty of the 

landscape 

Open Minded 

Element of surprise. 

Unexpected,use of well -

known song line. 

Landscape setting of 
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broad lake and wider 

landscape apposite to the 

‘unwritten’ next line of 

the song 

2 Stabilising 

Light 

Dahlhausen  

Invited interaction 

and created intrigue 

Enlightened, 

contemplative 

Drew attention to the 

building made me 

wonder what it was 

used for 

Made the harsh façade 

of the Fitters Workshop 

look much more 

enlivened and beautiful  

great artscape at dusk 

Juxtaposition of 

industrial form of light 

(neon tube) next to an 

industrial building ,  

Metaphor 

enhanced/strengthened 

by, using scaffolding 

(industrial/constructivist 

material) to hold lights, 

allowing for angular 

pattern, with depth due to 

volume of the scaffold 

frame. 

2 Paul Selwood 

Inland Sea 

joy  Pleasant patterning 

blue/steel/cutout 

 

Landscape setting of 

grass and trees 

juxtaposed against 

brutalist building form 

2 Ros Lemoh 

Carp Diem 

  Skilful representation of 

the object: ‘nature morte’ 

in the landscape.  

Element of surprise to 

come across small 

discrete work 

 

 

 What was your favourite Media Location/landscape 
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setting 

4 Yam Daisy – innovative 

recycling 

Books, yams Bowen Place 

3 Optic to Haptic + Graveyard Stone Pear Walk 

3 Song Street project Paint Bowen Park 

3 A Burden Steel Commonwealth 

Place 

3 Committee meeting Textile and steel armature Lake Burley Griffin 

2 Peter Vandemark periscope Steel and glass Kings Avenue 

bridge 

2 Ship of fools Macmahon Steel and packing tape Kings Avenue 

Bridge 

1 Eau de wette dog performance Commonwealth 

Place 

1 Stabilising light Neon tube, scaffold Fitters Workshop 

1 Carp  diem Cast concrete, graphite Bowen park 

1 Wellspring Found branches Bowen park 

1 Dazzle Boat Mutton Paint/Boat Lake Burley Griffin 

1 Gary Carsley Wallpaper Bowen Place 

1 David Jensz Corrugated steel Bowen park 

 

 What artwork was most fun   

3 Committee meeting   

3 Victor Evatt   

2 Eau de wette dog   

2 Song Street project and I think to 

myself 

  

2 Ship of fools   

2 Carp Diem Ros lemoh   

2 Boat Race   

1 Red Table Red Trumpet   

1 Gary Carsely   



 

 

 
310 

1 Erica Seccombe   

1 Bev Hogg and Marianne Courtenay   

1 Peter vandermark persicope   

1 Wendy Teakel   

1 Grave stone ian marr   

1 Dazzle Boat Mutton   

1 Selwood inland sea   

1 Louis Pratt rat trap   
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APPENDIX H 

contour 556 / 2018  

FORUM AUDIO TRANSCRIPT 
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contour 556 
Forum audio transcript 

 

NH: [00:00:00]  Good evening mates. Thanks for coming along on a great Friday afternoon. Great it’s a great 

Australian tradition having a drink with your mates. So we've all been doing that which is lovely. And thanks for 

attending the public forum for contour 556. We've had really good attendance of the artists talks and the 

performances and I've been seeing - I’ve loved how they’ve been playing out over the three weeks has been 

really wonderful as I've been watching that; to bring out the sense of history of the lake and the sense of time 

passing and so on. I wish to acknowledge the traditional custodians of the land we're meeting on the Ngunnawal 

and the Ngambri people and recognise a continuing connection to land water and community. I pay respect to 

their elders past present and emerging. contour 556 seeks to make connections to the region's Hidden History 

and Culture. Using the obvious metaphor of the lake water covering stuff we all know the lake you know it's a 

dam basically it covers what's below. It covers those histories but the region's history and culture hasn't only 

been covered by water. I was at one of Fiona Hooton's Lake tours on Wednesday night and she showed some 

pictures of the proclamation of Canberra 1913 and there was a CineScope 360 degree sweep from Mount Ainslie 

and it looked like a clapped out sheep paddock and it looked obviously a lot different to what it would have been 

in 1813. You know what Canberra looked like in 1913 in 1913 there wasn't much there was St John’s church 

basically sitting in that landscape. 2013 there was a whole lot more. 2113 who knows what it’s going to look 

like. Seeing Canberra developed through those stacks of 100 years is quite extraordinary. Someone said to me 

this evening Canberra’s a very young city, people expect the city to be a certain thing. I s suppose they look at 

Europe or even Sydney and Melbourne have another 100 or so years on Canberra so Canberra’s got that level of 

I suppose development happening now and those sort of histories in its built extent. And again obviously 1913, 

clapped out sheep paddock, what was called ‘Blacks mountain’ was pretty overgrazed there wasn’t many trees 

on that hill but the development post [19] 13 put in place measures to retain those ridges and those buffers and 

keep that development below a certain contour so that it was a city dominated by the landscape on the horizon. 

And at that makes a wonderful foil, vehicle, whatever you call it, to put a city and to also put art in that city. And 

that’s what Contour’s tried to do to really look at that landscape connection of broad big design. The lake is 

probably the best or one of Australia’s biggest land art projects, you design this thing you make a scrape earth 

and then you fill it. How wonderful, that’s just like the classic 60’s American land art but just on a much bigger 

scale. 

 

Contour can’t operate without support from the public and private sector. And I thank our sponsors and 

supporters in particular the ACT Government and also Capital estate and the Canberra airport. Canberra Airport 

Group is providing the venue tonight and Pialligo Estate are providing the catering. And we’ve had wonderful 

support from volunteers, we wouldn’t have done it without the volunteers they’ve been manning the gallery 

space through for 7 hours a day / 7 days a week for the last 3 weeks and also helping the installations and de-

installations. The last weekend is coming up and voting for the People's Choice closes at 4pm tomorrow so if 

they haven't voted yet East Space Gallery vote for your favourite work and we'll announce that at six o'clock 

tomorrow at the closing party and all of you are welcome to the closing party I think hopefully I've invited all of 

you but some of you have RSVP but any way you’re all invited. 
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NH: [00:03:34] But anyway you're all you're all invited. Tonight's forum will be moderated by Genevieve 

Jacobs and she’ll introduce the panel shortly following the panel discussion an opportunity for the audience to 

ask questions. The forum is being recorded and the content may be used in my research and so the forum is 

gonna cover the history some of the history of the temporary and permanent public art in Canberra over the last 

50 or so years. Recently there's been a big interest in private sector in the delivery of sculpture parks and 

sculpture in the public realm so Canberra was obviously developed as a government town government art if you 

like. With the private sector coming to the fore in terms of balancing out that development there's been some 

changes in a couple of private entities have been active recently at the Canberra Airport and capital estates and 

capital estates is a land development at a Denman prospect out on the slopes of Mount Stromlo. And obviously 

we're here at the here at the Canberra Airport with them developing a collection of art in this space. I'd like to 

introduce Richard Snow head of property who will speak of his company's motivation assembling sculpture 

installations at Canberra Airport and at Denman prospect. 

 

NH: [00:04:37] Please welcome Richard. 

 

RS: [00:04:47] Good evening everyone and thank you very much Neil. Or shall I say mate. As we all are here 

tonight I welcome you here to Canberra Airport and the Alistair Swayne theatre. Canberra Airport and the 

Capital Airport Group have been long supporters contour 556 and we actually thrill to be a supporter once again 

2018 and I commend Neil and his team on such a fantastic program here they rolled out in Canberra. Which is 

just fantastic to see some of the images up on the screen before of what he's done here in Canberra. And should 

really be commended for that. 

 

RS: [00:05:25] So through our partnership with contour 556 we have demonstrated ongoing commitment to the 

Canberra community and a passion for arts and culture. 

 

RS: [00:05:35] Some of the pieces that we bought from a 2016 556 Rosalind Lemoh Carpe Diem and Paul 

Selwood’s Black Mountain both those pieces will be installed in in prospect our residential development very 

shortly. As part of our public art program a Denman prospect. There are currently 19 pieces public art pieces 

across Canberra Airport and the business park today and there's plenty more to come. We've really over the years 

had a had a cultural ethos to improve our public spaces with public art and we've had artists and residents here. 

The main one we've had is Ante Dabro. Some of those people in this room may well know him. It's been a long 

term Canberra sculptor and he's provided many pieces over the years and we've added that with a breadth of 

different artists in some of those have been going up on the screen as well. 

 

RS: [00:06:28] I believe in some of the pieces we have in the Canberra business but from our point of view if 

you if you're contributing to the built environment then you have to have a responsibility to great places that 

people want to be and not just have to be in. I think the terminal is a good example of that. You have to go 

through the term if you're flying and sometimes it's not always a fantastic experience going through a terminal. 

But we've really worked from the ground up to create an interesting place to people for transit through really a 
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place that can inspire people a place that you know that people can can stop and think as they go through in 

transit of space. And I think this is really the power of public art and sculpture and really what we've tried to do 

here at Canberra airport and the business park is create interesting environments to people to transit through and 

be part of. And really at the business park and at the terminal it's the places between the buildings which really 

make the environment in our view the build having nice buildings and great architecture is obviously very very 

important and we're passionate about that but really it's the spaces between the buildings in this setting that that 

that makes things that makes I think our business park and our terminal environment so successful. The 

combination of landscape gardens high quality street furniture and interesting public art is really what makes that 

setting. The same principles applied in Denman Prospect which is one of the only private subdivisions in 

Canberra at the moment and we've really gone from the outset to make Denman prospect Canberra’s most 

remarkable suburb and that's extended to creating stimulating points of difference. And we've we've 

commissioned a range of different artists to show a range of different pieces by renowned artists to to make that 

suburb very different and public art can really make that difference in in a in a subdivision or a or a residential 

setting. Quite different to to the business park and the terminal in some respects. 

 

RS: [00:08:34] We see from the beginning to show that public and community spaces can be so much more than 

simply buildings and infrastructure. Our program commission public art is important part of our approach but it's 

not only permanent install pieces. We have a public pop up space at 23 to beat up Brindabella circuit which is 

actually starting today called Ignite seven ignite seven is curated exhibition programme presented by the 

Belconnen Arts Centre featuring artists with lived experience of disability and mental health issues. Night seven 

celebrates diverse creative practice and positions the arts in public spaces around and around Canberra. So we'll 

having different pieces rotating through one of our buildings here in the business park over a period time with 

world class artwork award winning design and finding interesting spaces and landscapes. Canberra Airport 

reflects cameras emerging reputations as the capital of cool. 

 

RS: [00:09:26] So thank you very much. 

 

RS: [00:09:33] I'm going to sit down here and be on the edge of the panel here. So in terms of questions as part 

of the panel discussion feel free as part of that process to ask any questions about what we're doing here at the 

airport. 

 

GJ: [00:09:44] Thank you so much Richard and Richard's moving his own chair he's our hands on member of 

the senior executive. Ladies and gentlemen good evening and I do want to begin by thanking Richard very much 

for his contribution to save me but also in acknowledging that contribution that the airport makes. Just this week 

I was interviewing Robyn Hendry who's just standing down to the business chamber as the CEO and I asked her 

what she thought the markers were of how we're changing and growing as a city and the airport was indeed one 

of them. That lovely swooping creative gorgeous space that we come into that I don't know if any of you are 

flying to Hobart recently. Lovely place Hobart I’m very fond of. You arrive at the Hobart airport and it might as 

well be Akron Ohio on off day without the glamour we've got perhaps a particularly fussy brand of business 
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traveller who comes through admittedly on a regular basis but as Robin said the airport is a kind of point of 

pride. 

 

GJ: [00:10:38] It's a directional marker for us and we we think the airport group for their for their attention to 

that. Ladies and gentlemen, thanks for Neil's welcome. How wonderful to be part of an event like contour 556. I 

felt like it had turned from a bit of a chubby baby in 2016 to an enthusiastic toddler full of beans and ready to 

take on the world. The purpose of our gathering here tonight is to consider whether temporary art such as 

contour 556 can indeed transform public spaces. And I've got with me a terrific panel. There will be time at the 

end for your questions. Jason Wing immediately all my life to Sydney based artist who strongly identifies with 

his Chinese and Aboriginal heritage. He started as a street artist and his sense incorporated in his practice photo 

media installation and paintings and influenced by that bi-cultural upbringing he explores ongoing challenges 

that impact wider communities and repurposes everyday objects and images. next to him Natalie Thomas a 

Melbourne based interdisciplinary artist whose work critiques power structures the established status quo 

considers how culture reflects the society in which we live. I hate my introductions too I hate it when people 

repeat things but 

 

GJ: [00:11:55] you've just going to put up with this and I think it's a it's a friendly audience. Natalie I know a 

large number of them. They’re listening attentively. And perhaps you might be aware of her work with 

nattysolo.com 

 

GJ: [00:12:09] One woman one camera no film and her art blog also incorporates performance social price 

photography and cultural commentary next to her Owen Craven and independent art writer editor and curator 

who facilitates platforms and opportunities for artists to create and present their work. He's currently a curator 

with urban arts project. He's been an editor of Artists profile an art almanac magazines and has led lots of 

initiatives are emerging and established artists to create and present their work. Leon Paroissien is Adjunct 

Professor of Design and Architecture at the University of Canberra and was was and a founder was a founding 

director of the Museum of Contemporary Art Sydney and the Museum of Contemporary Art in Taipei. He's a 

towering figure of course in the Australian art world. Someone who's been active in professional museum 

organisations in Australia and abroad for decades thirty / three decades a few years and on the end there. Dr 

Chris Wallace who is an ARC Decra fellow at the National Centre for biography in the School of History at the 

ANU here in Canberra with a hugely wide range of interests leadership gender biography creativity. What makes 

politics functional or not. She's also been a journalist in the Canberra press gallery where she covered politics 

and economics and from time to time she was a member of my now sadly defunct radio sports panel on the 

ABC. 

 

GJ: [00:13:42] We had a lot of fun doing that. So. Let's begin with a really tough question. What in fact a place 

is. 
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GJ: [00:13:52] Now Natalie I'm going to you first. I was really delighted when looking at your work to see you 

referencing Lucy Lippard in one of your pieces. One of my favourite writers and that fantastic book of hers the 

lure of the local about layers of meaning that a place can accrue but as an artist 

 

GJ: [00:14:08] What's the difference between a space and a place where you think  

 

NT: probably I guess your relationships to the people in the place yeah I guess that's the difference familiarity or 

being unfamiliar with the place is also really beautiful. 

 

NT: [00:14:29] Like I love just stumbling around Canberra here this afternoon trying to find a taxi rank. You 

know just going. This is so not like where I live. You know every where’s different to each other but Canberra’s 

particularly different. 

 

GJ: [00:14:51] Well it's not for us and we'll get to that later because I think Canberra is a place that sort of seeps 

under your skin. Perhaps it takes time to experience that. Jason what about you. How much do you think a place 

is defined by stories by the by the context you bring to it with the layers of meaning you attach because of your 

own history with the place 

 

JW: [00:15:13] yeah it's crucial I mean I I think that place is the history of the place and I think that space is 

how it's defined by the Western dominant framework I guess. 

 

GJ: that's kind of the point what I'm asking because I think all of us bring different stories and different kinds of 

meanings to place. And it has to come from within the framework of our own history doesn't it. 

 

JW: [00:15:45] Yeah I mean as as as Aboriginal people we see place differently. 

 

JW: [00:15:51] I mean it's I mean for example waterways you know for us you know we can feel and hear and 

see the old place whereas we see bodies of water as massacre sites really. You know there stories of our place 

and what was imposed on us. Whereas you know non Aboriginal people might see it as like a recreational park 

but Canberra is particularly defined by well it's a it's a colonial space. 

 

JW: [00:16:29] The art the architecture is impressive but if that's contrasted to say say old Parliament House as a 

place and space so you know the place where there's lots of protest the largest ongoing protest by Aboriginal 

people but the space around it is very impressive. 

 

JW: [00:16:54] But I guess place and space means different things to different 

 

GJ: Owen and if I could go to you on that I mean this is very much the point of many urban art installation is to 

focus our attention on both our own experience of a space but also that others have different ways of seeing and 

experiencing it.  
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OC: I think the interesting thing about space versus place is that people make places and I think that's sort of 

reflected in these two have also said and that people in the business of property for instance are going to build a 

space but they hope to build a space that bring people in that allow people to feel like they're reflecting well they 

can connect with that space and there's a multitude of different ways that people will connect with that space and 

through the bubblers in bathrooms that make it feel like it's got amenity and gardens that are beautiful but then 

having a different set of discipline with people like artists that are bringing their research and their connection to 

to their people if they were an Aboriginal artist and and being able to present those stories in a way that allows 

people to come and and bring their own or try and bring their own interpretation you know one person is going 

to read an art piece in a in a space the exact same way. But but but by virtue of that being there people are going 

to come. People are going to sit and dwell in that space and that space will transform into a place over time. 

 

GJ: [00:18:23] Chris I remember sitting at water's edge on the edge of Lake Burley Griffin at a big ABC do 

years ago and having someone from all of my be absolutely flabbergasted at how beautiful the sunset was on the 

lake just astonished because we get a bad rap about place and space here in Canberra. Well we've all heard these 

stories about people saying well it's empty and it's dull and you know there's nothing going on. 

 

GJ: [00:18:46] I mean all those tedious jokes about roundabouts presumptions mean that we don't often give 

space a go we are blind to what's around the you. 

 

CW: add the dimension of time to space you get place and I think Jason your comments a little taken by 

everyone in the world I'm sure I've just come back in Britain and it's very interesting travelling through the 

British landscape the British Museum just this week hoping a big exhibition on Anglo-Saxon England Anglo-

Saxon Britain and of course you travelled through Britain and you're very conscious of a landscape that has been 

inscribed over and over again by waves of settlement encroachment invasion violence demolition of culture. And 

I think it's something we in Australia know we've kind of in good ways lost our ties with British history in the 

way it was rammed down our neck at school but we've also lost some important things. For example I've only 

recently discovered how upon the Norman Conquest every Anglo-Saxon church was architecturally re moulded 

in a Norman image in order to hasten the demolition of Anglo-Saxon culture 

 

CW: [00:20:06] As the Normans took over Britain. So I think you know the more we bring historical thinking 

and historical perspective to questions of space and place the richer our understandings are, the more sensitive 

we can be as people and the citizens better we can deal with each other. And I think one of the things that's 

missing that can enrich lots of spheres including the art world is more historical thinking more historical 

perspective. And that takes time. The patient acquisition of knowledge and reflection of it. And it's something 

that in the world we live in and the lives we live is antithetical. So how actually do we make a space in order to 

rethink historical perspective and historical thinking I think it's one of the urgent issues. So if you turn up in 

Canberra and you see it in this very flat moment in time kind of way. Yes you can get a shot of the beauty of the 

sunset if you bring the latest historical understanding and knowledge that you are already being revealed on this 

panel. I think you can be open to quite amazing things. 
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GJ: [00:21:14] Perhaps that brings us to the role of art as a disruptor Neil Hobbs memorably described to me 

what happens here contour 556 as disrupting ant lines in the bush because the Lake is a space that Canberrans 

use a lot. It's just constantly thronged with people with people walking and riding their bikes and pushing 

strollers around and so on and so forth and then you know bam you put Alex it was literal marble printed road 

barriers in front of them and it gets in the road and how people have become used to a space so it can play a 

significant role in making us think about precisely where we are. 

 

LP: [00:21:53] Well without speaking specifically about Canberra I'm happy to do that. I live between Sydney 

and Canberra but there’s an interesting thing that's arisen in the last ten or eleven years. 

 

LP: [00:22:12] I’ve been working on writing briefs for commissioning permanent public art but also working 

with artists who are working to a brief someone else has written. One of the things that was was triggered by a 

comment that Chris just made about the history of the site. So is that one of the things that's happened in terms of 

artists going into a commission is that archaeologists really come into their own and other sorts of specializations 

and there is not a brief written these days without finding out all about the place the history of the place the 

excavation of the place who was here before the indigenous heritage the colonial heritage of some of these towns 

and most amazingly even what has fallen off ships in terms of pollen about its ships coming into the port and 

going out for now if you switch that obsession to Canberra to be here during the centenary was a very interesting 

experience because I don't think Canberrans have really thought very much about their city whereas suddenly 

when people were poor again we had a lot to do with people coming here visiting going to see things and staying 

here and I think that not only Canberra but Australians had discovered parts of Australia. I have to say in my few 

years I was here before the lake was filled, and I was on a drive with my brother and a couple of friends and I 

remember vividly people pointing out where the lake was going. But I think that people have become very 

sensitive to a whole range of aspects about the size and the history of the place when it comes to the question of 

putting an exhibition into a city that's hardly a walking city that's another issue I'd like to address later on if we 

have the opportunity. 

 

GJ: Natalie I wanted to put to you the question of whether discomfort as part of the disruption is a good thing I 

mean place doesn't have to necessarily mean in some ways pleasant more than it's got character and meaning. I 

mean you don't have to love the art to be vulnerable to the transformation. 

 

NT: [00:24:49] Yeah I definitely believe in Art's ability to be a site for having a really good row like but in a 

quite a positive way. I think that we've sort of lost the ability to speak in really open terms with each other about 

what we think what we like what we don't like and why we like it or don't like it you know and I'm talking about 

you know throughout the whole of society. But I mean that's I guess what's kept me coming back to art that just 

the level of conversations and relationships that I'm able to have in and around it are just you know special. 

 

GJ: and of course the fantastic thing about an installation the size of this one. 
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You've got all these enormous opportunities for people to literally run into the art. It doesn't require an activated 

gallery or entry into some kind of space. And if I can go to you I mean maybe this is a really hard question. Do 

we care if the public hate the art? 

 

OC: [00:25:59] Well I think it's interesting when the opportunity that something like contour offers being a 

temporary public program is that you can probably take more risks. You know the reality of permanent public 

artworks is more often than not they commissioned by a private developer or even a city council who is 

beholden to their voters here. 

 

OC: [00:26:21] They want to do the right things. So if it can become a challenge and I'm not saying that it 

doesn't happen. 

 

OC: [00:26:29] There are some really wonderful wonderful permanent artworks that have an undercurrent that 

challenge people and I think Fiona Foley's work up in Brisbane's Magistrates Court where she she threaded 

through and quite a brutal story. And she refused to tell the commissioning client until it was installed and quit 

as I got it. Oh but it set a framework for the future and I think we can have these challenging conversations. But 

it is but it is a you know art and commissioning art with the commissioning clients and with the artist in writing 

a brief is about developing trust and so they can be those that are those that friction of getting it right. 

 

OC: [00:27:11] That's something like contour where it's where it's temporary where it's up for a period of time it 

sort of gives you permission to go BAM and say something that that's in your face and to disrupt and to to 

interrupt and to stop and to make people question because it because it isn't going to be there forever but 

hopefully that conversation will be ongoing. 

 

CW: [00:27:30] Can I just add to that, the big problem is if the art is going to be ignored and this is the beauty of 

556 It's an opportunity for art which is impossible to ignore and can infuriate it can engage can be the thorn in 

the side that the commercial or the council can't entertain. It is so crucial in the community to trigger those 

necessary conversations.  

 

GJ: In some senses it's a mark of success to have infuriated certain sectors of the public and we can we can get 

to how that's happened during this festival but Jason as a practitioner does it make a difference that the art is 

temporary but what significance does the time factor have in how the work impacts the maker and the people 

who see it. 

 

JW: [00:28:20] I think cost is is a factor. If if it's going to be more permanent then again it has to be a you know 

there's WHS concerns this bureaucracy that's involved footings safety security all of that so I guess you know 

there is an opportunity to keep the costs low but the impact still high you  

 

GJ: You can let it rip a bit can’t you if it's if it's temporary and you can sort of do it in a way that's fast and 

furious and fun and you're not necessarily committed to maintenance issues that will impact what is  
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JW: Yeah I mean I guess I guess it depends on the nature. 

 

JW: [00:29:02] Yeah I mean yes.  

 

 

NT: Yeah. I mean we've got a lot of those same safety concerns for temporary is more permanent really because 

if something's going to fall you know 

 

LP: Can I comment on that 

 

LP: [00:29:19] I think first of all let me I'll talk about a case study in a lot of that preface this by saying that I got 

a lot of works shown as temporary works. They frequently find the location somewhere else if one goes back to 

sculpture 75 here in Canberra which I saw a few years ago. It was a very interesting cross-section of artists I was 

involved indirectly through funding. I was director of the visual arts for the Australia council. I came to see it 

Tom McCullough who was. 

 

END contour 556 - Audio copy_01 

 

START contour 556 - Audio copy_02 

 

contour 556 - Copy_02.mp3 

LP: [00:00:00] The person who actually assembled the curator he was the director of the Mildura Arts Centre 

and the next year he was the artistic director of the second but the most important thing is so far as the Biennale 

of Sydney goes the second biennale of Sydney the following year. 

 

LP: [00:00:23] But the interesting thing about that is that so many of the works that were shown here in 

Canberra in 1975 have found their way into locations public collections locations all over Australia. It was a 

cross-section of key artists of that time. However let me give you an example which I think is absolutely 

fascinating. 

 

LP: [00:00:45] Some of you would be familiar with this. Michael Thomas Hill a Sydney artist was one of the. 

He was selected for temporary work in an Angel Place in Sydney. Just there the City Recital Hall between 

George Street and Pitt Street. 

 

LP: [00:01:10] If you’re note aware of that little laneway there you must go and see it. He was commissioned 

for temporary work in in 2010 and it consisted of bird cages that were historical traditional bird cages and it was 

really electronic work where he had the sounds of birds that had disappeared from the CBD of Sydney. It was so 

effective that in fact someone complained to the RSPCA. This was cruelty that should be stopped immediately. 

And it was so much loved by people that but within the next two years the City of Sydney commissioned that as 
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a permanent work. But I see that as an exception. I don't argue that that's what can happen. I think that's a total 

exception. Which one has to be open to assuming as Jason says that you can get the money to make something 

that really means remaking the work. But I go back to where I started. Thank goodness that a lot of works are 

temporary and they enhance a place you remember where they were often you remember years later that you saw 

a certain sculpture here or a certain piece of art there. 

 

GJ: [00:02:33] And so you've got this opportunity for the landscape to become a sort of a canvas for your 

memory. It goes into your own layers of meaning on the work. 

 

GJ: [00:02:42] Chris contour 556. How well does it fit the bill for this kind of intervention we've been 

discussing now Leon mentioned a moment ago sculpture seventy five and that was there were a couple of of 

those Ingo Klein sculpture festivals after that a fairly long lapse. It's a really well ordered place Canberra 

beautiful. But maybe it's a sort of a well-ordered well-bred kind of place. How do you feel about how this 

particular event has worked on our plate on our space in our minds 

 

CW:  I think contour 556 has been a bit of a shock It's it's a manifestation of a question Why hasn't this been 

happening regularly. I think Neil  must have sensed a vacuum and thank God he’s filled it because this is a 

natural space for regular sculpture events. I think your research suggests that on average is that the big major 

sculpture events in Canberra on average about every five and a half years over the last 50 years but with two 

massive gaps and got to ask yourself why the huge gaps so when five 556 pops up you know you start finding 

out these things you start asking the question and you know encountering contour 556 in the landscape 

especially so close to Parliament House one very quickly has to face up to questions like what has happened to 

the standing of the arts in Australia why is there almost a war on art from public funding bodies why have Public 

Institute you know you quickly skip through why do the directors of public institutions have to devote 90 percent 

of their time to raising private money so that they can run their public institutions you skip forward to you know. 

Hold on didn't we create public funding for the arts and public funding arts institutions to release ourselves from 

the bondage of totally private artistic initiatives. You know in the 17th / 18th century wasn't this supposed to be 

progress. I think contour 556 is kind of energized and activated a lot of discussion and thinking and reflection 

and that's going to in turn lead into policy developments hopefully down the track. If I could make one 

intervention myself it would be to hit the fire alarm in Parliament House get everyone in the forecourt load them 

on buses bus them straight down to the lake foreshore and enforce contact through the artworks from whoever 

has managed to evade them not going to their temporary accommodation during parliament in the last week 

where we had a big impact. 

 

GJ: Well we have had actually a whole range of things that's happened over the past few weeks. Triple 0 calls 

because they might be a body in the lake we’ve had angry cyclists although to be fair they're often angry in any 

case when things disrupt their commute, I think my absolute favourite of all was the very Canberra conjunction 

of the installation piece Alex Gawronski’s soundscape under Commonwealth Avenue Bridge and in an echidna 

which had to be rescued by wildlife rescue after getting sort of tangled up in it. 
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GJ: [00:06:03] It's been that there's been a sort of a series of interactions at all levels with the art. 

 

GJ: [00:06:08] But oh and I wanted to move on to this next chapter of ideas are we're thinking about the history 

of public art and public accessible space. 

 

GJ: [00:06:17] The great question of all of course and Chris mentioned this a moment ago is who's going to pay 

for it. How do you convince people to take on the idea not of a big piece of art with a with a plaque they can sort 

of leave their friends past and point out that they were responsible for the funding in some way or something it's 

here and gone and causes triple 0 calls and it echidnas needing to be rescued and consternation. 

 

OC: [00:06:42] Yeah I mean I think it there's a multitude of ways that it's going to be funded but it ultimately 

needs a commitment from from many different parts of the community private public and I think more in a way 

that I would maybe want to answer the question instead of just talking about and reflecting upon the value that 

the art and art interventions can actually bring to a place or to a building. You know Art for every five million 

dollars that a private developer for instance might spend on installing public artworks through some of their 

buildings. Fast forward that 5 - 10 - 15 years what. And the appreciation not only in the art itself as it's as it's 

gained its own history but in in what it's contributed to that place that the economic kind of flow ons that that it 

brings I think. And if you use the example of sculptures by the Sea in Sydney for instance in the way that that's 

grown you know the support from funding that has grown enormously because the amount of people that it 

brings into Waverly city council and the fact that people are coming to the space and spending their time there 

and reflecting that that's that's almost sort of circus like. 

 

OC: [00:07:59] Now I can appreciate that but in its more humble days and just that same effect that I think the 

fact that the contour 556 people are coming out and engaging with you thought with artist talks and then going 

off to to the local restaurant down down the road afterwards to continue to think about that and feeding into the 

the economy and the fabric of the city I think it's hugely important and it's just about understanding how we how 

we best communicate this and Leon and I see one another often professionally. Leon sits on the public art 

advisory panel to the City of Sydney and these are conversations that that I know that the City of Sydney 

certainly has and because of that context and it's just understanding understanding the value that that it brings 

and it's not just a monetary value as we know but that ultimately the people making decisions that are running 

numbers and sustaining is that is as a baseline allows us the opportunity  

 

GJ: it's a question of who pays there's always this sort of really thorny issue to resolve and often we look for 

philanthropy as a solution there and we've got a fantastic example of what's happened at the airport that's what's 

happening in Denman prospect where people have been willing to invest and willing to to engage. 

 

GJ: [00:09:15] Jason if that's the case if there's someone who's putting money out and for a space that's publicly 

accessible at the very least even if it's privately owned. Do you feel obligations to the to the funder to the to the 

site. Is there a sense that that you've got to fulfil someone else's expectations. 
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JW: [00:09:38] Yes and no. I think you know public art and place making is all about compromise. Because 

there's many parties involved but. But to go back I think I think that the government is ultimately responsible. I 

think that that needs to be filtered down to developers because developers are destroying environments and then 

rebuilding environments. I feel like at the moment there's a there's a 1 percent cultural contribution that they 

need to retain. But that's rarely enforced. It's really easy to do percentages of that one percent. 

 

JW: [00:10:20] Most most not all but most developers with their bottom line tend to you know want to put 

plonk out at the last minute just to take off a DA just to get their DA approved and then I think it's the local 

councils responsibility to ensure that that doesn't happen. So there has to be financial penalties it actually has to 

be enforced legally to make sure that that 1 percent is returned in a genuine ongoing way. And and it adds value 

to the development like everybody wins and it like it makes sense and so it was philanthropy and other models 

are great but they're not sustainable not in Australia not with our small population. But ultimately I think the 

council needs to enforce developers. I mean you know 1 percent. I mean why why can't it be two to five percent. 

It should actually be like a mandatory two to five percent just just nationwide. Just keep it flat. And if they want 

to contribute on top with that. Great. But it also needs to be regulated and the council shouldn't be forced to tick 

off the DA because of time and money and constraints. 

 

GJ: [00:11:43] So Natalie how how would you argue to a philanthropist that it was worthwhile funding 

something temporary like contour for 5 6 something where everything's just going to be gone. 

 

NT: you know everything's temporary really because lives are temporary you know is something still there after 

you dead. 

 

NT: [00:12:06] Oh I don't know. 

 

NT: [00:12:09] I've got to you know temporary and permanent for me sort of.. 

 

GJ: goes back to that idea about the landscape becoming a sort of a canvas for our memories and it's about the 

interaction and it's about the ideas that develop from your experience with the artwork. 

 

NT: [00:12:29] You know I've got a really broad attitude towards what art and culture is and how it can just 

sneak up on you and just throw itself at you occasionally like us hearing a great song on the radio that can 

literally change your life. 

 

NT: [00:12:47] You know it happens in a strange and highly unregulated ways that a lot of stakeholders try and 

regulate. Well I think artists understand some of this stuff quite well. I'm always on the lookout for a great idea a 

great quote for something that's going to challenge or change the way that I think because I just see that sort of 

as my job. 
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NT: [00:13:13] But I think that with a proper engagement in art and culture people can be taught they can 

actually learn better. 

 

GJ: [00:13:25] I think from something from from conjuring with the idea not necessarily the object. 

 

NT: So sometimes with my blog you know if there's an artist whose artwork just doesn't resonate with me it just 

does not float my boat. But they are very very successful. What I continue to do is to ask people what is it about 

that art that you like. Because I'm sort of looking for answers. And every now and again someone in just the 

clearest language can just nail it and then I can see what they liked in that art. 

 

NT: [00:13:59] And then I now like it too and it's kind of really weird but it can happen I guess thinking about 

this idea that the art doesn't necessarily have to be sitting in front of you to engage with it. You'd be familiar with 

me the Bert Flugelman work that's buried in Commonwealth Park. We talked about sculpture 75 which which 

really is there. The people you talk to people who are not converts or recent arrivals I think lots of people think 

well that's either a prank or an urban myth. But some is not artwork still a meaningful artwork if you can't see it? 

 

CW: It is if we keep telling stories about it. And this is where historical perspective historical thinking memory 

comes in. 

 

CW: [00:14:41] This is the disturbing thing about our age. It's the age of instant decal and we are so quickly 

losing. 

 

CW: [00:14:49] Everything's just to take an example the sculpture of Ben Chifley and John Curtin strolling 

through the hotel carriage onto to the Old Parliament House. 

 

CW: [00:14:59] Most people see that as an interesting sculpture of a couple of old blokes walking on the street. 

Now I know Young Labor Party members who do not know who Ben Chifley is really. There is a problem 

people there is a big problem.  

 

NT: but they can just google it.  

 

CW: Unless we come up with new cultural mechanisms to remember and I'm not talking about laying down 

monolithic narratives. We need the contested contested narratives. For God's sake we've got to have the 

memories the historical thinking and the narratives Otherwise yes that sculpture is lost for all time. You can just 

briefly to go back to Britain. One really interesting to me when I drive through Scotland every so often strike a 

pictish artwork. You know it's it's long survived past the survival of the culture which produced it. 

 

CW: [00:15:46] You know it's a question mark challenged us to remember and I think that's what we've got to 

collectively get a lot better at remembering. 
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GJ: Leon as a curator what's your approach to the ongoing life of work. I mean this documentation of course 

everyone's from the north as writers of photos you sometimes see on gallery walls about art events past. I look at 

those often and I think there's something a little bit separate to the artwork itself but how do you approach this 

idea of documenting and continuing to engage with the idea even if the work itself is not still in the space. 

 

LP: generally there's very little while much in terms of outdoor exhibitions. People tend to photograph things 

but not to actually treat it like you would in a museum where you're working on a collection. Well I would much 

like to see recreations I think that probably if we could go back to 1975 we would actually get full 

documentation of what historically is a very important exhibition for Canberra. But generally speaking that 

hasn't been done at all certainly not for temporary outdoor exhibitions. There was recently the last Biennale of 

Sydney. There was a very interesting exhibition part of the biennale which went back over the history of the 

biennale and it was quite extraordinary. So they had all this material. But the reason I haven't is because they go 

to New South Wales library now has an archivist who has drawn all this together and continues to collect things. 

But generally speaking those things have not been documented as they would be in a museum. 

 

OC: [00:17:42] Yet these young people who are Instagramming it at the same time and documenting it 

themselves and creating their own sort of aura. I mean I followed the last few weeks on Instagram and yeah from 

a distance but it's it becomes a different just talking about that sense of memory. 

 

OC: [00:18:02] You know you younger people. 

 

OC: [00:18:04] And I'm probably gonna fall into that category saying well I’ll not remember things because it's 

I can I can easily recall it on my phone and young people will it'll be interesting to see how that evolves. I think 

we're and it's that instant moment. But but the internet doesn't forget. And we will be able to troll back in 10 - 15 

years time and be looking at these things and look at them with a historical lens I think in an interesting manner. 

 

GJ: someone referred to the iPhone recently to me is the prosthetic brain. Yeah constantly got that prompt to 

your memory. In your years and experience running these things can you repurpose and re-site the works or is 

the moment gone when the kind of event that we've had here on the lake is over. 

 

OC: [00:18:47] You know I think and I think Leon’s example is a very good example in the city of Sydney but 

by all means and works works can be site specific. But I think works can also have a life of their own in different 

spaces. And so Niky Savas had a work at Barangaroo that was commissioned by the Barangaroo development 

authority early last year. And it was up for two months it was suspended near the entrance of David Jones and 

the whole purpose of the Commission as part of an ongoing program that they run is that the works activate the 

place to use that phrase and 

 

OC: [00:19:32] In the year that's transpired since the number one thing that keeps coming into their letterbox 

sort of customer feedback is that we really want that wavy thing that was there that artwork that was really great 

going back that way. We really liked that with the beanbags underneath. And by all means I don't think that that 
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is specific to that site. That work would would very easily be be placed somewhere else and bring as much joy 

and delight to people if it was placed in another space. And I think that the ingeniousness of an artist is that that 

they have these works that conceive that are conceived in their studios and are imagined for a plethora of places. 

And that you know as a curator one of the things that I get a real thrill of is is handing a brief or handing a space 

or a place opportunity over to an artist and say well what what would you do there and or how would you 

position this work. And touring an exhibition is exactly the same thing. You know let's let's figure out what 

working in the painting hanging on a wall in the gallery has a completely different feel. If you move the gallery 

context as well and playing with that is fun but involving the artists and that is even more exciting. 

 

GJ: [00:20:44] Well let let me just off the artists on the panel about this. How do you feel about site specific 

works. Do they have another life or is there some purpose in being able to shift them around or is it better to say 

this idea was born of this place. 

 

JW: [00:20:59] For me personally I mean I I generally only work site specifically. A really great example of that 

recently for sculpture by the sea Nicole Monks I mean we've been talking a lot about physical objects as public 

outwards. However this was more of an experience. 

 

JW: [00:21:21] And so basically it was an outline of a rock engraving of a whale shark and the outline was 

created with big blocks of wood creating that perimeter a line and it was of the place but also it was it was 

culturally symbolic because it was bringing different mobs together to Tamarama beach which is a site of well 

it's a contested territory. 

 

JW: [00:21:58] Now whilst whilst that was documented which I think is critical we are blessed to have the 

Internet where things are recorded. 

 

JW: [00:22:09] However being there totally and completely supersedes it like you cannot you cannot actually 

make a link. However really thankful that it is documented because if you are not privileged enough to be in 

Tamarama around that particular time you wouldn't ever see it. 

 

GJ: [00:22:27] But it's another experience is engaging with documentation it's not the same thing as being in the 

place at the time. 

 

JW: [00:22:33] It's not it's completely different and you can't it just it just adds layers to it. And I mean people 

will remember that for the rest of their lives but I guess what happens for everybody else I mean a lot of these 

works are very Sydney centric. What about regional and what about communities that can't travel to these places 

and so you know I really value site specific kind of ceremonies and works but also culturally for us I mean we 

don't document a lot of our ceremonies and site specific practices and there's a real beauty in that. In this day and 

age where everything is recorded. I mean I didn’t have, I lost my phone for a couple of days and it was equally 

as amazing as it was scary and yeah I bet. 
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JW: [00:23:24] I mean I work site specifically and and so I guess I'm a little bit a little bit biased. 

 

GJ: But Natalie a lot of your work doesn't necessarily take a concrete form as the documentation that process is 

what drives a huge amount of it. A work still the same work if it's taken out of the context where it was 

performed for you?  

 

NT: [00:23:45] Um can I just go back a little bit. I just wanted to talk about sometimes the disingenuous nature 

of document type documentation actually because I've been to really dud events and I get home and I download 

the photos I've taken and it looks amazing. 

 

NT: [00:24:04] That's why that is so weird. You know everyone kind of looks happier than what they actually 

seemed to be. It just looks great. 

 

CW; it can work in reverse too. 

 

NT: and the reverse can happen to where you've had this really meaningful night. 

 

NT: [00:24:26] And then you come home and download the pics and it's just not being presented. And then it's 

like well what do you do with that because you want to write about what what the night has brought to you. 

 

NT: [00:24:37] But then it doesn't actually look. 

 

CW: You’ve got to kill the pics. 

 

CW: [00:24:41] Yeah can just and there's a big false sense of security around the idea of documentation. Yeah. 

Anyone who is engaging with what's going on in the archival world or the life of tech world knows that about 1 

percent of what we think is gonna get preserved forever. 

 

CW: [00:25:00] Is getting preserved like it is shocking the rate of technological obsolescence of materials 

leading to whole scans and work just being wiped out that at the time we were creating them we thought would 

live forever. The amount of you know even in high archive zones like government 1 2 percent of material is 

getting kept. We have this naive idea that there are these happy archivists out there with unlimited budgets 

saving everything. Folks it's just not true. 

 

GJ: [00:25:28] You know which brings us very much back to the idea that contour 556 has been the direct 

experience. It hasn't been about making records afterwards it hasn't been about taking the works and necessarily 

putting them anywhere else. Whether that does or doesn't happen. 

 

GJ: [00:25:43] It's been about the experience of walking around this lake and this place and having our own 

interactions with the art 
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NT: and all the conversations out in the foyer and then who you talk to later and making new friends and then 

you run into the next time and it’s a big juggle. 

 

CW: and its this sense of relief that you live in a community where this can happen. 

 

CW: [00:26:02] Like when I fly to Canberra Airport I think thanks Snow family I live in a place where there's 

actually some art at the airport Whoa. 

 

CW: [00:26:11] I don't live in a hick town. I'm happy about it. 

 

CW: [00:26:14] and 556 is another expression that we live in a community where people are challenged to think 

where people get off their arse bother doing something like this organise the philanthropy to support the artist to 

create the art to generate the thinking because without thinking we're doomed. 

 

GJ: [00:26:32] What a fantastic point at which to ask you for your questions without thinking we are doomed 

and it's all about the actual experience. 

 

GJ: [00:26:41] Oh it's a good thing to be in a city where we can say that too. So can you hold your hand up. 

 

GJ: [00:26:46] I don't think we've got a roving microphone to get to you. So who would like to kick us off if 

someone doesn't put their head out I'll on one of the many people I know in this audience and make to us 

something. 

 

GJ: [00:26:58] So go for it. Yes. Thank you. Hang on I'll get back to you. 

 

[00:27:03] The microphone isn't working. Yeah. Oh okay. 

 

Q 1: [00:27:07] Sorry. It was something that Chris about the Ben Chifley statue and it sort of started thinking 

about memory and time and also how society values actually change quite radically over time. And so something 

that we might value in the past we might not value in the same way in the future an example that I that I thought 

of with say perhaps last year in the USA when they started taking down the Confederate statues because that 

actually represented something that people didn't want to value anymore. But it's actually a really important part 

of history that reminds us that we actually where our values actually should be. So I just wanted to hear about 

how do we explore alternative narratives and in a changing society. 

 

GJ: [00:28:08] Leon that sounds to me like a curator's question I think it's a really interesting example about the 

Confederate statues actually because my thought about that was take them away from positions of prominence in 

front of courthouses for example put them somewhere where people could still have the conversation because it 
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is an important part of that community's history and that's the outfit they made at the time that shows something 

about those values flawed as they may be. 

 

GJ: [00:28:32] But how do you account for changing values and the artworks that represent them. 

 

LP: [00:28:38] It's a very complex question. I think that a work can sit comfortably somewhere else but 

unfortunately artists don’t have storage and they can't cope with these things and often works just get broken out 

cannibalized or or get lost some where over time that might be coming from people in the audience on this. But 

recently the National Gallery of Victoria had a recreation of the field exhibition which was the exhibition they 

opened their new gallery with was an intriguing exhibition because many of the works have long since 

disappeared and so they actually recreated those works. I don't know what the general response to that was but I 

thought of a very interesting experience and wondered about the authenticity of it all the significance of it. It was 

still a fascinating experience. Perhaps Nigel Langdon might comment on that I don't. Sorry nigel I think you're 

the perfect person to make a comment oon that. 

 

GJ: [00:29:58] We could actually get let's. 

 

END contour 556 - Audio copy_02 

 

START contour 556 - Audio copy_03 

 

contour 556 - Copy_03.mp3 

GJ: [00:00:00] Nigel on the spot because he was indeed a part of the exhibition. 

 

Nigel Langdon: [00:00:07] Thanks very much. And yes I'm still standing. It was a bit nerve wracking. To see 

how many of my friends and colleagues weren’t still with us after 50 years or so. But it was interesting to see I 

was really quite shocked when I walked in to that exhibition and I saw not only I'm not so concerned about 

replicas that were remade because minimalist art that lends itself to that kind of process but the gallery went out 

of its way to create black and white place holders if you like and they they were objects that looked that were 

derived from reproductions and were placed on the wall more or less where they might have been. 

 

Nigel: [00:00:58] They were kind of lost objects that is the transition to a question that was on my mind about 

documentation and how we remember the past and I I have a memory of a work that was in one of the early 

iterations of public art in Canberra and that is a really dodgy black and white photograph of Mike Parr rowing 

single handed one handed in circles on the lake. And it was almost to the point in time before documentation 

became such an important part of our experience of works of art. And yet it sticks in my memory perhaps more 

than many of the works that I've seen in the last five or six years thanks to Neil's project and I wonder why that's 

the case. You know I wonder why that. Uh uh. Um a sort of scruffy black and white photograph could be so 

evocative in my memory. 
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NT: [00:02:13] I think that's a nostalgia to the grainy black and white photos before we were so professionalised 

and before you know we were almost overrun with images. I think that there is a nostalgia there that those kind 

of images when life did seem simpler. 

 

GJ: [00:02:36] I think it's what I think it's also just because Mike Parr was just doing it. I looked at the Bert 

Flugelman photographs this afternoon and Bert’s just standing in the trench. It's not a curated sort of as you were 

saying earlier a kind of constructed curated massaged image. It just happened to record just exactly what 

happened. 

 

JW: [00:02:59] Sorry. 

 

JW: [00:02:59] And just to answer your question I think that I mean again it's a really hard question to answer. 

 

JW: [00:03:08] But the fact that people are considering changing public artworks I think is a really encouraging 

sign. I know in New Zealand they removing a Captain Cook statue before the centenary next year which is very 

visionary and I'm sure a very contentious. Based on the past history of Sydney and wider Australia I don't think 

that that's going to happen. Maybe not in my lifetime but hopefully. And for example the ratio of say colonial it's 

like there's such a huge lack of visual Aboriginal presence and place making in Australia like it's colossal. You 

know it's it's more than a million to one. If we look at the names of places the architecture the design and whilst 

whilst change is important but it might rather than you know get rid of all of the colonial statues. Another 

alternative could be well how about we have a one to one ratio. How about How about you know we have equal 

representation and then the people of the place can sort of make up their own mind or more or we can both 

celebrate. Yeah but at the moment we can't celebrate.  

 

Q1: Is it about reinterpreting something so that you might have that statue but you actually say we’re going to 

keep it and reinterpret it so it doesn’t represent just one story but it represents multiple stories. 

  

NT: [00:04:55] often they are quite literally symbols of colonial settlement though aren’t they. 

 

GJ: They’re designed to have a linear narrative they're designed to have a single story and it's quite hard to layer 

other stories on that interpretively. 

 

JW: [00:05:10] Yeah. It's actually it's erasing culture essentially third place and I mean I had my own 

intervention with the statue I gold leafed inverted comments on it says Captain Cook discovered Australia 1770 

like etched in stone. And so I got like inverted commas on discovered. But if you look at you know they want to 

spend fifty million dollars on another cook statue which only perpetuates the lie of Terra Nullius AND THE 

MODERN HISTORY FOUNDED on illegal lie of Western law. And you know but again if you going to spend 

all this money how about that spend equal money on another history  
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GJ: just very much is interpolation here we do need to go on for another question or two that I've just been to 

Cook in the Pacific at the National Library this morning. 

 

GJ: [00:06:10] And it's really interesting because they have gone to very considerable efforts to speak to First 

Nations people around the whole of the Pacific and to try to present the stories of those people as well as the 

story of Cook turning up in his. This is a really strong attempt to say these are the societies and the communities 

in which he appeared it's just one part of the history. And it's it's I think there's more thought going into 

understanding that it's not simply a linear narrative that there are many peoples in many histories. 

 

JW: [00:06:41] I just I just don't see it represented. 

 

GJ: [00:06:44] That's fair enough. So if we got another question. 

 

GJ: [00:06:48] Thank you. Yeah. Yeah. I’ve got a question. Are you convinced that general public and 

developers consider freestanding sculpture as public art? 

 

GJ: [00:07:02]  I might ask Richard that, can we give Richard the um.. 

 

RS: [00:07:17] um that is a good question. I think it's probably about um changing people's perception of what 

public art is I think there's probably a general public bit of a bit of a general perception about public art is that, is 

the piece plonked into an area or into a landscape. You know I think it's about changing the conversation around 

public art can be many many things. So maybe it can be certainly many broad things and I think it’s probably 

things like this with contour 556 where we have a broad range of different public art that starts this conversation 

which leads to opportunities for the our sector to look at how you can do things differently. 

 

GJ: [00:07:53] So before before I let you put the microphone down. Apart from the fact that Neil is really very 

persuasive and persistent. What persuaded you to support contour 556.  

 

RS: I think really it goes to I suppose that ethos as I mentioned before in my opening address about the 

importance of public art in our company in our personnel and our family I think when we talk about 

 

RS: [00:08:22] to be percentages of development costs for public art and all sorts of things I think that's a very 

good thing. I mean from our point of view there was no mandatory requirements for public art there was no 

percentage or anything. And those sorts of things it was really about for us about creating a better place for 

people to move through. And I also said I think as developers and there's good and bad we are we are an industry 

that creates place for our industry that has an obligation by creating the built environment to create places that 

work for people and I think it was a very obvious and obvious extension of what we do what we've done for 20 

30 years in terms of public art installation to sponsor contour 556 for its extending public art around Canberra 

and promoting it more broadly was really aligned with what we do. 
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GJ: [00:09:13] But I think part of it and we're quite blessed in Canberra to have a number of people like like the 

Snow family and also the Molonglo group. There are developers in Canberra who see themselves as part of the 

story of building the city and the art becomes a part of that commitment to building the city because you see 

yourself as a part of the community thread not not simply you know coming in and that's a good site for us 

develop then we'll take our money and go elsewhere. 

 

RS: [00:09:40] Yeah I think that's important. I mean certainly from our point of view, from the family's point of 

view where long term Canberra family and it is about or contribution contribution to the city to it to the 

community and the built environment alone it comes obligations and public got one of those things but this view 

that we take on that. 

 

GJ: [00:10:03] Yeah. So there you go find someone who's got a long term commitment to building the city as a 

community and then come with them with a proposition for a piece of art. Look I think probably all die for 

drink. So time to thank our panel Chris Wallace, Leon Paroissien, Owen Craven, Natalie Thomas and Jason 

Wing thank you very much. 

 

NH: [00:10:31] Thank you. 

 

 

 

 
 
 

 

 




