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This thesis considers varied representations of landscape in 

Australian narrative film and designed landscape. Landscape is 

taken as an active concept that combines the associative meanings 

of place and the dynamism of space. Sixteen film and designed 

landscapes are examined to derive their landscape sources, forms 

and ideas, using the methodology of 'contextual poetics'. Each of 

these landscapes is considered under a specific theme: landscape as 

delight, absence, nation or hope. 

In addition to detailing specific landscape responses by the 

designers of the examined landscapes, this project aims to 

contribute to an enhanced conversation about the effective, just 

practice of landscape architecture. 

The topic derives from a question central to landscape architectural 

practice in a post-colonial context, such as Australia. In a cultural 

setting where no single, agreed definition of landscape is allowed 

by the conditions of its history, which versions do practitioners of 

landscape architecture take up? What should be their limits, where 

are their inspirations and whose landscape narratives are ignored in 

these decisions? 
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During the four years I took for this project, the world has seemed to 
become a more uncertain place, but perhaps I just mean that, as 
Australians, we have come a little closer to realities we do not like. 
Now, even more so, I am deeply grateful to have benefited from the 
advantages that being an Australian can confer. For all the perversity 
of its history, Australia has offered me the ideal conditions for this 
project: an Australian Postgraduate Scholarship, strong collections of 
archival and contemporary research material (collections of 
Cinemedia, ScreenSound Australia and the National Library of 
Australia) and all its breathtaking landscapes. 

As a white Australian, I know that my privilege has come, in very 
real ways, at the historic and continuing expense of Aboriginal 
people. For that I am sorry. 

Those who have written a PhD, understand that it is a solitary 
process akin to being cast out into rough sea in what seems a very 
small boat. Well-wishers gather on the shores in varying degrees of 
confidence and anxiety. Mine, for whom I am deeply grateful, were 
Nicholas Brown, Imogen Boden-Brown, Stephen Moulding, my 
gracious mother Anne MacDonald, my loyal brother David Boden, 
my good friends Heracles Lang, Gina Pinkas, Michelle Timbs, 
Jacqueline Dickes, Alison Smith, Debbie Sagenschnitter, Sue 
McGrath, Marivic Wyndham, Jay Arthur and Peter Read, my patient 
and thoughtful supervisor Professor Ken Taylor and my delightful 
students and colleagues at the University of Canberra. 

Stephen Moulding generously provided his place by the sea where 
much of the early writing was done and was not averse, at times, to 
both securing and rocking the boat. 

Nicholas Brown, because he is insightful, enduring and kindness 
itself swam out to right me on many occasions. Our little daughter 
Imogen, whom we could not be without, joined him for a taste of 
this adult sea-world (quite rightly she has now decided to become a 
hairdresser). Like many people humbled by the need for rescue, I 
was rarely as grateful as I should have been and still they kept on 
coming! 

Now I am back at shore, my sea journey might seem tame to others. 
But all who saw me struggle in my boat know what a very big task it 
was to me. 

July 2002 



introduction 

As a woman I have a country; as a woman I cannot divest myself of that 
country ... I need to understand how a place on the map is also a place 
in history within which ... I am created and trying to create. Adrienne 
Rich (2002). 

Learning in 1991 that she was dying, American scholar Kitty Kovacs, finalised her 

thoughts on Spanish film: 
... certain landscapes and locations occur with insistence. These are never idle backdrops: 
they occupy a privileged position in the cinematic narrative, rivaling, and sometimes even 
surpassing, character and plot in importance. The interplay between setting and story gives 
Spanish film a distinctive look, a special atmosphere and a slow, deliberate pace ... 

This style reflects issues central to Spain's definition of self and to its perceived place in the 
world as a physical as well as political entity (1991, p. 17). 

Change one idea - Spain for Australia - and Kovacs provides a precise account of 

landscape in Australian cinema and the larger question of what Australia is and how 

'it' wants to be seen. This question of real and imaginary identity formed through 

landscape is the central theme of this project. 

Kovacs last work, in its simple grace, challenges any account that would suggest that 

landscape is somehow an exclusive Australian inquiry. Her analysis, because it can 

be applied with equal accuracy to Spain and Australia, shakes the idea that any 

national monopoly on landscape uniqueness is valid. 

Historically, however, the search for national identity based on a fixed set of essential 

characteristics is entrenched in Australian cultural policies and productions. 'Telling 

our own stories in our own voice' is, for example, the rhetoric of the Australian film 

revival of the 1970s. Such a protective hovering over 'Australianness' also allowed 

the film industry to indulge the myth of Australia as a victimised, quavering, national 

cinema, pugnaciously 'duking it out' with the American cultural monolith of 

Hollywood. The truth is far more complicated and compromised. 

mm 



introduction 

In landscape architecture, a similar idea is posed in the hand-wringing 'What is 

Australian design?': a question that affected design practice for many decades of the 

twentieth century, but was concentrated in the 1960s to 1980s. George Seddon's 

(1979) visionary article, The Genius Loci and Australian landscape, provided 

Australian landscape architects with some answers of a largely vernacular kind. 

Taking Seddon's recommendations, landscape designs should take the subtleties and 

differences of ecological contexts (geomorphology, geology, flora) as guides to 

design response. The 'constructed naturalism' that Seddon advocates is, however, 

potentially problematic as a universal solution. What happens, for example, in 

contexts where an original ecology can't be discerned as the determining template? 

Why is naturalness an appropriate response? Should design transcend the local? 

How tightly should a designed landscape be fixed to its setting? 

As this brief reference to Australian identity in film and landscape architecture 

suggests, both industries are bearers of complex cultural mythologies. The film 

industry has, for a variety of reasons, been an extroverted arena where this role is 

argued, deconstructed and problematised. Australian landscape architecture, barely 

visible itself, has tended to design its own invisibility using uninterrogated 'nature' as 

its guiding hand. Both, however, invoke a distinctive Australianness as both a 

guiding philosophy and latent professionalism. 

The work of landscape architects contributes to and, in instances, determines how 

Australians experience everyday and imaginary life. Simple daily practices, personal 

rites of passage and rare national events occur in made physical space. This making is 

not fixed or deterministic. Neither are landscape architects sole agents in creating 

spatial experience. Everyday space is at once rhythmically patterned and capriciously 

mobile. It is physically formed by designers (landscape architects, urban planners, 

architects, engineers) and builders but activated and reactivated in our use. However, 

as every bit-part actor knows, you always make the most of your time on stage. This 

is something that landscape architecture in Australia fails, repeatedly, to do, for a 

complex set of reasons to do with visibility, professional agency and context of our 

practice. 

§ 8 £ 



introduction 

Many Australian landscape projects are of broad cultural significance, fine 

professional practitioners and educators exist and other creative practices regularly 

advocate the value of'landscape'. However, as Catherin Bull (2000), Professor of 

Landscape Architecture, University of Melbourne writing with Libby Ward, then a 

graduate student in the Master of Landscape Architecture program, argue: 

... we [landscape architects] have been lax in communicating anything but the most obvious 
work. .. .we know little of the projects beyond the most obvious ... we decry our lack of 
visibility (p. 117). 

Correctly, Bul l and Ward (2000) concern themselves with what landscape architects 

might do to heighten professional visibility and not merely for reasons of 

aggrandisement. Bul l and Ward (2000) conclude: 

We need ... to develop a culture of articulate critique and commentary, to parallel our 
existing culture of good work. ... Without it, we may well fail to develop a professional or 
disciplinary culture ... and we are even more likely to remain the invisible profession (p. 
117). 

This project is offered as a contribution to the development of this type of disciplinary 

culture. 

Although finally formed as a gesture of completion, a thesis title opens more 

questions than it ever seems to solve. M y title, 'An unsettled state': The real and the 

imaginary in Australian cinematic and designed landscapes asks three related 

questions: 'What can be achieved in regard to Australian landscape other than a 

descriptive account; effectively only an illustration of Kovacs cogent analysis?'; 

'Why the co-joining of film and designed landscape?' and 'What is a landscape 

anyway?'. 

The 'landscape question', which lurks beneath the title's surface is, despite being the 

intellectual organising principle of so much Australian cultural production, now asked 

with exhaustion, not the rising inflection of hope. Landscape making might be, as 

David Malouf suggests, ' in our bones' but our Australian bones are shadowed by a 

spectre of'landscape' and exhausted by our guilty knowledge of its theft. Clearly, it 

is the first task of any project considering landscape in an Australian context to tease 

the concept of landscape apart to reveal at least some of its complex mechanisms. 



introduction 

Australian critics, Ross Gibson (1987,1992,1993, 1994), Susan Dermody and L i z 

Jacka (1988), Graeme Turner (1993,1995), Tom O'Regan (1996) and Stuart 

Cunningham (1978,1987a, 1988) have problematised landscape in this kind of way. 

Only the flimsiest of cultural images now draws on landscape as though it can be a 

confident expression of something uniform, an exact signification of Australia. It is 

not possible (even useful) to exactly date this shift. However, i f we draw on the idea 

that the ability to form an image announces the death of what is being represented 

(Boyer, 1996), landscape took some seriously 'disaggregating' blows in the late 

1970s, the knockout punch thrown by Stuart Cunningham in his complete rejection of 

'geography as epistemology' (1978, p. 39). 

None of this dismantles the importance of landscape, although practitioners of the 

discourse of hyper-reality might want an argument here. It certainly, however, makes 

any conversation about landscape more complex, tentative, rich, and, often, 

confusing. Conversations about landscape are discretionary for many disciplines. 

However, in landscape architecture, the discipline out of which this thesis is written, 

an absence of thought and dialogue about landscape is unsustainable. The landscape 

question, as it was framed in Australian humanities discourses, may have been 

unseated there by new concerns, but this is not strictly a humanities project. This 

project draws on a humanities approach but is applied in the way that the positivism 

of landscape architecture necessitates. As I have already suggested, thinking about 

landscape is critical to good (effective and moral) landscape architecture. Effective 

professional engagement depends on such uninhibited and uneasy talk. 

This thesis argues that a problematised landscape discourse is central to landscape 

architectural theory and practice. A n assumption is also made that the landscape 

representations of practices other than landscape architecture offer potential sources 

of interest. On this basis, Australian feature film, a complex, collective 

representational practice that bears more resemblance to landscape architecture than is 

initially obvious (see Chapter 4), is investigated on the basis of its long preoccupation 

with landscape. Designed landscapes (all of them landscape architecture, but few 

designed solely by landscape architects) are trawled for similar reasons. 
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This is a thesis of two inter-dependent parts. Chapters 1-4 introduce concepts of 

landscape (Chapter 1 Landscape - 'the most expert witness of all'), predominant 

landscape themes in Australia (Chapter 2 The ' lie ' of the landscape), Australian film 

practice (Chapter 3 A n 'odd' cinema) and the mechanics of illusion in film and 

designed landscape (Chapter 4 ' A work of art is a lie'). A methodological tool named 

contextual poetics is developed at the end of Chapter 4 and used to probe how 16 

landscape samples (8 films and 8 designed landscapes) in the remaining Chapters 5-8. 

I argue that these 16 samples cluster around four stances that pattern Australian 

response to landscape: delight (Chapter 5), absence (Chapter 6), nation (Chapter 7) 

and hope (Chapter 8). 

Questions that guided my handling of theoretical material are summarised at the 

beginning of each of Chapters 1-4. These questions relate to concepts of landscape 

and interpretation and the establishment of the cultural context in which this project 

fits. Chapters 5-8 each begin with a reprise and amplification of relevant theoretical 

material before a systematic analysis of the contextual poetics of film and designed 

landscape samples. In this way, a review of relevant literature is embedded in the text 

of each chapter, rather than as a separate chapter in itself. The different themes of 

Chapters 1-4, ranging across the disciplines of geography, history, analytical 

psychology, cultural studies and film theory affirm this approach. 

The term sample is deliberately chosen to deflect a 'case-study' approach. M y project 

does not come out of a social science discourse as it is both speculative and 

impressionistic. This is its strength and its vulnerability - but it remains my choice. I 

have tried to be thorough and imaginative in my handling of material, but there is no 

scientific method here and none I will try to fake. I am arguing that the films I 

watched (around 700) and the landscapes I saw (regional and urban landscapes in all 

states and territories) fell easily into one, usually more, of the broad themes of delight, 

absence, nation and hope. I think this categorisation is valid, useful and, in these 

senses, real. Though I looked at each sample in terms of its contextual poetics, this 

does not answer how they came to be chosen in the first place. 

At the start of the research phase of this project, I tried to avoid being overly 

prescriptive in terms of the categories of material that I wanted to consider. However, 
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I had established the broad criteria that I wanted to consider designed landscapes and 

films set in all States and Territories of Australia that included urban, suburban, rural, 

outback and wilderness settings. Where these could not be represented in the chosen 

samples, I have tried to incorporate minor examples in supporting material (although 

Tasmania is poorly accounted for). In regard to designed landscapes alone, I was 

interested in how competition briefs condition design response and also planning by 

other than landscape architects. It is fair to say, in relation to this last point, that I 

have been more elastic in the type of designed landscapes that are included in 

comparison with film. 

A l l of the 16 samples have been watched or visited at least three times, with the 

exception of Alice Springs Desert Park (two visits only). Each film has been watched 

as a complete work and also reviewed as sequences. Where possible, this has also 

included viewing with an audience in a commercial cinema. Site visits to designed 

landscapes have deliberately been at various times and have been recorded in notes 

and photographs. 

A l l of this points to the way I think a project like this should be undertaken. Never, 

however, would I suggest that this is the only way to approach landscape in Australia. 

Apart from the enormous privilege of just being able to undertake postgraduate study, 

there is another autonomy it also confers, that of choosing an approach and method. 

At this time and in this project, this outlined approach and method has been the best 

way for me. 

So far, I have justified this project on the basis of the generalised claim that exposing 

the beams of landscape discourse creates a recognition of structure that, of itself, leads 

to better professional practice. Such a rationale, left at this abstract level, is 

comforting and delusional, probably in equal measure. I can't make any absolute 

claims about how this project might live in the world; the greatest irony about the 

enormous investment of postgraduate research is its usually modest circulation. How 

it lives in me is as series of unquantifiable 'improvements', as the landscape architect 

in me might say: a sharper and wiser mind, with a no less critical eye. 

• 12B 
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Depth in landscape architecture depends on practitioners willing to handle all the 

fragments that constantly scatter and reform during practice. Professional, 

employment and education structures that enable this process are needed too. 

Thinking about landscape sits alongside, more accurately in the lap off, project 

management, technical detailing, design ideation and ecological and social 

sustainability. In other words, the narrowness of this project reflects the nature of 

post-graduate research, not, I hope, its professional relevance. Thinking about 

landscape architecture as opposed to solving design problems, has often been 

regarded as 'a thing apart'. It should, in my view, be central to our whole 

professional existence. 

• 13B 
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What the map cuts up, the story cuts across. Michel de Certeau 
(1984, p. 129). 

Outline 

The French theorist Michel de Certeau writes, in The Practice of Everyday Life 

(1984), of the ordinary experience of geography. Place and space are the 

conventional geographers' tools that he brings to his project. At its end, readers 

find their assumptions about these words upturned. Place and space become less 

simple, shifting from the stasis of nouns to agitating, 

dynamic verbs. In the quoted phrase, de Certeau 

reveals another shift, from the single-perspective 

authorised map to the potentially multi-voiced and 

authored story. He is considering, among other issues, 

how certain strategies of geography affect our 

experience of being in the world. Later in this cited 

work, he will insist that our use of such ordering 

devices (maps, plans, guides, legends, myths, 

anecdotes) makes and renews the world again and 

again. This is a position taken up by many other 

theorists of space, notably Paul Ricoeur, Jean Baudrillard and Edward Soja 

whose thinking influences this and later chapters. 

Chapter Map 

« Definitions and 
histories of place 
and space 

• The space/place 
dyad in landscape 
architecture 

* The activated 
concept of 
'landscape' 

© Landscape in film 

This thesis, however, is not solely a work of theory (a false distinction in itself) 

but a practical application informed by theory. It is a work of praxis (action-

reflection-action) that draws on what can be touched as well as thought. I say 



landscape - 'the most expert witness of all' 

this not to inflame a debate about the role of theory1, or to imply that de 

Certeau's work is somehow remote from the world: on the contrary. Work such 

as his, in that it burrows deeply into the everyday, validates the commonplace, 

untidy, irreducible experience of being physically in the world. More usual 

definitions of place and space, such as those typically taken up by landscape 

architecture, create an illusory sense of order and predictability in our experience 

of everyday life. The 'practice' in de Certeau's title describes, in this sense, that 

life is both a made process and a reiterative experiment. 

If we closely interrogate the quoted phrase of de Certeau, we can see how a static 

object ('the map') atomises ('cuts up') and a dynamic process ('the story') 

clarifies through movement ('cuts across'). The map is a technique (an object), 

while the story is a technology (a process). 

De Certeau presents, in his choice of the map and the story, rivalling scenarios in 

geography. The first image (the map) implies a spatial destruction of a fragile 

whole by superimposition from above. The second (the story) suggests an 

immersion in space that allows narratives to be sinuously, even transgressively 

formed. The map 'cuts up'. It is a no-nonsense tool that quickly makes its point. 

But the story 'cuts across' and we know that De Certeau hints that this is to a 

more relevant, if not truthful experience of space. We might ordinarily expect to 

navigate a journey using a map, but its richness to us will come from our story-

experience of the world. 

To suggest another metaphor, if the map was a fish it would be neatly filleted, 

bedded in ice, the useless head, fins and scales discarded. If the story was a fish, 

it would dart and turn, navigating experimentally through water guided both by 

1 In the interests of making a larger point, Michel Foucault briskly disposes of the tired argument that 
theorising is somehow an arcane, removed pursuit: 'I am' he says 'an experimenter not a theorist' (Foucault 
cited in Faubion, 2000, p. 161). 
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landscape - 'the most expert witness of all' . 1 . 

logic and caprice in a 'discordant concordance' (Paul Ricoeur cited in Linzey, 

1988, p. 100). 

We can see, at least by the 1980s when de Certeau is writing, that geography has 

been problematised. By this I mean that there is no singular definition of the 

terms place and space. More importantly, there is the proposition that terms 

themselves are structured by the contexts in which they are coined and used. So, 

in a figurative sense, we are no longer sure if geography is a noun or a verb, an 

object or a process - perhaps it is both. 

During the 1980s, landscape architects were interested, and somewhat relieved, 

to look over the disciplinary fence of geography and witness an intellectual dust-

up, at least among cultural geographers. Landscape architecture, to that point, 

had advocated definitions of place and space that were, in turn, folksy and heroic. 

Place was heartfelt and homely, nurturing individuals into their humanity. It was 

essential and secret, except to landscape architecture, which attempted in the 

1980s to create a monopolistic professional 'place-maker' identity. Space was 

exciting and dynamic; but potentially alienating, especially in the hands of 

megalomaniacal architects and urban designers (or so the prejudice ran). 

However, as post-modernity hammered away at the idea of meta-discourses, 

thinking landscape architects saw the truth in the historian Michel Foucault's 

(1984) observation: 

What strikes me is the fact that in our society, art has become something which is 
related only to objects and not to individuals, or to life. ... But couldn't everyone's life 
become a work of art? Why should the lamp or the house be an art object, but not our 
life? (p. 350). 

Landscape architects saw, during this period, that geography was questioning 

how to approach physical and cultural worlds to the point of implicating the very 

act of geographical inquiry itself. Landscape, a fabrication wrought out of both 

place and space, was a central idea in such questioning. The geographer as a 
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remote observer was no longer uncontroversial, and the materials handled were 

less distant and far more personalised. 

Geographers Denis Cosgrove and Stephen Daniels in The Iconography of 

Landscape: Essays on the symbolic representation, design and use of past 

environments (1988) typify this broadening of geography not merely in terms of 

the categories it examines but how varying landscape images are formed in 

relation to each other. The authors argue that the 'meanings of verbal, visual and 

built landscapes have a complex interwoven history' (Cosgrove and Daniels, 

1988, p. 1). Note here the equal status of tangible and intangible landscapes in 

an inquiry that is no longer defined by the dichotomy between the real and 

imaginary. 

I have just mentioned a kind of relief experienced within landscape architecture 

that a companion discipline like geography had become so strongly engaged in a 

debate about its scope and purpose in the 1980s. This mirrored, and to a great 

extent overlapped, landscape architecture's grappling with the same issue also 

expressed through the rubric of place. Cultural geography has been central to 

keeping this question alive in landscape architecture and the allied professions of 

architecture and urban planning. In turn, geography owes much to philosophical 

speculations on the perception and imaginative structuring of physical space. 

The discussion of the relationship between space and place in both geography 

and landscape architecture has also encouraged writers to explore other aspects 

of this complex relationship. The American Marc Treib (1993) and Australian 

Ken Taylor (1999), both landscape architects, take up ideas of meaning, context 

and significance. Their separate writings share a common fascination with how 

physical space is transformed by users into a fluid assemblage of meanings, 

attachments and associations. 
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It is the task of this Chapter to consider and implications of these terms are 

sketched. This Chapter also outlines the major histories of the terms place, space 

and landscape. The term landscape is suggested as the pre-eminent concept in 

this project. How landscape draws from place and space and its relevance to the 

co joining of film and designed environments, concludes this Chapter. 

Key Questions 

1. What is place in the pre-modern, modern and postmodern worlds? What is its 

relationship to space? 

2. What is the relationship between place and landscape in this project? 

3. How do landscape and film co-exist in this project? 

Commentary 

Definitions and histories of place and space 

The clarinet climbs in the opening bars of Burt Bacharach and Hal David's A 

House is not a Home, then Dionne Warwick sings: 

A chair is still a chair 
Even when there's no-one sitting there 
But a chair is not a house 
And a house is not a home 
When there's no-one there ... (Bacharach and David cited in A House is not Home, 
n.d.). 

As popular culture does so economically, we instantly understand the pre

condition of 'home'. That is, only human presence can transform inanimate 

material objects into sentient environments that transcend merely the physical. 

So it is with place, what the cultural theorist, Bakhtin, calls 'the creative 

humanisation of [a] locality' (Bakhtin cited in Foss, 1988, p. 2). Bakhtin agrees 

in his comment with many social geographers of recent centuries who attribute 

human qualities to regions:'personality' (Vidal de la Blanche), 'identity' 

1I19H 
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(Fernand Braudel), 'biography' (Marvyn Samuels) (cited in Baker, 1992, p. 2). 

Although these ways of personifying geography are distinctly western in their 

terminology, they accord with seemingly universal strategies of ameliorating a 

primal fear of nature.2 So while the subjectivities of the human commentator 

will vary, the bringing of'the raw materials of nature' into a decipherable code is 

the process of making 'place'. 

Geographer Alan R. Baker, in Ideology and Landscape in Historical 

Perspectives (1992), builds on Cosgrove's idea of place as a way of seeing to 

include 'a way of thinking and a way of doing' (p. 2). In this he is moving the 

emphasis away from the conditions of the place itself (What are the qualities of a 

place?), towards a recognition of place as a construct (What cultural 'tools' do 

we use to shape place?) and a process (How does place make us?). This can be 

formed into a more economical image by borrowing from the German 

philosopher, Martin Heidegger. Heidegger wrote powerfully on the 

phenomenology of what it is to live in the world. In The Origin of the Work of 

Art (1936) he argued that 'createdness is part of the created work' (Heidegger 

cited in Johnson, 1994, p. 434). In the same way, the process of making a place 

becomes as much a part of the place as the 'place' itself. 

It is logical that place-making has been so enthusiastically taken up by landscape 

architecture. The overlapping interests of geography and landscape architecture 

saw, from the mid-1960s, seminal practitioners in both disciplines working 

within the paradigm of place as essential to our ecological and spiritual survival. 

Place was offered as an antidote against the de-natured, toxic excesses of 

modernism. In landscape architecture, a preference emerged for abstracted 

nature-based imagery rendered in building materials preferred by modernism, 

2 Various cultures position humans quite differently in relation to nature. Many creation stories of First 
Peoples talk of women and men emerging from nature in an organic way, establishing an ongoing 
dependency on the natural world. In cultures where a 'sky' creation mythology predominates, such as 
Judeo-Christian religions, a non-earthly god creates humans 'into' nature with that separation codified into 
social practices. 'Deep ecological' perspectives challenge these anthropocentric conceptions of the world 
but still (necessarily) are relationships that originate with and are shaped by humans. 
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notably concrete (see Lawrence Halprin's Lovejoy Fountain Plaza (1966) in 

Portland, Oregon). These designs asserted themselves (and often were) 

sanctuaries in denatured cities. 

Investigative tools, such as 'cognitive mapping',3 became commonplace as a way 

of providing 'data' on how people moved through and made sense of the world. 

The most comprehensive account of these techniques came in Site Planning, 

published in 1962, by the American planner, Kevin Lynch. In this work, Lynch 

advocated a series of qualitative and quantitative field techniques that, if 

comprehensively performed, could assist place formation by providing an 

evidentiary basis for design. Such design, Lynch argued, would then respond to 

real physical and cultural conditions. It could humanise and naturalise some of 

the social and environmental alienation that was becoming increasingly evident 

in American (and other) cities. For Lynch, design was a deeply humane project. 

It was also, he wrongly assumed, deeply rational. 

These social science techniques, that supported the practice of site planning, 

developed alongside more speculative readings of place such as E Relph's Place 

and Placelessness (1976), D.W. Meinig's The Interpretation of Ordinary 

Landscapes (1979), Pierce F. Lewis' Axioms for Reading the Landscape (Lewis 

inMeinig, 1979) and Yi-Fu Tuan's Topophilia: a study of environmental 

perception, attitudes, and values (1974). A l l these works cast varying shadows 

on the modernist idea that scientific interrogations would inevitably lead to 

humanising design solutions. However, if they were keen to discredit some of 

the techniques of modernism, they all subscribed to the socially transformative 

capacity of the physical designer: planner, architect and landscape architect. 

Design practitioners offered themselves as social healers with place their spiritual 

balm. Through this process, harried communities, strained by economic failings 

3 Cognitive mapping is a technique that involves subjects drawing a map to represent how they navigate 
their way around the world. These maps contrast with orthodox maps in that they are formed from the 
cognitive logic of individuals and therefore reflect such issues as gender, culture, age and social power 
(Boden, 1992). 
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and the social discords that follow, could be made more whole through physical 

design. 

While the systematising (interpretations, axioms, philias) of feelings for place by 

these authors may have been original, their fundamental reference point was not. 

Human attachment to place is not new, although the level of consciousness of 

that attachment varies across time and within cultures.4 In many ways, these 

authors create an oasis for place in the universalised landscape of modernism, but 

the underlying belief in the virtue of the local is age-old. This point needs to be 

remembered as a partial antidote to the relativism that dopes us into believing we 

can offer anything like permanent answers to 'problems' of landscape. 

While it is the term landscape that is co-joined with architecture to name my 

profession, place still captures much of its mythos. A l l landscape architects, 

regardless of their culture, are exposed in their academic education to the 

importance of place via the English essayist, poet and gardener, Alexander Pope 

(1688-1784). 'Consult' instructs Pope 'the genius [spirit] of the place' (Pope, 

1732). This aphorism, which captures both the transcendency of landscape and 

the metaphysical agency of landscape designers, is hard for the profession to 

resist. 

4 The Italian poet Francesco Petrarca or Petrarch (1304-1374) was infamously cited by art historian, Sir 
Kenneth Clark, as the first person to climb a mountain purely for the pleasure of the view. A more 
interesting account lies in Petrarch's own version of his ascent of Mt Ventoux in southern France. Petrarch 
writes yearningly 'for the skies of Italy, which I beheld rather with my mind than with my eyes. An 
inexpressible longing came over me to see once more my friend and my country' (Petrarch). However, he 
reminds himself of St Augustine's remonstrance that 'men go about to wonder at the heights of the 
mountains, and the mighty waves of the sea, and the wide sweep of rivers, and the circuit of the ocean, and 
the revolution of the stars, but themselves they consider not' (St Augustine cited in Petrarch, n.d). Finally, 
Petrarch descends Mt Ventoux determined to 'trample beneath us those appetites which spring from earthly 
impulses' (Petrarch, n.d). 

I offer this as an amalgam of contextual/historical/geographic/personal response to place, reflecting a 
consciousness of humans as separable from nature. I guess that 'modern' readers of this account have 
greatest empathy with his longing for 'home' and less with St Augustine's plea, reflecting our contextual 
differences. 
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In landscape architecture, Pope's exhortation has underpinned a methodology 

drawing on both science and art in a design response that is as much 

metaphysical as physical. In an attempt to intellectualise what we often feel as 

the alchemical nature of our work, landscape architects (like all professions) 

invoke ethos, precepts and strategies. To the idea that place could guide us in 

design, landscape architecture has added a sense of protective obligation or 

'stewardship'. Based historically in the New Testament (Genesis 1 -.28-29), 

environmental stewardship has been argued as a key responsibility of landscape 

architecture. This is especially obvious in the United States5 where the strength 

of the profession, combined with dominant religious values, sees 'stewards of the 

land' as the hallmark phrase of landscape architecture. 

Landscape architects, while generally sceptical of the modernist 'architect-as-

god', harbour some aspirations to omnipotence. These we legitimate through the 

credentials of stewardship. Somehow, our professional mythos goes; i f we 'get it 

right', then communities can be enriched, even, when we are in a particularly 

inflated mood, healed by landscape architecture. 

However, to completely dismiss this proposition is a kind of professional felling-

at-the-knees. Some shared set of values needs to be, at least loosely, agreed as 

areas on which the profession concentrates. Landscape architecture, like all 

professions, is a kind of advocacy. Someone's or something's interests will be 

enhanced or diminished in every design response. Historian and theoriser of 

space, Henri Lefebvre (1991), captures the ambivalence of this position in 

relation to an adjacent concept to place - 'nature' : 

Everyone wants to protect and save nature; nobody wants to stand in the way of an 
attempt to retrieve its authenticity. Yet at the same time everything conspires to harm 
it (pp. 30-31). 

5 Landscape architects are described as 'stewards of the land' in the American Society of Landscape 
Architects official website and in many academic programs. 
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The professional response to this issue involved theorising place and developing 

positivist methodologies (surveys, analyses, diagrams) to inform site responsive 

landscape architecture. These strategies came under increasing scrutiny in the 

late 1970s and 80s as urban fabric crumbled in many cities in the face of the 

impacts of globalising capital (structural unemployment, moves from 

manufacturing to information technologies, old and new economies). 

The failure of physical infrastructure mirrored a similar process in intellectual 

discourses. Lefebvre (1991) captured the intellectual climate as a time where 

'everything that derives from history and from historical time must undergo a 

test' (p. 416). Such tests opened fissures between place and space (to which we 

will turn shortly) in such work as Pierre Bordieu's 'habitus'6 (Hillier, 1999), 

Marc Auge's 'non-place'7 (Buchanan, 1999) and Gilles Deleuze and Felix 

Guattari's 'nomadology'8 (Benterrak, Muecke and Roe, 1996). The subverting 

of the place/space dichotomy and rejection of single readings of space or place is 

central to these formulations. The citations listed, all Australian, show how 

much real-world application has been made of this work. 

While agreeing that the specific conditions of a place are not fixed, I am arguing 

that a generalised idea of place is a pervasive concept used by humans to 

negotiate an identity with, and in, the natural world. How the human subject 

conceives of this relationship varies over time and in different contexts. 

However, in the specifics of this project, the question at hand is what of these 

relationships is formalised in designed landscape and film? Rod Barnett (1997), 

6 Pierre Bordieu's theory of'habitus' considers the intimate and intricate constructions of who we are and 
how we move through place. 
7 Marc Auge argues we are in an age of supermodernity where definitive place gives way to 'unfinished' 
non-places such as airport lounges, cyberspace and shopping malls. 'Non-places', unlike 'places' are 'never 
totally completed; they are like palimpsests on which the scrambled game of relations is ceaselessly 
rewritten' (Auge cited in Seward, 1996). 
8 Gilles Deleuze and Felix Guattari take the metaphor of the nomad as someone who moves through 
landscape not fixed on differentiated places but as part of a narrative process. This idea allows multiple and 
mobile narratives in opposition to the structures which inevitably flow from settlement in one place 
(architecture, government etc). 
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New Zealand educator in landscape architecture, argues that the time of the 

'single, complete [landscape] experience is over' (p. 39). This is not so. What is 

'over', or should be, is the formulaic conceptualisation of landscape. 

Place, because of its dependence on specifics (specific ecosystems, specific 

cultural usage, specific locale), rises in critique at times when universal, 'anti-

local' theories predominate. Placefulness guided the rhetoric of the 1970s 

liberal-humanist attack on late modernism's perceived denial of human spirit. In 

a similar gesture, place has become a device with which humanist disciplines 

(history, geography, design) critique globalisation in the 1990s.9 

The place/space dyad in landscape architecture 

Throughout this commentary on place, there has been an obvious, though largely 

silent partner: 'space'. Place and space entwine, in what philosopher Edward 

Casey calls, a 'troubled and troubling doublet' (2000). De Certeau's much-

quoted, neat resolution of space as 'practiced place' (1984, p. 117) is one 

example of the interdependency of these terms. This attention grabbing 

relationship draws from definitional complexity and issues of demarcation and 

relationship in the disciplines that attach themselves to the terms. At least two 

issues seem evident here. 

9 An extensive literature for designers on 'place-making' was published in the 1990's. See, for example, 
Lynda H Schneekloth (1995) Placemaking: The Art and Practice of Building Communities and David Stea 
and Mete Turan (1993) Placemaking: Production of Built Environment in Two Cultures. These works bears 
a striking relationship in their 'handbook' conceptualisations to the cited work of Kevin Lynch in the 
1970's. 

Andrew Seward (1996), reviewing a local publication edited by Tamara Winikoff (1995) Places not Spaces: 
Placemaking in Australia, criticises formulaic approaches to creating place. Referring to examples offered 
by Winikoff, Seward (1996) argues that 'most of the documented projects seem to be more about the 
temporary evocation of absent lofty ideals through studied or designed systems of signification. This can 
only be briefly meaningful for the few participants gathered around at the time or for those willing to 
attempt to decode the message later on'. 
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The first relates to a defence of professional boundaries or, more positively, an 

establishment of professional terrain. It is, at least historically, a reasonable 

generalisation to say that landscape architecture feels shouldered aside by 

architecture and reduced by (civil) engineering. This triad of professions has 

complex, overlapping, often combative interactions. Engineering claims the 

physical properties of space in an advocacy of utility. Architecture also assumes 

utility but as part of the larger project of anthrocentric space.1 0 Landscape 

architecture, even in its most urban forms and varying scales (private garden to 

regional ecosystems) endorses these strategies too, but with re-occurring 

reference to natural systems. It is something very distinct to make something by 

shaping the surface of the earth. Almost in reaction to this brutality, landscape 

architecture has often settled on the concept of place as the site for mediating the 

(largely incompatible) interests of humans in nature. 

The second issue relates to the prevailing cultural mood. Is it a time when the 

local prevails or the global (though of course each always exists to some degree 

in the other)? Are solutions to human problems conceived, at a particular period 

in generic or specific terms? Is there a tension between geo-political structures 

(national boundaries) and geo-cultural conditions (historic regionalisms) that 

implicates physical design in cultural identity? Is space or place on the 

ascendency? 

In Australia, imaginary-pre-modern (or anthropological) and postmodern 

discourses tend to privilege place, while space predominates in the modernist 

conceptualisations of the late 1920s to early 1970s. As the fortunes of place rise 

and fall through these periods, so does Australia's 'usefulness' to the rest of the 

Architecture is an anthropomorphic project although it is interesting that most photography of architecture 
represents built spaces with minimal human presence thereby celebrating the sculptural qualities of 
architectural forms. The 'spacefill' nature of architecture is reinforced in the aesthetic norms of this self-
representational medium (the architectural photograph). In contrast, landscape architecture with its 
emphasis on human and non-human ecosystems attaches (in theory at least) very deeply to the specifics of a 
site. Rarely do the legal boundaries of a site represent the limits of an ecosystem or conceptualisation of that 
ecosystem. Landscape architecture tends to seek ecosystems boundaries such as watershed limits as a 
starting point for site analysis. This process reinforces the 'placeful' nature of a site in its uniqueness. 
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world. Dominant discourses diffuse rivalling ideologies with a variety of 

aggressive and defensive strategies. Of all approaches, co-option is the most 

successful for both the dominant and rivalling discourses. Roland Barthes drew 

expressively on the sabotage of the French butter industry by margarine 

manufacturers to describe this phenomenon as 'Operation Margarine'. He 

describes: 

a mystifying device which consists of inoculating the public with a touch of evil, the 
better to plunge it afterwards into a permanently immune Moral Good (n.d.) 

This process acts as like a vaccine on the body. Space, when it is the dominant 

discourse, inoculates itself with the authenticities of place, as any observer of 

post-modern new-age tribalism knows. Toby Miller (1994) makes this point in 

relation to the changing use of 'Australia' in discourses of modernity and post-

modernity: 

When Australia becomes a nation [modern period], and takes away the birthrights of 
citizenship from people of colour, 'Australians' comes to signify something dull, 
obvious, and above all simply displace in space (Europeanness) rather than in time 
(nature). 

Miraculously, when Australia is confirmed into its credulous postmodernity, it again 
becomes available to global social theory, reinforcing our suspicion that 
po[st]mo[dern]primitivism is the order of things [author's punctuation]. 

At this point, I have recounted some ideas about place and space and how these 

can be conceptualised through history and professional identity. In summary, 

place speaks in landscape architecture to a humanised locale and suggests we 

find value in specific histories and memories. Place forces attention to 

boundaries, conditions that define these limits and competing claims for 

ownership. Space implies movement, alludes to freedom and challenges 

boundaries. Space transcends the local and is less attentive to micro-differences. 

Finally, space and place are not opposite, but adjacent concepts, 'in one another', 

as Soja puts it (1993, p. 113). 



landscape - 'the most expert witness of all' . 1 . 

Writing like this, about space and place, is an effort to describe a tendency in 

landscape architectural practice, not to delineate the entirety of practice. Making 

a place for humans in non-human eco-systems is not a universal aim of all 

landscape architecture. For some practitioners, rnininiising human presence in 

particular sites is a primary motivation. On the other hand, it is naive to think 

that landscape architects happily generating golf course designs have much 

interest in non-golfing participants - human or otherwise. As with any 

profession, there is a continuum of practice in response to foundational 

questions. 

We need, as a profession, to understand more of the complexity of the situations 

in which we work and how the feel-good simplicities of place-making deny the 

contribution we should make. At the very extremes of place and space, lie ideas 

that can translate into abhorrent practices and regimes. At its extreme, place is 

an atomising concept, inciting sectarian conflicts over 'authentic' ownership of 

land. Space, in its excess form, is totalising, authoritarian and allows only a 

dominant ideology strengthened through violent suppression of minority dissent. 

These risks can seem, in the context of world geography, minimal to Australia 

generally and marginal to Australian landscape architectural practice. The 

obligations of the profession, for advocacy, economy and relevance, suggest 

otherwise. 

American urban historian Christine M . Boyer suggests in The City of Collective 

Memory. Its historical imagery and architectural entertainments (1994), that a 

simple-minded favouring of one design impetus over another negates the useful 

aspirations of the relegated approach. She means this as an abstraction but also a 

restraining edict in terms of decisions about the preservation or destruction of 

urban fabric. Imagining cities as postmodern matrices creates, she argues, an 

open-weave that reveals the mechanisms of communities. However, this gauzed 

layer also acts as: 
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a screen that allows us to perfect only partial attachments - to this local community, to 
that particular history, to these traditions. In other words, the pictorialization of space 
and time ... shatters our place in the city and forbids us to envision a social order that 
we can reform. Although this pictorialization may amuse, lull, or even entertain us, it 
does not alienate, nor hold us accountable, nor sustain our resistance (p. 3). 

Boyer's approach advice is a useful caution against making intellectual choices 

too lightly. The concepts of place and space are, at the same time, enabling, 

limiting, overlapping and contradictory. Developing a concept that embraces, 

but does not diffuse, these terms seems timely. 

The activated concept of landscape 

Instead of tossing a coin and falsely choosing an intellectual allegiance to place 

or space it would be wiser to let that coin fall, observing its third side as the edge 

that joins both faces together. Edward Soja (1996) creates a recent precedent for 

this approach, which, he, in turn, develops from Lefebvre's (1991) trialectics of 

space (physical, mental, social). The content of these theorisings of space is, of 

course, significant, but it is the motivation and application of this work that is of 

special interest here. Both authors are challenging the linearity of historicism 

(not to be confused with history), and proposing space as the determinant of how 

we live. They mean from the space of citizenship to the space of the domestic. 

They mean what we understand as social space and mytho-poetic (imaginary) 

space. They mean real space and hyperreal space. They mean, what Lefebvre 

(1991) flamboyantly describes as our 'trial by space' (p. 417), a phrase with 

particular resonance for millions of displaced people. 

In the midst of these complex arguments, framed within European intellectual 

conditions of the 1970s, it is easy to loose sense of the practical application of 

this work to other settings. When Soja proposes his trialectics of 'firstspace', 

'secondspace' and 'thirdspace', it is more than a stylish abstraction of surface, 

represented and experienced space - although Soja is an elegant theorist too. 
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Soja, is not alone in advocating equity and justice through the realisation of 

appropriate space. 'Thirdspace' (experienced space) is formed from shifting 

combinations of real and imaginary space, and in opposition to them. The 

political application of'thirdspace' is as the tool that reveals these mechanisms, 

making clear that what seems so intransigent is, in fact, discretionary. 

We have as well, in the image of the circumferential space of the coin, another 

'thirdspace', in this project named 'landscape'. Landscape, understood in this 

way, is both real and imagined. It stands for the both the surface and 

representations of a particular location. Landscape draws on these realities and 

images as they are lived. 

This definition of landscape, which encompasses place and space, is used in this 

project to describe a process, roughly translatable as how we make and journey 

in our worlds. We live, as Baudrillard (1987) tells us, in a 'collusion between 

images and life' (p. 27). Understanding the ways in which landscape architecture 

and landscape in film collude exposes what we easily take to be inevitable 

choices. This encourages us, practitioners and participants, to consider these 

consequences and how they might be more just. 

Landscape in Film 

Until this point, the discussion of place, space and landscape has drawn on how 

these terms operate in geography and landscape architecture. If we turn to film 

we see that the construction of space is a predominant technical and imaginative 

issue. This is considered in detail in Chapter 4 ' A work of art is a he'. Place is a 

subordinate term in film theory and criticism, often appearing as a lexical 

alternative to setting or landscape 
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Landscape in film, like landscape in landscape architecture is, literally axiomatic. 

Filmic worlds turn on narratives realised in actions set in locations. Rarely 

though, is this literal landscape the only landscape in a film. To consider 

landscape in film is to suddenly come to understand anthropologist Clifford 

Geertz when he claims, what every cultural explorer senses of their own efforts: 

T have never gotten anywhere near to the bottom of anything I have every 

written about' (Geertz cited in Grigsby, 1998). 

Even a rudimentary approach to landscape in film needs to see it as potentially 

subject, content, form and process - and often all four. Ranging through these 

roles, landscape in film can: 

• Establish location 
• Reinforce character 
• Carry plot 
• Create dramatic ambience 
• Provide visual richness 
• Develop dramatic counterpoints 
• Offer a meta or micro dialectic with the narrative structure 
• Implicate other representational paradigms (notably painting) 

Landscape in film is in these things, but it is also a useful term to describe how 

they and the conditions of production and reception merge to form a larger 

landscape of a film. This project concentrates on the first type of landscape, but 

acknowledges in the eight samples, the broader landscape that is each film. 

Landscapes in film have a similar range of functional and aesthetic qualities to 

that of imagery developed in landscape architecture. This is entirely expected if 

we accept that, on balance, created works toy with common questions in terms of 

their specific representational media. Part of the explanation in considering film 

and designed landscapes in the one project, draws on this supposition. 

I want, in this project, to catalogue a range of Australian responses to landscape 

using as my evidence both the proliferation and similarity of landscape images in 

films and designed places. I could easily, in the Australian context, be 
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considering poetry and advertising or sculpture and documentary. However, this 

project emerges from the situation of landscape architecture in a national context 

where indigenous and non-indigenous cultures privilege discourses of landscape 

in powerful, though differing, ways. The conversation among Australians who 

reflect on what it is to be Australian proceeds easily and unanimously to issues of 

landscape.11 Cultural images both represent and fuel these conversations. 

Images in narrative film, in our voraciously visual culture, have always played 

their part (see Chapter 3 A n 'odd' cinema) and continue in this way (see film 

samples in Chapters 5-8). 

It is important here to say something about representation and reality because a 

common criticism of a project like this is the potential blurring of real and 

fictional landscape images. What relationship, for example, has the surreal(ised) 

desert-scape of Where the Green Ants Dream (dir. Werner Herzog, 1984) to the 

urbanscape of Federation Square, Melbourne? How can a celluloid, two-

dimensional image relate to three-dimensional 'real' landscape? How can 

landscapes of differing authorship, histories, locations and ecologies comment 

usefully on each other? To consider each sample landscape as a discrete analysis 

is familiar, but what logic decides that 16 film and designed landscape samples 

be bundled together in an arbitrary schema of delight, absence, nation and hope? 

Firstly, this project does not attempt to track influence in the created works it 

considers except at the broadest levels. So estabhshing, for example, that a 

particular designer was influenced by the work of a specific film director is not 

of interest here.12 The relationship between the samples is comparative and not 

derivative. However, all of the samples share the histories and contexts of 

1 1 At this point in history, this largely translates as issues of reconciliation between indigenous and non-
indigenous Australians in terms of uses and mis-uses of landscape. 
1 2 John Rennie Short begins Imagined Country: environment, culture and society (1991), with the epigram 
'This story is more a mosaic than a straight line.' (Short, 1991, p. xviii). In other projects questions of 
influence are central. That they are not here supports Short's idea that works in the humanities contribute 
shades of colour to a complex picture rather than (impossible) 'answers'. 
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production established in Chapters 1-4. Specifically these relate to common 

definitions of landscape (Chapter 1), post-colonial landscape history (Chapter 2), 

shared production histories (Chapter 3) and related techniques of production 

(Chapter 4). The larger question of Australia's unreconciled landscape history 

and its continuing effects is present at all stages of this project and detailed, 

shortly, in Chapter 2 The 'lie' of the land. 

Secondly, the diverse images of landscape that are expressed in Herzog's film 

and Federation Square (or any other film and designed landscape) are welcomed 

in a project where no ideal model is proposed. Images of landscape reflect many 

things: differing processes, conditions and contexts of production; project briefs 

and designers/directors. Trying to fix these elements in formulaic ratio is futile. 

A project like this necessarily wants to become involved in the creative details of 

the samples to hand. Imagining how works might be different had other choices 

been made is the process that allows the designers' self-questioning 'What would 

I have done?'. What can be done in this setting, however, is to gather selected 

designed landscapes in a flexible understanding of how they were made, what 

was produced and how they were/are received. This done (and others would do 

it differently) what is produced is a speculative reading of how and why, as 

creative practitioners, we imagine and realise landscape as we do and who and 

what is silent in those representations. 

A third and pragmatic issue draws on the differing physical dimensions of film 

and landscape, but their shared allegiance to physical and imaginative illusion. 

The formal mechanisms and techniques that underpin this illusion are detailed in 

Chapter 4 ' A work of art is a lie'. These techniques remain hollow until 

participants assemble fragmentary information into a convincing image. Most 

obviously, this is a product of physiological and psychological perception. Less 

visibly we draw on a conceptual armature of landscape around which we sculpt 

our images: our landscapes of the mind. 
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The philosopher Paul Ricoeur when speaking of catharsis in literary narratives 

identifies 'the capacity of a narrative to disclose and transform the actual world 

of action' (Linzey, 1988, p. 103). In this he is estabhshing the relationship 

between the work of art and the world as a potentially transformative one. That 

is, the 'fiction' of the work of art changes our interpretation of our 'factual' 

world. Jean Baudrillard suggests that film and television are so entangled with 

reality, that we now see the real in terms of the image. This collapses traditional 

ideas of representation, which argue that an image is separate and separable from 

the real world on which it draws and comments. Instead, Baudrillard (1987) 

argues that: 

The secret of the image ... must not be sought in its differentiation from reality, and 
hence in its representative value (aesthetic, critical or dialectical), but on the contrary 
in its 'telescoping' into reality, its short circuit with reality, and finally, in the implosion 
of image and reality (p 27). 

Baudrillard (1987) illustrates his point arguing that filmic representations of the 

desert are so pervasive that now 'you cross the desert as if in a western.' (p. 27). 

This experience is 'hyperreality' or artifice made more real than reality itself. 

The hyperreal pervades contemporary life and can be found in a range of 

simulations such as museums, resorts, shopping malls and theme parks. The 

most notorious hyperreality in landscape architecture is the theme-park, with 

'Disneyland' its modern progenitor. Reality, in these theme-park worlds, looks 

very tame indeed. The hyperreal can be found, as well, in less flagrant 

landscapes. Consider, for example, how our experience of wilderness implodes 

with visual images from documentaries, advertising and interactive displays. 

I have raised Ricoeur and Baudrillard now, to support a more complex and 

implicated relationship between reality and images than traditional 

representational theories allow. In doing this I am intentionally destabilising the 

authority of the creator (designer/film director), at least in this project. Here, 

directors and designers enjoy a more democratised experience jostling, with us 

all, between the real, the image and the hyperreal. 
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At the beginning of this section (Landscape in Film) a number of roles that 

landscape can take in a film are listed. A l l these contribute to what the director, 

Alfred Hitchcock called 'the geography of the screen' (Hitchcock cited in 

Faulkner, 1984, p. 13). In an important amplification of this statement, 

Hitchcock qualifies that 'I do not follow the geography of the set' (Hitchcock 

cited in Faulkner, 1984, p. 13). This is his reminder to us that his interest is a 

metaphysical 'geography' that includes, but transcends, the landscape setting of a 

film. Not known for his self-effacement, Hitchcock steps in among our jostling 

crowd as we make and re-make the landscapes of his films. 

Hitchcock's image of a geography of the screen is powerful and elusive, because 

we simultaneously sense its truth as a whole and the impossibility of 

comprehending the balance of elements that make it so. The geography of the 

screen is an alchemical amalgam of the physical locations of the film; story 

narrative and plot; psychological space of the actors and characters; conditions of 

production, distribution and exhibition and the landscape outside the screen. As 

Hitchcock suggests in his choice of the word 'follow', the geography of the 

screen is larger than this definition, and certainly beyond the control of the 

director. Film critic, Adrian Martin captures this well when he says that films are 

always 'spilling over in excess of themselves' (Martin, 1990). Attempts to fix an 

analysis will always 'slip, slide and mutate' (Martin, 1990). 

Consideration of landscape is supported by a variable literature. Writing on 

landscape and film tends subscribe to the following categories: 

• Cultural Analysis - How landscape images change over time according to 
historical and social contexts and conditions of creative production. See Gibson 
(1993), Turner (1986) and White (1982). 

• Didactic - The use of landscape images in film as an educative tool for the 
audience; usually in the areas of social or environmental problems. See Faulkner 
(1984) and Frawley (1990). 

• Specific Commentary - Describes the use of landscape in an individual film or 
film genre, for example cityscapes in film noir. See Higham (1999) and Collins 
(1999). 

• Theoretical - How landscape acts to support film content through formal devices. 
See Higson (1984). 
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• Textual - Films are read as evidentiary texts, in this case arguing for the 
importance of landscape to human identity. For example, see David Carter, (1998), 
Collier and Davis (1991) and Wright (1992). 

The writings on film and landscape that relate most closely to landscape 

architecture are from this last category and are, therefore, influential to this 

project. These contributions have largely been made by geographers and appear 

as part of the 'place' writings of the 1970's and 80's (see Appleton, 1975). Some 

postgraduate projects have taken up this study in relation to national cinemas. In 

relation to Australian film, projects include A Geography of the Screen: 

Landscape in Australian Narrative Cinema (Faulkner, 1984), Developing Our 

Own Space, Place and Identity in Recent Australian Cinema (Wright, n.d.) and 

Alienation and Fascination: The Portrayal of Landscape in Australian Film 

(Ryan, 1998). This last project was undertaken as part of post-graduate studies 

in landscape architecture, University of Melbourne. 

Although these research projects do not refer specifically to Sergei Eisenstein's 

writings on film and landscape13 they assume, with him, that 'the task of cinema 

is to articulate the sense of becoming immanent in landscapes' (Eisenstein cited 

in Sitney, 1993, p. 117). This is how landscape architects might phrase their role 

as well, allowing us to sidestep the definitional traps of place and space, and 

focus on the real issues of professional agency and responsibility. 

Ideas to Carry Forward 

This chapter has tried to question the terms place and space and explain the 

recent history of their use, varying professional identifications with them and the 

broad-ranging implications of their use. The complex relationship between 

landscape practitioners and the terms place and space is considered. Moreover, 

1 3 Sitney (1993) cites Eisenstein's culminating essay Landscape and Music (1948) as evidence of the 
director's original interest in the poetics of landscape in cinema. 
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the relationship that users of a landscape establish with that place is considered. 

Landscape is suggested as the term to best describe a process of creation 

involving real and imagined worlds. Landscape embraces a role for landscape 

architecture of place-making as creating spaces in which participant individuals 

and communities become immanent. Representations of this immanence can be 

found in both filmic and designed places attesting that for a culture, landscape is 

'the most expert witness of all (Prelinger cited in High, 1995, p. 8). 
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It's a weird country. You wonder what the hell we are doing here. 
Phil Koperberg, Chief, N.S.W. Rural Fire Service 
(cited in Lewis, 2001, p. 3). 

The strangest place in this looking-glass world is where we stand 
looking into it but fail to see ourselves mirrored there, glimpsing 
instead the strangeness of our origins. Paul Carter (1998, p. 60). 

Outline 

In 1993, it was possible for an exhibition catalogue depicting 'how concepts of 

the Australian landscape are shaped by contemporary mass media and popular 

culture' (National Centre for Australian Studies, 1998) to be published under the 

title 'The Lie of the Land'. Articles, by various 

commentators, probed how in 'Australia, Chapter Map 

representations of landscape continue to haunt and 'L ies ' of the 

shape our ideas about national identity' (National Australian 
v Landscape: 

Centre for Australian Studies, 1998). _ . . . . . 
• Terra Nullius 
• Home, the 

Uncanny an d the 

A few years later, Christopher Allen in Art in Picturesque 

Australia: From Colonization to Postmodernism (1997) * Redemptive Desert 

argues that 'it would be a mistake to conclude that the * Bush Legend 

physical nature of Australia has lost its central place in 

the cultural imagination' (Allen, 1997, p. 14) in a rather bland reassertion of 

David Malouf s visceral 'landscape making is in our bones' (1988). Even critics 

who would be embarrassed by the mawkishness of Australian bush 

sentimentality cite landscape as perennially significant. Critic and co-editor of 
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the Australian online film journal Senses of Cinema Fiona Villella (2000), 

positions contemporary Australian film culture as a move 'from the outback to 

suburbia and the inner city'. Changes in location, certainly, but no less 

landscapes because of their urban focus. These three commentators, across 

generations and cultural media, share a belief in the centrality of landscape to 

Australian identity, though here their agreement might end. Giving space to a 

similar range of voices, in discord and agreement, is the main task of this 

Chapter. 

Sometimes obvious and sometimes obscured in these critical voice-tracks are the 

essential, visceral, internalised landscapes that are associated with worlds of 

myth and archetype. That landscape 'haunts' our collective national 

'imagination' and calcifies in 'our bones' speaks to a shadowy, landscape realm, 

existing as much in the (internal) mind as in (external) reality. That it is possible 

to detect some He in our approach to landscape and a 'turning away' from one 

landscape to another, suggests a shaky relationship. Landscape may be in us but 

is it a nutrient or pathogen? Is our fervent attachment to real and imaginary 

Australian landscapes a cultural strength or, as post-Jungian David Tacey (1995) 

offers, evidence that 'contemporary white Australians feel profoundly unsettled 

and unsure of themselves' (p. 60). And if we are 'unsettled' (thelOO years lying 

between Elizabeth Macarthur and David Tacey's use of the term suggests some 

continuity), why should this be, especially in such an insistent landscape setting? 

In this Chapter, I intend to explore the imaginative frameworks in which 

filmmakers and landscape architects make landscapes in Australia, against a 

backdrop, where ambivalence is prevalent. I want to survey both positive 

formulations of landscape and something of the ambiguities that have always 

been part of the creative documentation of Australian landscapes in film, 

literature, design and the visual arts. This, you will see, is a discourse of 

landscape. This you might challenge as a discourse of whiteness. 
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By now, you know that I believe myself to be white, though many Australians 

bred, as I have been, out of the patriarchal sexual regimes of black/white 

relations in rural Australia, will come increasingly to a more complex 

understanding of their genetic and cultural histories. However, as it stands now, 

everything about me, from my family history to opportunities for professional 

participation and education layer whiteness upon whiteness - Anglo-Celtic 

whiteness to be more exact. This is a condition that I can't 'un-write' and, more 

importantly, don't want to. It is who I am, and I need to be whole in that to be of 

any use at professional use at all. 

White empathy that hovers above dirt-level reconciliation is the worst 

paternalism of all. Symbolic, national testaments to historic fact, such as an 

apology to the stolen generations and changes in lived, local communities are 

two levels that matter. Faked, white deference to indigeneity, which so often 

enslaves Aboriginal people in a romanticised prifnitivisrn, is, in the end, harmful 

to all. Aboriginal people don't need white landscape architects working on them. 

Better for us to mattock holes of possibility in my white cultures, to be taken up 

by Aboriginal people and others, as they need. 

This project is a white discourse of landscape, made out of the conditions and 

history of its author and authorship. I have the ability to imagine other 

possibilities and the obligation to interrogate my work in these terms - but my 

whiteness, like my gender, my personality and my profession, will always be 

close to hand. 

I need to make this point, because a reasonable political challenge to this project 

is the unreconciled experience of Aboriginal and white Australians, as 

manifested in landscape history. These arguments have been stated elsewhere by 
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Aboriginal polemicists, who own them far more authentically than I can. 

Extrapolating from these positions into my area of interest challenges whether 

landscape architectural practice in Australia is an ongoing materialisation of this 

unjust history. In many ways it is, in the same way that physical design so often 

enshrines gender, class and ethnic relations. The difficulty is that history cannot 

be altered by action. We can see it differently through the act of reinterpretation, 

but certain material circumstances are fixed. As landscape architects we can do 

much with history as an imaginative resource, but we can't 'solve' it. No-one 

can. However, it would be helpful if we, as a profession, knew more about 

history and found in it a complexity, like that we so easily give to ecological 

systems. 

Every way of thinking about landscape has a value, but not all thinking about 

landscape is equally valuable. I say this because it is a tendency in some cultural 

studies approaches to the Australian landscape to 'retro-fit' contemporary 

intellectual positions to previous histories. For example, in the context of a 

highly urbanised country like Australia, the bush legend is often criticised in 

tones of intellectual disdain and embarrassment. Such a certain valuing of the 

Australian landscape is seen as a romantic fetish of reactionary intellects. These 

readings tend to result in criticism that is very quick to judge the perceived limits 

of a particular treatment of 'the landscape question', rather than attempt to 

understand its logic and the mechanisms of its tenacity. 

While not all attitudes to the Australian landscape are desirable or have 

contributed to just environmental and social outcomes they are, in a sense, 

necessary. By necessary, I mean that all representations of landscape are 'true' 

in that they carry the context and conditions of their production with them. So it 

might be that the bush legend is nothing more than 'a temporary construct of the 

political imagination' (Tacey, 1995, p. 7) but this does not explain its tenacity in 

the Australian imagination nor the mixture of emotions, many of them positive, 
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felt towards this landscape mythology. And the use of the word 'mythology' 

here, should at least point to the possibility that these landscape myths have an 

archetypal quality that transcends the specifics of immediate context. 

We have seen that the 'question of landscape' in Australia organises much of the 

conversation about what it is to live in this place, as citizens and, in this project, 

practising landscape architects. Chapters 5 to 8 elaborate four types of responses 

to this question viewed through 16 film and designed landscape samples. 

Building towards these analyses, we need to consider a range of mythologies that 

have developed about landscape in Australia. These are, as I suggested earlier, 

white landscape narratives in which aboriginal people are often assaulted with 

violence and theft and tormented in dispossession. In recognition of this history 

and the unreal-real of these mythologies I refer to them as lies. But they are also 

all persistent truths. 

Key Questions 

Four lies1 we tell ourselves about the Australian landscape: 

1) The lie of terra nullius. 

2) The lie of home, the uncanny and the Picturesque 

3) The lie of the redemptive desert 

4) The lie of the bush legend 

1 Each of these approaches to the Australian landscape is based on factual distortion, and in this sense each 
is a lie. Lie in this context also needs to be taken as the sensationalised equivalent of the more sedate myth. 
As is obvious, the strict veracity of the myth is irrelevant to how tenaciously it is held within a culture. 
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Commentary 

The lie of terra nullius 

A n Arrernte woman I know tells me that she is angry when white-fellas talk 

about discovering features of her landscape. 'Discover!' she says 'how can you 

talk of finding these things as though no one knew they were there. They were 

never lost to us in the first place.' (Personal communication, May 7, 2000). Her 

specific anger at this theft of place and identity is argued at a national level by 

activist-critic, Gary Lee (1987): 

It's puzzling that there is a debate at all about the so-called landscape tradition in the 
history and practice of white Australian art. It is blindingly obvious what the function 
of the landscape tradition is: it is about the theft of indigenous land. It is an artistic 
representation of, and cultural justification for, the process of colonialism (p. 100). 

The most basic he about the Australian landscape is the legal fiction of terra 

nullius, meaning 'land belonging to no-one' (Ludowyk and Moore, 1998, p. 

857). 

Colonising countries acquire land using one of three broad mechanisms. They 

use treaty or purchase agreements with indigenous peoples, seize land by 

subduing or persuading away indigenous resistance, or 'discover' and assume 

ownership of 'vacant' land. In claiming the east coast of Australia as British 

land in 1770, Lieutenant James Cook used the last of these mechanisms. 

Despite witnessing physical evidence of occupation, Cook's logic rested on the 

basis that Aboriginal people 'had not laboured to "subdue" the land by 

agricultural cultivation' (Schiveley, n.d.). Cook made his decision in the context 

of his official instructions which made clear that annexure of land was to take 

place 'with the Consent of the Natives ... or, i f you find the Country uninhabited, 

take Possession for His Majesty by setting up Proper Marks and Inscriptions, as 

first discoverers and possessors' (Moore, 1988). How Cook, an intelligent and 
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reflective thinker, was able to rationalise his decision, is taken up again and again 

in black/white relationships in Australia. 

Cook's interpretation of his instructions does not reflect that he was unimpressed 

by the Aboriginal people he had encountered. On the contrary, Cook was deeply 

attracted to the 'hard primitivism' (Smith, 1960, p. 126) of Australian 

Aboriginals, in contrast to the 'luxury and indolence of Tahitian life' (Smith, 

1960, p. 126). In elaboration of this point, historian Bernard Smith quotes 

Cook's wistful and lengthy appreciation of Aboriginal people: 

From what I have said of the Natives of new-Holland they may appear to some to be 
the most wretched people upon Earth, but in reality they are far more happier than we 
Europeans; being wholly unacquainted not only with the superfluous but the necessary 
Conveniences so much sought after in Europe, they are happy in not knowing the use 
of them. They live in a Tranquillity which is not disturb'd by the Inequality of 
Condition: The Earth and sea of their own accord furnishes them with all things 
necessary for life, they covet not Magnificent Houses, Household-stuff etca, they live 
in a warm and fine Climate and enjoy a very wholsome Air, so that they have very 
little need of Clothing and this they seem to be fully sencible of, for many to whom we 
gave cloth etca to, left it carelessly upon the Sea beach and in the woods as a thing 
they had no manner of use for. In short they seem'd to set no Value upon any thing we 
gave them ... this in my opinion argues that they think themselves provided with all 
the necessarys of Life and that they have no superfluities [author's spelling] (Cook 
cited in Smith, 1960, p. 126). 

While Cook clearly did not share the Dutch explorer William Dampier's brutal 

assessment of Australian Aboriginals as 'the miserablest People in the world' 

(Dampier cited in Smith, 1960, p. 126), he was incapable of reconciling the lack 

of evident European agricultural practice with the fact of Aboriginal cultural, 

economic and spiritual relationship to land. In other words, Cook was able to 

disconnect his attachment. Further, Cook's voyage to the Pacific came at a time 

when the perfected forms of neo-classicism were under attack by the scientific 

empiricism exemplified by the British Royal Society. Under these intellectual 

rubrics, the great southern continent could be a space for a neo-classical paradise 

or a scientific tabula rasa. It could be an object to be worked on or worked out, 

but it can never be the subjectivised space that envelops Aboriginal cultures. 

Despite Cook's personal admiration for the self-sufficient economy of 

Aboriginal people, his accounts contributed to a generally accepted 
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understanding, at that time, of the Australian landscape as a series of linked, 

hierarchical elements, with non-Europeans closer to fauna, notably the large 

primates. 

As an external spectator in an unknown environment, Cook was unable to 

understand the symbiosis of Aboriginals in landscape and the consequences of 

removing one from the other. Decades later anthropologist W.E.H. Stanner 

elaborated this relationship in terms that Cook might have endorsed, had he 

access to an alternative intellectual context: 

No English words are good enough to give a sense of the links between an Aboriginal 
group and its homeland. Our word 'home', warm and suggestive though it be, does 
not match the Aboriginal word that may mean 'camp', 'hearth', 'country', 'everlasting 
home', 'totem place', 'life source', 'spirit centre' and much else all in one. Our word 
'land' is too spare and meagre. The Aboriginal would speak of 'earth' and used the 
word in a richly symbolic way to mean his 'shoulder' or his 'side'. I have seen an 
Aboriginal embrace the earth he walked on. (Stanner cited in Schiveley, n.d.) 

Cook saw comparatively few Aboriginal people as he sailed north along the east 

coast of Australia, the first extended sightings occurring near what is now known 

as Brush Island, near Ulladulla in N S W (Moore, 1988). So when it became 

obvious, on the basis of Cook's reports, that a greater number of people occupied 

this country, the concept of terra nullius needed to be extended to accommodate 

their existence. Extended terra nullius was developed as an instrument of 

colonial possession of land on the basis that any pre-existing population was 

'deemed uncivilised or backward' (Schiveley n.d.). 

This legal fiction remained until 1992; when the High Court of Australia, in a 

majority decision (Mabo v Queensland), rejected the concept of terra nullius and 

acknowledged the rights of native title in common law. Further, the judgement 

elaborated the relationship that needed to be proved if land was to be subject to 

native title as one where the aboriginal community 'existed [in that place] at the 

time of annexation, and that the connection between the community and the land 
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in question had not been extinguished' (Schiveley n.d.). At least in legal terms, 

the lie of terra nullius had been unmasked. 

Between the events of the colonisation of Australia and the legal recognition of 

Aboriginal ownership of land is a history of complex black/white relations that 

ranges through violence, discrimination and hostility on the one hand and a 

romanticised sanctification on the other. Both of these strategies effectively 

reduce the agency and complexity of Aboriginal people. 

In Jungian terms, when Aboriginals are demonised as primitive they act as the 

'shadow' of our white personae. What we fear within us as base, treacherous and 

licentious is projected onto them. Co-conspiratorial psychological mechanisms 

encourage behaviours to be taken up that re-fuel this destructive pattern. At the 

other extreme, when Aboriginals are romanticised in terms of their 'profound 

cosmology of place' (Tacey, 1995, p. 129) they become the personification of the 

self.2 David Tacey (1995) elaborates that: 

.. .when the early colonial consciousness is menaced by the psychic depths, the 
indigenous people are seen as negative; when the postcolonial ego needs to be 
transformed and looks to the unconscious for reconciliation and healing, Aboriginals 
are experienced as spiritual guides (p. 129). 

For both personal and national psychologies, shadow and romanticised 

projections diminish modern Aboriginal and non-Aboriginal Australians, 

reactivating daily conditions that deserve repeated questioning, not blind 

acceptance as inevitably continuing. 

Representing Aboriginal people as either saviours or demons is clearly visible in 

the Australian film industry (among other representational industries such as 

2 Tacey's model is drawn from Carl Jung's analytical psychology. Jung suggests that the psychological 
purpose of life is towards individuation. This process involves integration of negative (shadow) and positive 
aspects of the individual psyche. External manifestations, such as creative works, are argued by Jung to be 
the materialised form of these inner turmoils. 
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television and advertising). Activist and academic, Marcia Langton argues that 

'while the white nomads of the mining and tourist industries push at the frontiers 

of Aboriginal land, film-makers are following' (Langton cited in Lee 1987, p. 

106). Representations of Aboriginal people in film, even when sympathetic, are 

structured according to the needs of the white narrative. Activist-critic Kevin 

Brown finds in these films: 

...an interplay of oppositions ... (in place/out of place; culture/nature; 
rationality/spirituality; inside/outside etc.) ... [that] suggests that the films so privilege 
the European positions that Aboriginal culture is understood and invested with 
meaning only in relation to European culture (Brown cited in Jennings, 1993, p. 22). 

The desire to represent an Aboriginal identity without reference to European 

culture is rhetorically appealing. Increasing the numbers of Aboriginal people 

who can fully participate in the film industry is one way of achieving better 

representation. However, as the government supported increase in women's 

participation in the Australian film industry from the 1970s shows, good 

intentions are not enough. Nor is it the obligation of people who identify as 

Aboriginal to redress imbalances that draw on entrenched historical conditions. 

Mainstream film, which is one of the subjects of this project, emerges from 

'mainstream' conditions of production including limited modes of financing, 

tightly defined narrative conventions, strictly controlled marketing and 

distribution. Feature film is, in both its form and content, an agent of the 

dominant culture and, at this level, it is obvious that its handling of Aboriginality 

reflects broad and deeply held attitudes. Again, this is not to deny Aboriginal 

filmmakers the possibility of developing their own representations of 

AboriginaUty. Nor is it to excuse a white film industry, in its marginalisation of 

Aboriginal and other minority cultures. 

The braided stream of black/white relations in Australia has in each of its 

channels diverse ideas of Aboriginality. They appear in different 
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representational guises but attest to a common starting point, the ongoing 

negotiation between Aboriginal and non-Aboriginal Australians in a single 

geographical space. The he of terra nullius has been exposed as a legal fiction, 

however, its social and cultural impacts are unresolved. 

Drawing a similar range of points together, Gary Lee (1987) concludes his 

argument in Lying about the landscape with a rhetorical flourish. 'The great 

Australian landscape tradition?' he questions 'There is really very little to talk 

about.' (p. 110). He is right as he alludes to a singular tradition originating in the 

colonisation of Australia. But the bigger question of landscape and Australia 

remains as open as ever. 

The lie of home 

The British travel writer Bruce Chatwin (1940-1989) and landscape artist, forger 

and convict Thomas Watling (1762-C.1814) came to know their Australias well. 

Both produced influential and moving accounts of its landscapes and peoples. 

Chatwin's exploration of Aboriginal cosmology in The Songlines (1987) and 

Watling's Letters from an exile at Botany Bay to his Aunt in Dumfries (1794) 

share a sense of Australia as inverted and unexpected. 

T knew' says Chatwin speaking both to us, and across the centuries in agreement 

with Watling, 'that Australia was the country of the Upside-downers'(Chatwin, 

1987, p. 6). Watling had pre-figured this view of Australia as an inversion in his 

description of the 'specious external' (1791) form of the Australian landscape. 

In a letter written on his arrival in the Colony of New South Wales in 1791, and 

later published under the title Letters From An Exile At Botany Bay Dated, Cape 

of Good Hope, African-Coast, Tuesday, Dec. 13lh, 1791, Watling complains: 
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Our longest day coincides exactly with your shortest; and vice versa. The climate is an 
extremely sultry one, especially in summer; and yet paradoxical as it may appear, it is 
in, no wise propitious for tropical vegetation. A few European culinary vegetables 
grow, but never arrive to their pristine maturity, and when re-transplanted dwindle 
unto nothing. — The face of the country is deceitful; having every appearance of 
fertility; and yet productive of no one article in itself fit for the support of mankind. 
The flattering appearance of nature may be offered as the best apology for those 
mistaken eulogisms lavished by a late eminent circumnavigator upon this place (1794). 

This use of language by Watling and Chatwin ('upside-downers', 'specious', 

'deceitful', 'paradoxical') suggest a sense of trickery and false pretence. Hard to 

make this place home and yet this is what colonisers, following generations of 

settlers and immigrants continue to do. 

Before thinking about shifts in attitude that allow, at various historical stages, the 

privileging of one landscape over another as the archetypal expression of 

'AustraUanness', I want to elaborate this early sense of Australia as a paradoxical 

landscape inversion. Here, I am building on an account based on several 

foundations: psychological formations of 'home' and the 'uncanny' and 

historical circumstance and philosophical context at the time of colonisation. 

'Home' and 'the uncanny' 

Christopher Allen (1997) mArt in Australia: From colonization to 

Postmodernism proposes that artistic response to the Australian landscape 

reflects three successive historical personae. These he names 'coloniser', 

'explorer', and 'settler'. A l l three personae engage with landscape differentially, 

drawing on criteria of familiarity and the possibility or not of escape. The 

explorer, for example, undertakes a journey into the 'unknown' that makes 

greatest sense only on return to the known world. The explorer's 'discoveries' 

become more strange, in comparison with the familiar. In turn, the new oddities 

reaffirm the homeliness of the familiar. 
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The greatest shift in terms of its impact on representations of landscape is from 

'coloniser' to 'settler'. Allen (1997) argues that the colonist brings with them a 

'prefabricated home' (p. 19), while the settler is challenged to make one literally 

'out of the unfamiliar environment' (p. 19). These two approaches yield intricate 

representations of landscape. Some are exultant and certain, many more unsure 

and exploratory. How easily a made landscape sits within a physical setting; 

how aggressively it establishes a counterpoint or how slyly it ignores this 

context, is detailed in relation to the 16 landscape samples in Chapters 5-8. Our 

historical conditions were those of colonisation, but it is the settler that 

detenriines our continuing engagement with landscape. 

Choose any Australian landscape image and it is usually possible to find a well-

developed alternate account. Often, these differences draw unconsciously on the 

coloniser/settler discourse. Here is an example, taken from Australian poets 

Douglas Stewart and Les Murray. For Stewart the AustraUan landscape threatens 

'So much horror in the clear AustraUan sunUght.' (Stewart cited in Sykes, 1985). 

This is the voice of the coloniser whose negotiation with landscape is still largely 

through its base physical elements (clear sunUght). Compare this with Les 

Murray and his landscape of settled farniUarity: 

A hundred years of timbermen, ringbarkers, fencers 
and women in kitchens, stoking loud iron stoves 
year in, year out, and singing old songs to their children 
Have made this silence human and familiar (Murray, 1991). 

These images differ through variables of temperament, priority, context and 

history. Fixing these factors in an explanatory formula is beyond my point and, 

probably, impossible anyway. It isn't the difference between Stewart and 

Murray that is important, but their identical witness to a metaphysical, 

'something is out there' image of the AustraUan landscape. What they share is 

an intuition of the power of the uncanny or uneasy dread in landscape; especially, 

it seems, the AustraUan landscape. 
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Sigmund Freud wrote extensively on how we come to know ourselves as 

individuals and use this knowledge to feel secure in the external world. The 

concept of 'home' underpins this knowledge. In this usage, home is a subjective 

and metaphoric extension of the self and the body. Significantly for this project, 

home is also taken as a 'conceptual envelope ... expandable to include any 

appropriated zone; geographic or mental' (Tabor, 1994). But 'home' can only 

exist i f we, by contrast, sense when it does not. 

In 1919, Freud wrote the significantly titled essay, Das Unheimliche, literally 

'the unhomely'. In this essay he spoke of 'the uneasy dread evoked by undefined 

and unlocated menace' (Tabor, 1994). This he named the uncanny, a 

phenomenon that revives our infantile state when internal and external worlds 

were undifferentiated. Freud (1955) elaborated the uncanny as: 

'... something which is familiar and old-established in the mind and which has 
become alienated from it only through the process of repression ... The uncanny [is] 
something which ought to have remained hidden but has come to light (p. 251) 

It is this sense of menace that shadows Stewart's poem and motivates Murray to 

reassure us that the silence of the AustraUan landscape offers possibilities for us 

to create ourselves as something in between the rigid categories of European and 

Aboriginal. 

Non-indigenous responses to landscape tend towards the uncanny because of our 

enculturated preference to objectify the physical world and subjectify our 

experiences in it. We make, by this preference, an uncomfortable track between 

our inner and outer worlds. A shattering in one reverberates unpredictably in the 

other. The shock of relocation from Britain to the new colony triggered complex 

and variable psychological responses that, at their base, reflect the uncanny. 

Inversion, perversion, weirdness and threat are frequent images ascribed to 

AustraUan landscape by colonisers, then settlers. There are, of course, rivaling 

landscape discourses that draw on the surface (but irresistible) sensations of 

warmth, ease and Ught. This project is not concerned with adjudicating their 
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respective value, but noting how delight and (not or) horror are played out in our 

representational landscapes, specifically narrative film and designed landscape. 

Around the 1990s, the uncanny became a favoured approach to space. 

Conferences on geography that were filled in the 1970s with methodologies, 

techniques and strategies are now sites for ghosts, strangers and aliens. The great 

expressionist Freud has been invited back after his shaming in earlier feminist-

modernist critiques of sexuality and gender. With him, he brings the skills of the 

interrogator; the ability to flip the cockroach on its back and probe the pulsating, 

scaled softness of its belly. In our postmodern world, with its cracked veneers of 

modernist order and economy, turbulence blisters. Writing of the Jewish 

Museum in Berlin, critic James A . Young (n.d.) describes a: 

sense that at any moment the 'familiar alien' will burst forth, even when it never does, 
thus leaving one always ill at ease, even a little frightened with anticipation. 

It is too extreme to universalise such fear and argue that all Australians 

experience some sense of the 'familiar alien' in relation to the AustraUan 

landscape. Many of us, quite understandably, have crumpled antennae for such 

things. It is, however, hard to find an aesthetic representation of the landscape 

that does not have in it some sense of the improbable, absurd or disturbing. This 

is what essayist on culture Meaghan Morris (1989), has described, in relation to 

AustraUan film, as a 'positivity for strange possibilities' (p. 118). Even generaUy 

upbeat landscape representations taunt with darker edges, for example the 

menacing Blackfellas' Leap in Beneath Clouds (dir. Ivan Sen, 2002). 

The uncanny and conditions of Australian history 

James Cook's account of his progress north along the east coast of AustraUa is 

methodical and detailed, however only at two points (Botany Bay and 

Cooktown) are parties successfuUy set ashore to explore extensively. The 

longest of these landings was at what was later named Botany Bay and lasted 
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only nine days. These explorations were necessarily limited and, in relation to 

Botany Bay, coloured by the wet and temperate summer which had preceded 

Cook's autumn voyage. Conditions were considerably drier when Captain 

Arthur Philip arrived at Botany Bay in 1788 and it was the search for adequate 

supplies of fresh water that forced the First Fleet to sail north into, what was 

named, Sydney Harbour. 

The atypically abundant conditions described by Cook at the time of his voyage 

were to provide a false basis for the provisioning of the first fleet in with 

negative impacts on the Colony's subsequent ability to sustain itself. In its very 

infancy, the colony had experienced the bitter seed of Australian aridity that lay 

in the lush fruit of occasional seasonal abundance. 

Accepting this unhomely, inverted landscape was made more disconcerting by 

the paradox that the Colony was, in effect, an open-air prison. The contained 

exuberance of the scientific observations of Cook and Banks and the Arcadian 

musings of early settlers quickly faded in the early years of the Colony's history. 

Bernard Smith (1960) convincingly describes the circumstances of colonists ' . . . 

surrounded by the poverty, hunger, and loneliness of the first critical years of 

settlement, all of which produced an overpowering longing to return home 

among all members of the settlement' (p. 136). In any event, what was Australia 

to be? Was it 'a fearsome, desolate prison for transported convicts, or an 

attractive pastoral prospect for colonial settlers'(Mitchell, 1994, p. 18-19)? 

Captain Arthur Phillip prepared himself intellectually for the task of estabhshing 

the Colony of New South Wales by reflecting on the pleasure of shaping 

something constructive from an environment which he predicted would be rough 

and unformed. He writes in his journal The Voyage of Governor Phillip to 

Botany Bay (1789): 
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There are few things more pleasing than the contemplation of order and useful arrangement, 
arising gradually out of tumult and confusion; and perhaps this satisfaction cannot anywhere 
be more folly enjoyed than where settlement of civilised people is fixing itself upon a newly 
discovered or savage coast (Phillip cited in Hughes-d'Aeth, 1999, p. 47). 

Importantly, for Phillip, the enjoyment of'order' is enhanced in 'the recollection 

of the [prior] confusion' (Phillip cited in Hughes-d'Aeth, 1999, p. 47). 

As well as an expression of temperament, Phillip's logic establishes a gestational 

image for Australia as an identity formed in ambivalences, inversions, 

transformations and discontinuities. Estabhshing a colony meant discrediting 

pre-colonial spatial conditions. Aboriginal people, as makers and holders of this 

pre-colonial space, had no logic in a scheme that hinged on 'order and useful 

arrangement', as Phillip termed it. Neither did a physical landscape of 

unrecognisable plants and animals, unpredictable conditions and erratic fertility. 

Though all white commentaries on the Colony were formed in this circumstance, 

not all were equally dark. This can be seen, for example, in the familiarising 

commentary offered by John Hunter, the Colony's second governor (1795-1800), 

that 'the woods on the spot I am speaking of [entrance to Sydney Harbour] 

resemble a deer park, as much as if they had been intended for such a purpose' 

(Hunter in Smith, 1960, p. 133). However, most commentators did share the 

bleak excesses of Barron Field's3 verse lament: 

Of this fifth part of the Earth, 
Which would seem an after-birth, 
Not conceive'd in the Beginning 
(For GOD bless'd His work at first, 
And saw that it was good), 
But emerg'd at the first sinning, 
When the ground was therefore curst:-
And hence this barren wood! (Field cited in Smith, 1960, p. 171-172). 

3 Barron Field (1786-1846) came to Australia in 1817 as a judge of the Supreme Court of New South Wales, 
despite an unsuccessful legal career in Britain. A friend of Coleridge, he became a recreational poet, 
publishing First Fruits of Australian Poetry in 1819. He described Australia as a 'prose-dull' landscape and 
was pleased to return to Britain in 1824, before taking up the position of Chief Justice in Gibraltar (Wilde, 
Hooton and Andrews, 1994, p. 277). 



the l ie ' of the landscape 

In these circumstances, where landscape carried the uncanny experience of 

colonisation, Aboriginals and Anglo-Celts shared a bitter condition. After 1788, 

all were very far from 'home'. 

'Home' and The Picturesque 

The Picturesque, a way of making landscape into aesthetic representation, was a 

critical philosophy in Britain at the time of white colonisation of Australia and 

continues as a pervasive cultural force (Taylor 1998 and 2000). Expounded as a 

set of principles to guide painters and landscape gardeners, the Picturesque has 

an obvious legacy in AustraUan painting, photography and filmmaking. 

AustraUan media theorists and commentators Stuart Cunningham (Cunningham 

1978), Ross Gibson (Gibson 1992) and Liz Jacka (1988) expose the tenacious 

legacy of the Picturesque in the AustraUan feature film industry. Historian and 

analyst of the AustraUan industry Susan Dermody, goes further, suggesting that, 

in feature film, narrative frequently gives way to 'the powerful picturesque 

essay' (Dermody cited in Cunningham, 1978, p 39).4 

Landscape architecture has recently begun exploring the impacts of the 

Picturesque on contemporary AustraUan design, largely as a reactionary and 

destructive force. Landscape architect Richard WeUer (1994), in one of his 

milder moments, derides the Picturesque as a 'phoney harmony' while Garth 

Paterson and Anne T. Pettus (1994) comment that: 

The eighteenth century notion of the picturesque has had an effect on forcing the 
disjunction between the natural and the cultural landscape. Landscapes derived from 
this idea, common in Australia, have done little to add to our understanding of natural 
systems and ecology (p. 141). 

Put like this, what contemporary landscape architect could claim a professional, 

let alone sentimental, attachment to the Picturesque? Embracing 'the phoney 

4 'Picturesque' is still commonly used to describe landscapes in Australian films. A recent example of this 
is Louise Keller's review of Mullet (2001), directed by David Caeser, which features 'gorgeous sunsets, 
open landscapes, picturesque rivers .. . ' (Keller, 2001). 
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within' is an unlikely prospect and what landscape architect would boast of their 

ignorance of natural systems and ecology? But do Weller, Paterson and Pettus 

have a clear-headed eye on history or a view to using a version of history to 

make a professional space for their own practices? Or both? Weller, Paterson 

and Pettus might be on the winning side of the intellectual landscape discourse 

but in the everyday, 'phoney harmony', or palliation by landscape, is 'IT'. 

This tension (and not The Picturesque itself) is the real issue in any critical 

approach to landscape architecture, including this thesis. The question that sits in 

this work, and all authors gathered here, is that of professional agency. Listed in 

the Introduction as a set of how/what/where/when questions, agency is the 

intellectual datum where all dialogue meets. At this point, populism and avant-

guardism are revving their engines. In later Chapters natural and cultural 

ecologies will collide. And at every point, twisted body panels from the 

modern/postmodern rear-ender are strewn about. 

Despite what they might say, Weller, Paterson and Pettus (and other critical 

landscape architects) have a complete dependence on the Picturesque. Simply, 

its entrenched status allows, even glamorises, their works as sophisticated 

critiques. In its naturalising, fakery, mock-innocence and sensuous appeal, the 

Picturesque offers an etiolated super-model as companion to the gnomic rock star 

that is postmodern landscape architecture. We know her self-destructive patterns 

- but have you heard her boyfriend sing? 

Academics, Stephen Copley and Peter Garside (1994) describe 'the shaping and 

constraining legacy of [the] Picturesque' (p. 7) across all British colonies: North 

America, Africa, India and Australia. In America, for example, a Los Angeles 

department store in the 1920s marketed a typology of fashion, ascribing their 

women customers as 'the romantic; the statuesque; the artistic; the modern; the 

conventional;... [or] the picturesque' (Berrningham, 1992, p. 81). Picturesque is 

not confined to the history of costume, let alone history itself and can, through a 
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simple web search, be found as a descriptor in 22,200 contemporary web sites.3 

Listed sites include film, visual arts, advertising, popular music, literature, 

tourism and outdoor recreation. 

The tenacity of the Picturesque as an aesthetic category, however elastic its 

meaning has become, suggests an inherent flexibihty and adaptability to 

changing cultural conditions. This challenges the colonial straightjacket that 

many Australian critics make it to be. Copley and Garside (1994) argue that it is 

an 'aesthetic [that] is closely dependent on contemporary economic and 

technological changes, although the latter may seem inimical to the values it 

appears to celebrate' (p. 7). In other words, the 'just get over' rhetoric of Weller 

and others, doesn't speak to the resilience of this aesthetic system. 

At this point, I want to re-emphasise that my use of the Picturesque is as part of a 

complex discourse on responses to Australian landscape. The Picturesque is one 

strand and as it moves further away from its cultural origins (eighteenth century 

England) and proponents (Reverend William Gilpin, Richard Payne Knight and 

Uvedale Price) it becomes diluted and re-cast by other influences. One of the 

reasons for this dilution is a middle-ground reaction against the 'cult of the 

Picturesque' that in its extremism incited numerous parodies of the philosophy. 

Ann Bermingham (1992) provides an example taken from an unnamed 

nineteenth century novelette. Defending her poor sketch of a landscape scene, 

Miss Veronica Beccabunga exclaims 'If it is not like what is, it is what it ought 

to be. I have only made it picturesque.' (cited in Bermingham, 1992, p. 92). 

Another reason for the reaction against the Picturesque was the enduring 

popularity of neo-classicism with its illusions of harmony and promises of a 

cultural conduit to the values of the 'great' classical age. 

5 Google websearch (12 October, 2000) using the term 'Picturesque popular culture'. 



the 'lie' of the landscape • 2 a 

Faced with the perversities of the AustraUan landscape, European colonisers 

mobilised their philosophical, circumstantial, cultural and temperamental 

resources to grind lenses for themselves that would aUow some vision beyond the 

anguish of their dislocations. The Picturesque, because of its inherent flexibiUty, 

translatabiUty into an aUen landscape and cultural famiUarity proved especially 

workable. In this way, the Picturesque can be seen as a material strategy to 

address the internaUsed experiences of the uncanny. This brief history of the 

Picturesque is given here as the technological foundations of many ideas about 

landscape that are taken up film and designed landscapes. 

The Picturesque is defined by Reverend WiUiam Gilpin (1724-1804) in his Essay 

on Prints (1768) as 'that kind of beauty which would look weU in a picture' 

(Department of Architecture, n.d.). He does not mean the grand, neo-classical 

landscapes of Claude or Poussin, nor the sketches of temples and idyUs produced 

by British dilettantes on their Grand Tour. The challenge that Gilpin made in 

this definition (later taken up by Uvedale Price in Essays on the Picturesque 

(1794) and Richard Payne Knight in The Landscape of 1794) rejected the 

tendency, at that time, to 'improvements' in landscape in favour of an 

aestheticised documenting of nature. Gupin rejected the moulded smoothness of 

the fashionable landscape designer of the period Lancelot 'CapabiUty' Brown as 

'dead and uniform' (Gilpin in Stroud, cl986, p. 431) and saw academic neo

classical art theory as proposing a sterile unity. How strangely like Richard 

WeUer this sounds. 

To Gilpin, surface was everything and landscape observations should 'please', 

'deUght' and 'amuse' (Gilpin cited in Bermingham, 1992, p. 84) in their 'details, 

change, variety, contrasts and surprising juxtapositionings' (Berrningham, 1992, 

p. 87). Complex shapes were favoured over simple forms, textural variations 

emphasised and Ughting and other ephemeral effects extoUed. 
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Attention to specific detail can also be seen in a rise of interest in scientific 

observations of the physical world at the same time, although the Picturesque 

aimed to record the appearance of things as a device for pleasure rather than as a 

tool for scientific examination. In this way, the Picturesque is a conservative 

movement, political in the way it attempts to de-politicise, de-historicise and de-

contextualise its landscape subject. Such intense observation of the specifics of a 

'landscape moment' do no allow for much consideration of a broader framework 

such as, in the case of eighteenth century Britain, land ownership and the impacts 

on the landscape of industrialisation. The dialogue is between the observer and 

nature, unmediated by a nostalgic reformulation of historic concepts such as the 

neo-classical revisitings of the aesthetics of ancient Greece and Rome. 

The conventions of the Picturesque contained in both art and landscape 

gardening act to reinforce an evolutionary rather than a revolutionary view of 

society, one 'shaped by history, tradition and custom' (Bermingham, 1994, p. 

78). This aspect was especially useful in the colonial foundations of Australia 

where the uncanny landscape could be at least temporarily assuaged by both neo

classical and Picturesque conventions. Phillip's pleasure in neo-classical order 

(previously quoted) and Watling's claims for the Picturesque that 'were I to 

select and combine [elements of the landscape], I might avoid that sameness, and 

find engaging employment' (Watling cited in Smith, 1960, p. 136) are examples 

of how the Picturesque was used to allay the anxieties of the uncanny. 

Having argued the pictorial and political nature of the Picturesque it is important 

to consider it as a spatial practice. In its delight in surfaces and focus on the 

ephemeral moment, the Picturesque implies movement through space from one 

visual event to the next. This type of horizontal progression is analogous to 

colonial exploration of Australia where landscape events are named as elements 

in a narrative journey. Paul Carter in The Road to Botany Bay: an exploration in 

landscape and history (1988), proposes Cook's exploration of the AustraUan 
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coast as a horizontal spatial experience, arguing that 'the names [Cook gave 

places such as Cape Catastrophe] alluded to the journey itself, as it unfolded 

horizontally, revealing itself as a succession of events' (Carter cited in Calzini, 

1998, p. 97). It is this aspect of the Picturesque, as a convention that frames, 

shapes within that frame, then reframes that makes it such a durable tool in alien 

landscapes. 

Bernard Smith (1960) argues that the eastern coast and hinterland of the 

Australian landscape was seen by the 1820s as increasingly attractive and 

capable, with minor modifications, of being shaped into impressive parkland. 

The Colony's first garden designer, Thomas Shepherd (1776-1836), published 

advice on achieving a pleasing landscape in this unlikely location (1836). While 

heavily influenced by a Brownian vision of landscape 'improvement', 

Shepherd's sympathies with nramtaining indigenous vegetation reflects the 

Picturesque valuing of utility and the vernacular. One of the legacies of the 

Picturesque aesthetic, as espoused by Gilpin, is its attention to local 

environments. This, in both Britain and Australia contributes to a sense of 

landscape uniqueness underpinning national identity. 

The following advice from Shepherd establishes this point: 

.. .in place of cutting down our splendid forests right forward without distinction, we 
have only to thin out, and tastefully arrange and dispose them, to produce the most 
pleasing effects. The country could by this means, at a very small cost, and with less 
labour than is required by the indiscriminate destruction of our native trees, present an 
exterior to the eye of the stranger and the resident in the Colony, such as no other 
country in the world I believe could furnish. Besides the pastoral nature of this 
country would favour such embellishments, as not an acre of ground would be lost -
sheep might feed on our lawns and parks, adding the pleasure of seeing living objects 
enjoy the benefits of improved scenery (Shepherd cited in Smith, 1960, p. 223). 

The aesthetics and economies of Shepherd's version of the Picturesque establish 

why it was such a useful approach to landscape in a colonial setting. The 

Picturesque offered a philosophy through which an uncanny landscape could be 
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mentally and physically shaped towards an idea of home, in the first instance, 

and then, ultimately, 'nation'. The Picturesque in its episodic attention to 

surfaces, focus on minutiae and conservative renderings of nature provided some 

armament against the desperate inversions that the Australian landscape 

confronted white colonisers with. 

As the Picturesque functions at social, political and aesthetic levels, so it also 

mlfils a psychological need. This primal need relates to how we locate ourselves 

spatially among others and in the physical world. The Picturesque acts to codify 

and neutralise psychological responses to landscape by asserting complexity and 

reminding of the veracity of imperfection. The totalising concept of 'the 

beautiful' hides the intricacy of surface and pretends, often quite literally in the 

paintings of Claude for example, that we are in the presence of the Gods. 

Inclusion of human figures in these landscape representations connects us to the 

philosophical speculations of ancient civilisations. By contrast, the roughness of 

the Picturesque asserts an Elysian view of the world, by analogy, representing the 

intrusion of 'wi ld ' nature into our 'perfect' selves. David Punter (1994) suggests 

that by embracing threat (roughness), the Picturesque neutralises it and, in turn, 

offers itself as a stabilising force: 

Interestingly, the theory of the Picturesque seems to be second-guessing this [tendency 
of nature to exhibit flaws]: whenever nature does, by some mischance, provide 
smoothness, then roughness must be conjured from nowhere to correct this punishable 
maternal bias, or threat of bliss. Yet in doing this, I would maintain, it is practicing a 
sophisticated version of incorporation, such that a 'system' can be put in place which 
cannot be disturbed by other data (p. 231). 

An alternative explanation is suggested by Raimonda Mondiano (1994) who 

argues that the Picturesque provides a psychological mechanism for the viewer to 

hold themselves in playful aloofness from the realities of landscape. Taking her 

evidence from sketches of the destitute in Britain, Mondiano argues that the 

Picturesque 'confronts the observer with a dazzling multiplicity of objects which 

renders attachment to any one of them impossible' (p. 198). The observer is 

always exempt from significant attachment and, ultimately, always in control. 
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Roaming from object to object well-suited the homesick coloniser who often 

acted to structure the landscape of their new home into something endurable 

while not letting it replace the landscape attachments of their past. It is, as 

Mondiano (1994) suggests, as if the observer of the Picturesque 'plays at the 

game of love but is never a lover and never in love' (p. 198). 

At this point, I have established that the Picturesque functions as a political, 

spatial and psychological mechanism. To this, in conclusion, I need to elaborate 

how it operates as a representational methodology. It is important to remember 

that, in its origin, the Picturesque is superficially concerned with the art of 

making 'good pictures'. This has an obvious relevance to film but needs also to 

be viewed in relationship to designed landscapes. 

In Chapter 4 - 'a work of art is a he' formal and technical elements of film and 

designed landscape are considered. The issue of narrative is one of these but also 

needs to be cursorily acknowledged in this discussion of the Picturesque. 

Narrative is a less defined concept in physical design and probably operates best 

as a way of imaging participants' experiences of design. However, in film, quite 

literally in this project that deals exclusively with narrative features, narrative is 

foundational. The conditions of narrative determine form and techniques that 

bring that form into being. For the moment, let us accept film theorist Christian 

Metz's (1974) definition of narrative (taken up more fully in Chapter 4). 

Metz defines narrative in film as: 

a closed discourse that proceeds by unrealizing a temporal sequence of events 
(P- 28). 

On reflection, this is exactly how the Picturesque works, although the 

Picturesque discourse is more permeable and 're-realising' might be a more 

accurate term. I am arguing that the Picturesque is sympathetically analogous to 
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the formation of narrative, especially in film. However, it is the breaking of the 

closed discourse of narrative in film into sequences of scenes, shots and frames 

that sees the Picturesque contribute its literal techniques of image making. 

In its focus on irregularity, contrast and variety, the Picturesque way of seeing 

sets up visual sequences frequently incorporating extremes of atmospheric effect. 

This is the convention of all filmmaking. Because it is an aesthetic phenomenon 

of surfaces, the Picturesque captures 'movement and activity' (Domosh, 1990, p. 

11) as it exhausts one set of images and moves to another. The Picturesque 

establishes a dominant horizontal or landscape format, as does film. Domosh 

(1990) argues that the Picturesque does this by including visual information from 

the framing horizontal portions of a scene or increasing foreground detail, 

thereby diminishing the vertical. These conditions of attention to surface, 

ephemeral effect, movement, activity and diminishing the vertical are hallmarks 

of cinema at the level of technique but, when we incorporate a fuller awareness 

of the Picturesque, at the level of structure as well. 

When contemporary landscape architects distance themselves from the 

Picturesque, they are not wrong, especially when these arguments turn on how an 

aesthetic code rationalised destruction of Aboriginal cultures and physical 

landscapes. However, it is foolish when they underestimate its historical and 

continuing relevance. The Picturesque enables what Catherin Bull describes as 

'landscapes of exclusion' (2001). This granted, in remains influential because of 

the elasticity of its techniques and conventions. A diverse range of these 

techniques and conventions is presented in Chapter 5 Landscape as delight. 
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The lie of the redemptive desert 
Why open our eyes in wonder at the scenery of America when we have not glimpsed 
half the marvels of our Blue Mountains, of our vast forests, our terrible deserts? 
(Author unknown, 'The Picture Show', 1919 cited in Moran, 1989, p. 22). 

Silence, immensity, and ancientness, the characteristics of the desert, are now 
eminently marketable (Haynes, 1998, p. 5). 

Fear stands as the central response in both these visions of the desert. In 1919, 

the desert is the culminating 'other' in a sequence of landscape images that 

mirrors a topographic transect from the Great Dividing Range across the Western 

Plains to the Central Deserts. In this landscape narrative, we move from 

grandeur to terror. By 1998, the desert has become compressed into a set of 

images that serve to authenticate AustraUan national identity by white mirroring 

of aboriginal cosmology. However, in the choice of Haynes' adjectives, we can 

see awe formed from a sense of the magnitude of the desert, its intractabiUty and 

our silence in the face of it. Have we really come so far? 

Whether it be the desert of terror or the awesome, authenticating desert, the heart 

of the matter is silence and white fears of voicelessness flowing from that. 

Historian, Michael Cathcart (1998) develops an image of sUence as the boundary 

between an AustraUa that is safe and knowable for whites and one that is aUen 

and unmaUeable. He argues that the geographic limits of rainfaU form a line that 

can be drawn around the inland of the AustraUan continent. This isohyet 'marks 

the barrier between the fertile zone and what they caU the semi-arid zone' 

(Cathcart cited in Copeland, 1998) between habitabiUty and silence. 

Cathcart (1998) describes white responses to the 'sUence' of arid AustraUa as 

varying between terror, spiritual transcendence and chaUenge. The desert is 

either frightening through its harshness, provides the possibihty of spiritual 

renewal (John the Baptist's 40 days and nights) or invites physical 

transformation (greening hydro-engineering schemes). Of aU the landscape types 

(coast, rainforest, woodland), it is the desert that is least acceptable, ecologicaUy 
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and aesthetically. As Cathcart argues, the desert is imagined as an 'absence of 

nature, because nature is about sowing things and harvesting things ...; bounty' 

(Cathcart cited in Copeland, 1998). 

Roslynn Haynes (1998) draws on extensive Australian and International 

literature to provide a detailed account of the representations of the desert in 

AustraUan art, painting and film in Seeking the Centre, arguing that: 

it seems almost self-evident that the Australian Centre, the symbolic blood-red heart of 
the continent, additionally characterised by its spectacular landforms, brilliant colours, 
and unique Aboriginal culture, should occupy a focal position in the national psyche 
and provide its visual image to the world. Yet five decades ago such a notion would 
have been met with incredulity (p. 161). 

You only need to spend a brief time in the deserts of Central AustraUa to reaUse 

why, as a non-Aboriginal AustraUan, the environment is capable of provoking 

responses of fear, reverence and awe. The physical environments themselves 

confront you as an iU-adapted intruder and as a coloniser you are reminded that 

you came from somewhere else and that you have somewhere else to go (if not 

UteraUy, then at least to a landscape of the mind). Contrast this with Aboriginal 

dwelling in the desert to which the term 'nomadic' is commonly attached. As 

Stephen Muecke alerts us 'The nomad is, in fact, the one who doesn't leave the 

country. S/he is always coming and going, but more or less in the same 

place'(Benterrak, Muecke and Roe, 1996, p. 250). 

Representations of the desert in AustraUan films provide a broad space (UteraUy) 

for narrative action. The dominance of the horizon and the dramatic contrast 

between sky and ground provide cinematographic opportunities sympathetic to 

the wide screen format of mainstream cinema. Desert landscapes provide 

representational possibiUties in AustraUan film according to three broad types. 

Firstly, deserts have often been approached as physical blanks in which other 

places can be simulated. These include post-Armageddon and extra-terrestrial 
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landscapes. The most common use, however, is for one dessert location to 

'stand-in' for another. South AustraUan desert, for example, was represented as 

Wee-Waa in northern New South Wales in Holy Smoke (dir: Jane Campion, 

1999). 

Secondly they are spaces for personal quests for authenticity. This usuaUy 

involves long distance travel (psychological and physical) by vehicle, placing 

these films into the 'road movie' genre. A key element in the road movie 

journey is the mechanical breakdown of the vehicle in parallel to the 

psychological slump of the main character/s. At this point, walking, however 

briefly, is the only option and the limitless horizontal plane of the desert and its 

crunchy surface offer the perfect Uteral, aural and metaphoric location. 

Backroads (dir: Phillip Noyce, 1977), The Adventures of Priscilla Queen of the 

Desert (dir: Stephan ElUot, 1994) and Rabbit Proof Fence (dir: Phillip Noyce, 

2002) use the desert as site for psychological transformation. 

Thirdly, the desert is now positioned as the landscape type that offers most to the 

formation of national identity and authenticity. Once, it was the bush and its 

settler narratives. OccasionaUy, the coast is suggested, although such surface 

hedonism offers Uttle narrative depth. Rainforest, woodland and alpine 

landscapes are possibihties limited by their smaU scale and difficult accessibiUty. 

The desert, by contrast, is vast, resiUent, and even resistant. It is risky and in its 

crossings (both real and imaginary) aUows re-enactments of specificaUy 

AustraUan historical narratives and, at the same time, connects white AustraUans 

to their deep cultural origins in Judaeo-Christian worlds. It opens us to 

Aboriginal narratives, which iUurninate and mystify at the same time. It is, in 

our fantasies of AustraUa as casual, easy and sUghtly shaUow, our secret, pulsing, 

animate heart. It is what we now take to make AustraUa interesting, international 

and profound. Now a commonplace in cultural representations, the desert was 
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developed in this way in films now decades old including The Back of Beyond 

(dir: John Heyer, 1954) and Walkabout (dir. Nicolas Roeg, 1971). 

In these three ways, the desert in AustraUa is both particular to an experience of 

being AustraUan and refers to the general landscape archetype of wilderness. 

Wilderness is a problematic term and, in the AustraUan context, revives the 

concept of agricultural occupation of landscape that formed the basis of terra 

nullius. In its definitional origins, wuderness refers to land that is 'unsown' 

(Hebrew), 'not cultivated' (Greek), 'barren waste' (Latin) and 'of wild beasts' 

(Old EngUsh) (Short, 1991). JohnRennie Short in Imagined Country: 

environment, culture and society (1991) attributes complex, paradoxical and 

often simultaneously held meanings to wuderness ranging from terror, through 

awe to reverence. He argues that fear of wilderness is strongest in cultures where 

a 'sky-centred' (Short, 1991, p. 8) reUgionhas replaced 'earth based 

animism'(Short, 1991, p. 8). This extends from the physical landscape to those 

who traditionaUy Uve there: 

We shall find in the positive sense that the wilderness or desert will be interpreted 
variously as a place of protection, a place of contemplative retreat, again as one's inner 
nature or ground of being, and at length as the ground itself of the divine being ... In 
its negative sense the wilderness will be interpreted as the world of the unredeemed, as 
the wasteland, and as the realm or phase of punitive or purgative preparation for 
salvation (Short, 1991, p. 12). 

As landscape accretions layer over a former wuderness, it becomes impossible 

for us to know a site 'unlandscaped'. Remnants of rocks, soil and plant life may 

exist, but even putting these into ecological systems is a cultural act. When we 

imagine landscape as wuderness, we are faking an innocence in response to the 

essential strangeness of existence. In AustraUa, this is the burden, even if we 

don't individuaUy recognise it, of colonisation. ColUer and Davis (1991) wonder 

about this too, asking 'whether homo australiensis is ever actuaUy capable of 

being at home in his home country' (p. 33). 
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It is our re-workings of the Austrahan landscape question, our attachment to this 

place, which can be seen in varying representations of the desert. And as the 

geographer Denis Cosgrove (1988) reminds us 'to understand a built landscape... 

it is usually necessary to understand written and verbal representations of it, not 

as 'illustrations'... but as constituent images of its meaning or meanings' (p. 1). 

In their distinctiveness and drama, desert landscapes have and continue to 

provide an insistent physical and mental space to experiment with our responses. 

But is this experimentation a he, or a splintering into manageable landscape 

images? That answer varies across the landscape samples of Alice Springs 

Desert Park (Chapter 5), Kangaroo (Chapter 6), Reid Street, Wilcannia (Chapter 

6) and The Back of Beyond (Chapter 8). 

The lie of the bush legend 

Serge Grundberg, writing in the French journal Cahiers du Cinema, exposes 

what he sees as the 'monotonous endogamy of a[n Austrahan] bush culture, 

neither truly civilised nor truly savage' (Grundberg 1994/95, p. 28). Perhaps it is 

this no place-in-betweeness which intensifies the aversion to bush mythology 

expressed so passionately by many cultural commentators. The Austrahan Bush 

Legend has received these attributions: 

recurrent and recycling - Cultural commentator David Carter (1998); 
white, masculine version of national identity - Academic Felicity Collins (1999a, p. 108); 
pretty well and truly dead a long time ago - Painter Mandy Martin (cited in Copeland, 1998); 
European order trying to bully the landscape into submission - Architect John Denton 
(1996); 
consolidating colonial hegemony - Aboriginal activist Gary Lee (1987, p. 105). 

If we could elide these views into a single critique of the bush legend it would be 

that it is exclusive and excluding; unimaginative and repetitive and aggressive 

and antagonistic. If only one word was allowed to these critics, it could be that 

the bush legend is 'monocultural', with all its senses of atrophy and un-

sustainabihty. 
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Why is it then, that the passion of this critique is still so easily matched by 

popular enthusiasm towards the bush legend as the basis of much popular 

culture? Examples include the Austrahan Country Music Festival held annually 

in Tamworth, R . M . Williams bush clothing and the drizabone clad riders of the 

Opening Ceremony of the Sydney 2000 Olympic games? To take the Olympics 

example further, both scenes from the Opening Ceremony and Olympic officials' 

uniforms were designed by Australians of Hispanic-Phihpino (Ignatius Jones) 

and Asian (Jenny Kee) origin. Both designers understand the commercial 

potency of imagery that draws from the bush legend and the popular fondness for 

its ethos of self-sufficiency, economy and 'a fair go'. Even, in fact especially, 

where the icon of the bush is used ironically, it points to its elevation as an 

archetypal image of 'AustraUanness'. Continuing references, however satirical, 

to the bush legend act as a kind of'critical backchat' (Morris, 1988, p. 163), 

which ensure its longevity. 

What, then, are the origins of the bush legend in Austrahan cultural life? How 

can we account for its tenacity? In using the bush as a 'specification' for a lens 

with which to 'see' the Austrahan landscape, the question must always be asked 

as to what visions are occluded and what enhanced? 

Before I consider these questions it is important to estabUsh the nature of legend 

or, the term I am using here, 'myth'. The paradoxical connotations of myth as 

misleading, iUuminating, deceitful and authentic require comment. The first, and 

most obvious point about myth is that it is universal to aU human cultures, 

although its forms and contents differ between cultures. In this sense myth 

appears fundamental or necessary to humans. Myth is given and received in 

varying forms (oral, visual, mechanical, electronic) and media (story, song, 

paintings, buudings, film, hypertexts). Artefacts that translate these myths into 

material forms can be individuaUy 'made', but the myth must be coUectively 
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held within the culture (or a significant portion of it). As essayist and critic 

Sylvia Lawson (1982) puts it, myth 'cannot itself be fabricated' (p. 28). 

The French anthropologist Claude Levi-Strauss argued that myths enable human 

cultures 'to deal with contradictions in experience, to explain the apparently 

inexplicable, and to justify the inevitable' (Levis Strauss cited in Turner, 1993, p. 

72). Applying this condition of myth to the colonisation of Australia, it is 

inevitable that the bush emerged as the central landscape mythology for 

Europeans. Another condition of myth is that it is an abstracted or archetypal 

account from which infinite narratives can be made. Put more obviously, in 

order to exist, a myth needs to refer to conditions of 'mythic' proportions. The 

extremism of the Austrahan landscape in its scale, physical conditions, violent 

occupation and psychic intractabihty, offers just such a mythic proportion. 

Inevitably, given these circumstances, the dominant mythology of Australia's 

white colonisers, would be one of landscape. In tandem, this mythology exists 

along side the framework of the land-based cosmology of Aboriginal people. 

A l l that is contradictory and harsh in the interactions of people with landscape 

and cannot be ameliorated by human action finds symbolic resolution in 

landscape myths. Media studies academic Graeme Turner (1993), argues that 

myths negotiate 'a peace between men and women and their environment so that 

they [can] ... live in it without agonising over its frustrations and cruelties.' (p. 

72). Viewed in this way, myth is affirming, constructive, and, ultimately 

essential. 

Many myths surround the Austrahan landscape, although only recently has the 

desert rivalled the bush for its central role. Myths, while inevitably necessary, 

are rarely benign. Many of them legitimise landscape destruction and, in the 

AustraUan setting, the crime of the coloniser, landscape theft. Austrahan writer 

Vance Palmer was insightful when he argued that people 'cannot feel reaUy at 
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home in any environment until they have transformed the natural shapes around 

them by infusing them with myth' (Palmer cited in Ward, 1958, p. 235). The 

tools (ideas) that affect that transformation are argued shortly. 

Mythologies of landscape will remain with us while ever human survival is 

dependent on our physical environment. The imponderability of our existence in 

the natural world provides its unceasing fuel. Variously the resulting myth might 

embody the transmogrifying desert; the paradise rainforest; the 'noir' city; or the 

'wasteland' of suburbia as a way of symbolically resolving our fantasies and 

fears about these landscapes. In the Austrahan context, as this Chapter has 

shown, landscape myths draw always back to what Paul Carter (1988) argues as 

the 'strangeness of our origins' (p. 60). 

Like any myth, the bush legend draws on established, extra-Austrahan 

mythologies as mediated by prevailing local cultural conditions. A variety of 

ideas underpin the bush legend such as the moral superiority of the rural over the 

urban, building nation by shaping land, the right, even need, for occupation in the 

face of'primitive' indigenes and elevating physical hardship to 'godly' 

achievements. These ideas can be resolved into a single mythology; that of 

'nationhood' realised through landscape. Rather archly, Stuart Cunningham 

(1978) terms this 'geography as epistemology' (p. 39), elaborating it as a 

'reversion to a version of nineteenth-century pastoralism - knowledge is in nature 

and only the correct sensitivity and awareness will unlock its secrets' (p. 39). 

In academic imagination, AustraUa is often joined with Canada and the United 

States as 'frontier' and 'wilderness' landscapes. These landscapes are set in 

comparison to the European 'pastoral'. Although the term frontier has a 

distinctly American resonance, its imagery of colonisers pitted against nature and 

indigenous people has local relevance 
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I am not arguing here that the 'pastoral' is ^significant in Austrahan landscape 

imagery, although in its hteral representations, it is in decline. Many films, 

especially from the silent period, use images of fertile, rural landscapes to present 

the possibility of a homely, agricultural life. 

The Sentimental Bloke (dir: Raymond Longford, 1919), for example, concludes 

with the Bloke, Doreen and their baby gazing from the safety of their verandah to 

the flowering apple-orchard landscape of their farm. More recently Babe: the 

Gallant Sheep Pig (dir: George Miller, 1995) creates a hteral bricolage of 

pastoral imagery; a lush rural landscape filled with English elements and 

American accents. Both of these films, and other created objects that evoke the 

pastoral, reflect the following conditions described by art historian, Luba 

Freedman: 

The pastoral atmosphere of these .. .works is created by an iconographical combination of a 
specific type of landscape, the locus amoenus, with a specific type of human figure, a 
shepherd. He brings to nature a harmony not present before. In each cast the combined 
landscape and shepherd create the ideal expression of a special kind of dream (1989, p 196). 

It is on this basis that the careers of the (shepherd) Austrahan actors, Chips 

Rafferty, John Hargreaves and Bryan Brown have largely been made. 

The American director Robert Altman, argues that an experience of wilderness is 

essential to the formation of a frontier culture. Quite hterally, you need to be at 

the edge of something unknown to you, but not, of course, to its indigenous 

people. Altman offers this account of Austrahan filmmaking, made in the mid-

eighties when films such as The Man From Snowy River (dir: George Miller b. 

1943, 1981), Mad Max series (dir: George Miller b. 1945, 1979, 1981, 1984) and 

Naked Country (dir: TimBurstall, 1984) had recently been released: 

It appeals to Americans, and even more to Europeans since they don't have a wilderness 
any more. The biggest wilderness in Central Europe is a vineyard. .. .It's difficult for a 
Hungarian to deal with the Aleutian Islands, but natural for an Australian to set a film in 
the bush. That's why you [Australians] make frontier films (Altman cited in Hamilton 
and Mathews, 1986, p. 48). 

î i 



the 'lie' of the landscape 

Altman's identification of Australia as a frontier culture is echoed by Ross 

Gibson (1994) who argues that landscape is cast in film as 'an awesome 

opponent, rather than in pastoral terms as a nurturing mother' (p. 50). 

Roughly 50 years earher, the historian Russell Ward attempted to account for the 

stereotype of the stoic, resilient bush character in a demanding, often hostile 

landscape. This work was titled The Australian Legend (1958) indicating how 

aware he was of the fabulous dimensions of this persistent mythology. In this 

work, Ward insightfully traces the development of the bush legend and its human 

personification, the bushman, through the nineteenth century. Initially, the 

bushman described a very specific group of Australians, namely rural employees 

such as drovers, stockmen, station-hands and boundary riders. In this way it had 

an overtly industrial overtone that related directly to the economic structure of a 

colonial economy based on primary production. The making of this group of 

agricultural workers into a representational legend comes in the early twentieth 

century at a time when, ironically, technological and social changes were 

reducing the significance of the rural workers it embodied. As Ward (1958) 

argues: 

Just when the results of public education acts, improved communications, and 
innumerable other factors were administering the coup de grace to the actual bushman of 
the nineteenth century, his idealised shade became the national culture-hero of the 
twentieth (p. 12). 

The Austrahan bush legend, which depends on often semi-nomadic workers 

employed at the edge of the settled landscape, is different to the American 

experience in one key element which persists in both societies and is reflected in 

the cultural productions (notably film) of both. Ward quotes American historian 

Carter Goodrich who contrasts the fertile American frontier 'settled' by small, 

individual farms using family labour. In contrast, the marginal suitability of 

most of the Austrahan landscape for European farming, necessitated large 

holdings dependent on employed agricultural labour. Goodrich uses these 

conditions of landscape to explain that 'the United States owes its individuahsm 

largely to its small man's frontier ... [while] Australia owes much of its 
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collectivism to the fact that its frontier was hospitable to the large man instead.' 

(Goodrich cited in Ward, 1958, p. 227). 

Hyperbole aside, Goodrich's analysis explains several landscape representational 

tendencies in Austrahan film. The first of these is the earher mentioned 

'shepherd'-actors (Rafferty, Hargreaves and Brown) who are big characters, 

typically caught up as policeman, drovers or station-managers in a collective 

landscape frontier. A related genre is the 'male-ensemble' film of which Sunday 

Too Far Away (dir: Ken Hannam, 1975) and Wake in Fright (dir: Ted Kotcheff, 

1971) are the exemplars. In this genre, the landscape is shown a brutal and 

antagonistic mimic of the combative masculine relations in frontier settings. 

As this discussion has made clear, the tenacity of a mythology is not dependent 

on how contemporarily truthful it is, although it must have some historical basis 

that is recognisable as vaguely 'real'. A myth and its physical expression 'the 

image', come to prominence at exactly the time when the hteral phenomenon is 

in decline. A common war cry against the tenacious bush legend has been that 

AustraUa, as the most urbanised country in the world, should be free from such 

an unrepresentative mythology. It is, of course, precisely at the point of 

Austraha's urbanisation, that the bush legend emerged as powerful and 

necessary. 

The point about a national mythology, like the bush legend, is not to directly 

assault its concrete logic but approach it obhquely in terms of the demands of 

new cultural conditions. The bush legend, is not historicaUy 'wrong' because it 

is a white, mascuUnist mythology but equaUy it is not 'right' as a representation 

of contemporary sub/urban AustraUa. 
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Bush mythology (not to be confused with landscape mythology) is a tenacious 

but fading remnant of the pohtical economy of Austraha's colonial history. Out 

of its logic, landscape imagery was developed that, unless you completely agree 

with Adorno's argument that history arises from discontinuous breaks, is 

culturally embedded. The bush mythology and the process of its dismantling 

offer another useful narrative concerning the relativism of our own work, so 

seemingly right to us and so completely contextual. 

Ideas to Carry Forward 

Faced with the uncanny Austrahan landscape, their displacement and the 

violence of colonisation, white Australians enacted, at the settlement of 

Austraha, a series of landscape hes, or more generously, myths. These continue 

to allow us to refuse, permit, embrace or distance 'Austraha' as we collectively 

and individually need. I suggest that the most critical Austrahan landscape 

myths are terra nullius; home, the uncanny and the Picturesque, the redemptive 

desert and bush legend. 

Myths derive from cultural conditions, usually at the historic point when those 

conditions materially disappear. This fact does not make myths less real. Myths 

are idealised projections of cultural values and act as release-valves in the face of 

the failures of 'real' history. They are, with physical data, what we use to 

mediate our existence in space. 

Myths are both source material and warning for the designer who desires an 

audience for their work, beyond just themselves. 
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What we do have is a unique cinema which is free of plot and full of 
character and rather odd. Bob Ellis (cited in Hamilton and Mathews, 
1986, p. 151). 

When you feel you are on the edge of the world, which Australia is 
in a sense, looking out at the rest of the world, you receive that 
story through television and film. Baz Luhrmann (cited in Riley, 2002, 
P.1)) 

Outline 

Sylvia Lawson, film critic, essayist and a member of 

the Lawson family1, remembers herself, in late 1950s 

Austraha, absorbed by 'poetry, leftish journalism and 

European movies' (Lawson, 1982, p. 21). She was, 

despite her own family's literary heritage, 'unaware 

that my country had ever had a feature film industry 

at all'(Lawson, 1982, p. 21). 

Chapter Map 

Landscape in a 
'National Cinema' 

e Inversion 

« Paranoia 

• Grotesquerie 

« Amnesia 

One film that she was slowly (rediscovering was The 

Sentimental Bloke (dir. Raymond Longford (1878¬

1959), 1919) which was based on a screen adaptation by C.J. Dennis of his The 

Songs of a Sentimental Bloke (1915). 

1 Syliva Lawson (1932-), essayist and film critic, is a great-granddaughter of Louisa Lawson and great-niece 
of Henry Lawson, both prominent Australian writers. 
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Lawson's left wing politics had been sharpened by post-war, neo-realist 

directors, especially the Italians Vittorio De Sica and Roberto Rossellini. Then-

work, which exposed the structural inequalities in Italian society, awakened 

Lawson to 'some of the life of a past urban Austraha, and some of the old, 

everlasting urban-rural tension,... transmitted to us fresh and whole [in the films 

of Raymond Longford]' (Lawson, 1982, p. 21). In quelling what Lawson 

describes as her generation's 'ingrained contempt to everything local' (Lawson, 

1982, p. 21), she came to realise that 'here [Austraha] as elsewhere, movie

making had been ahve and very well indeed' (Lawson, 1982, p. 21). 

As Lawson and her generation watched these films, elsewhere in Sydney, 

Raymond Longford was nearing the end of his life. Longford had left the film 

industry in 1943 for a variety of reasons and spent the following years working 

on the wharves until his death on 2 April 1959. His life had been full of creative 

achievement as well as professional and personal distress. Though he had long 

left the film industry he died 'still calling himself "the sentimental bloke'" 

(Screen Network Austraha, n.d.). 

The historical revision of Longford, which began in the late 1950's, pinnacled in 

the establishment in 1968, by the Austrahan Film Institute, of the annual 

Raymond Longford Award for contribution to the Austrahan film industry 

(Austrahan Film Institute, 1999). Longford is now a touchstone of Austrahan 

cinema. As well as the AFI award, an annual lecture is sponsored in his honour 

by ScreenSound Australia, the national Austrahan archives of film, television 

and radio. Even Fox Studios has named a production stage after Longford at 

their Sydney studios. Ironic, given that it was the stranglehold of United States 

producers that caused the collapse of the Austrahan industry, and in part 

Longford's career, during the 1930s. 
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The story of Sylvia Lawson and Raymond Longford is emblematic as an account 

of Austraha's film industry and, by extension, the wider culture. It contains 

those qualities that fuel the landscape myths in Chapter 2 The 'he' of the land: 

inversion; paranoia; grotesquerie and amnesia. 

The obvious questions that the meeting of Lawson and Longford pose are now 

settled in Austrahan history. Longford is secure as the 'most adventurous and 

capable of Austrahan film directors' (Screen Network Austraha, n.d.) enhanced, 

no doubt, by the genuine poignancy of his life. 2 Lawson's discovery of the 

intellectual and creative value of Austrahan films is now broadly agreed at least 

in critical, i f not box-office, terms.3 

In other ways, the couplings of these two Austrahan cultural figures remain 

discordant and destabilising. Why was Longford refused in his own country for 

so long? How could a United States media conglomerate (Fox Studios), which 

partially defeated his career, acknowledge him now? What place do American 

cultural mythologies have in Austrahan cultural life? If issues of the bush and 

city raised by both Longford and Lawson are settled, what landscape myths 

permeate contemporary Austrahan film? 

2 Longford's personal and creative partner Lottie Lyeli died prematurely in 1925 leaving Longford to lead 
the next 34 years of his life increasingly depressed at the Americanisation of the Australian film industry 
and his own poverty. He was replaced by Australasian Films (the distribution and exhibition 'combine' 
which propelled the collapse of local film production by 1930) as director of For the Term of His Natural 
Life (1927) in favour of the American Norman Dawn. In compensation, Longford was offered other 
Australasian Films projects, but ultimately his contract was allowed to expire without renewal (Pike and 
Cooper, 1980). 
3 During my undergraduate student years in the late 1970's, the test for acceptability of a film was its 
European, preferably French origin. Undergraduates I teach today cite plot and Hollywood genre not 
national cinema as the basis on which they choose to see a film. This impression is confirmed by survey 
data in Accounting for Tastes: Australian everyday cultures (Bennet, Emmison and Frow, 1999). 

Of the total Australian box office in 1999, 3% was for admission to Australian films. Australian films were 
9% of the total offering (24 out of255). The percentage of box office during the same period in France for 
local films was 30% and 18% in the United Kingdom (Verhoeven, 2000). 

The latest available figures for 2000 show an increase in box office takings for Australian films at 8% or 
$54.2 million (Home grown films a hit, 2001). A suite of unusually popular films may account for these 
figures {Chopper, Looking for Alibrandi, The Dish and The Wog Boy). 
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Sylvia Lawson, though not in response to these specific questions, provides a 

reasonable answer in her claim that the film industry in Austraha is part of a 

cultural dialectic of'authentic and inaufhentic' (Lawson, 1982, 23). We move, 

she is arguing, through bound, repeated patterns in cultural production: more 

local/more international, more urban/more suburban, more outback/more coastal, 

more white/more black. It is my task in this Chapter to elaborate how. 

Key Questions 

Taking motifs of inversion, paranoia, grotesquerie and amnesia that infiltrate the 

landscape myths of Chapter 2 The 'lie' of the landscape: 

1. What is the history and logic of Austrahan film? 

2. How does it privilege landscape? 

3. Where does film intersect with Austrahan self-identity, and through this, 

designed landscapes? 

Commentary 

Inversion 

Serge Grundberg, writing in the prestigious film journal Cahiers du Cinema, 

delivers a familiar, partially justifiable, left hook to the Austrahan film industry 

(he means the rest of us really, cowering in our seats). Austrahan films have, he 

says: 

... all the ingredients of'Australian neurosis': a fascination with violence that never 
takes place; vast empty spaces; and the ultimate 'moral' of the story: that all roads lead 
nowhere. (Grundberg, 1994/95, p. 28). 
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Grundberg is not alone. Similar criticisms about the creative and 

representational qualities of Austrahan films can be found from the earhest years 

of cinema to date. Consider these responses from 1919,1988,1996 and 2000: 

... we have not glimpsed half the marvels of our Blue Mountains, of our vast forests, 
our terrible deserts? Unknown journalist, 1919, (cited in Moran and O'Regan, 1989, p. 
22) 

Australian films are middle-class and middle-aged. Actor, John Hargreaves (cited in 
Jacka, 1988, p. 68) 

Never mind the quality, feel the gum trees. Critic, Greg Battye (1996, p. 41) 

Are their navel-gazing horizons so low and unimaginative that they can't see that there 
is a wide range of contemporary Australian stories to tell? Cinephile, Marina Maxwell 
(cited in Urban, 2000a) 

These perspectives rely on remarkably consistent criticisms. According to these 

views, Austrahan films and their makers somehow 'miss the point' through a 

stupefied recounting of the surface details of Austrahan life. The criticism is that 

Austrahan film 4 represents Austraha as a singular, easily distilled entity. 

Austraha, according to these commentators, is proposed as a series of simplified 

images: ubiquitous landscape and complacent social relations in technically 

unimaginative narrative form. Bob Ellis suggests a basis for this view when he 

suggests that Austraha is an 'interesting, little, provincial country with a lot of 

healthy cynicism about itself, its leaders and others. There's not much more we 

can say about ourselves.' (Ellis cited in Hamilton and Mathews, 1986, p. 151). 

Ellis' argument is based on the 'upside-downness' or inversion of Austraha and 

its cinema. This inversion is familiar to us from Chapter 2 where we saw the 

persistent, though often repressed, anxiety of ourselves as colonisers of the 

Austrahan landscape. I want to bring this anxiety crisply back into view before 

4 What constitutes Australian film is less obvious than may first appear. Issues of co-productions (The 
Matrix, Moulin Rouge), foreign productions dealing with Australian subjects (Walkabout, Where the Green 
Ants Dream, On the Beach), local productions featuring 'non-Australian' narratives (Babe) complicate 
definitions. In terms of this project, no singular definition of Australia is advanced except at the most literal 
level of geography. Film images of Australian landscapes by both national and international filmmakers are 
considered and images by 'Australian filmmakers' are not necessarily seen as more illuminating. For 
example, the social realist tradition of the British documentary maker John Grierson (1898-1972) influenced 
directors, writers and producers who worked on the nation building films of the late 1940's and 1950's 
(Bitter Springs, The Overlanders, The Back of Beyond, Jedda). 
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considering how it shapes the 'image machine' that is the Austrahan film 

industry and, therefore, reverberates through our understanding of landscape, and 

through it, cultural identity. 

Essayist, John O'Carroll (1999) presents an account of 'Austraha' as an 

inversion in his article Upside-Down and Inside-Out: Notes on the Australian 

Cultural Unconscious. Taking the ancient Greek geographic categories of 

'island' and 'continent', O'Carroll (1999) argues that Austraha is 'neither island 

nor continent, both island and continent, Austraha appears as a sort of category 

error. ... [with] plants that are neither ahve nor dead, both ahve and dead' (p. 22). 

In other words, Austraha inverts and subverts ancient concepts of geography that 

motivated the voyages of exploration of our 'age of reason' colonisers.5 From 

this view, Austraha emerges as a place where inversion or paradox is the 

defining condition of identity. As O'Carroll (1999) cleverly reminds us, 'We 

have forgotten that we were remembered. They [Dutch, French and British 

navigators] searched high and low for the great southern continent...' (p. 23). 

I have just universalised the experience of non-indigenous Australians, arguing 

that inversion is central to the condition of being Austrahan. While 

Aboriginality is often argued in terms of a seamless, authentic relationship to 

landscape, the imposition of white colonisation means that Aboriginal people 

have experience of a decentred identity too. Colonisation is both a process of 

shaping something new and a forced forgetting of something old. How 

perplexing for Aboriginal people to see real things (never-lost creeks, waterholes, 

outcrops and gorges) 'discovered' and renamed in a foreign language (Enghsh). 

Inversely, how strange to watch men feverishly seeking the long-gone inland sea. 

'You whitefellas,' says Raelene (who chooses to be known by her given name), 

5 An example of this is James Cook's genuine admiration for Aboriginal people and his simultaneous 
incapacity to see them as 'civilised' because they did not live in permanent, agricultural settlements (see 
Chapter 2 - The 'lie' of the land). 
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an Arrernte elder, 'you kept finding things as if you thought we never knew they 

were there' (personal communication, May 7, 2000). 

Consistently, the condition of being a white Austrahan is seen by local and 

international commentators as 'disoriented, lost, estranged, and alienated' 

(O'Carroll, 1999, p. 19). In more thoughtful analyses though, the 'uncanny' 

Austrahan landscape hes at or just below the surface, interminably unfinished. It 

is reasonable to argue that the specific claims to identity raised by the 'great 

Austrahan landscape tradition' of late nineteenth century landscape painters 

(revisited in film in the costume dramas of the 1970's) are now resolved, at least 

in their own terms. However, landscape as the deeper process of estabhshing 

belonging is ever continuing. Contemporary Austrahan painter Mandy Martin 

suggests that'... as a genre in itself, it [landscape] was pretty well and truly dead 

a long time ago, but in terms of a vehicle to raise other issues I think there's still a 

lot of potential there.' (Martin cited in Copeland, 1998). 

So all Australians, white coloniser, other immigrants and indigenous people, 

participate in the specific inversions that come into being with the formation of 

the nation-construct that is Austraha. This is inescapable in our uncanny 

colonisation. Perhaps, it is also how we are anthro-biologicaUy encoded to think. 

Although I have used Freud's definition of the uncanny to describe our sense of 

an unstable external world, it is the condition of our interior psychology that has 

ultimate sway. It is not just that our experience of the outside world is strange 

but that we remain always strangers to ourselves. Our complex cognitive tools, 

perceptual abilities, paradoxical embrace of binary oppositions and dichotomic 

splitting creates an ability to think that is 'both perpetuating and limiting' 

(Khutsishvih, 2000). What is, at the end, strange for us is that we can never leave 

the nagging voices of these modes of thought behind. 
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Whatever position we take up, whether we argue that an inverted Austraha 

comes through our patterns of thought or historical conditions (more likely both) 

there is sufficient cultural evidence that governments, industries, practitioners 

and audiences construct Austraha as 'different'. This does not mean that there is 

a common view about what Austraha 'is' or how is should be represented. Nor 

am I suggesting that a homogenous view is even possible. Austrahan 

practitioners in film and landscape have always moved through ideas of 

representation, exphcation and transmogrification to create a vast number of 

Australias. How these play out in a sample of Austrahan films and designed 

landscapes form Chapters 5-8. 

How then does a creative environment that perceives itself as inverse approach 

the internationally dominant mode of production. In this case, what is the 

Austrahan film industry in the face of Hollywood? 

The power of the United States film industry is demonstrated by the existence of 

the reactive concept of 'national cinema'. This term of resistance is defined by 

Tom O'Regan (1996) as meaning relations between: 

.. . on the one hand, the national fihn texts and the national and international film 
industries and, on the other hand, their various social, political and cultural contexts (p. 
1)-

American cinema (Hollywood), under this definition, is rarely considered a 

national cinema.6 Instead, it provides the normative model of a corporatised, 

high-investment industry against which government assisted, low -budget 

national cinemas struggle to 'tell their own stories'. What national cinemas 

mostly have in common is that they are not American for how else could film 

industries as diverse as Italy, Sweden, Taiwan, Brazil, Austraha and Iran exist in 

the same definitional category? 

6 The parts of the American industry that can be considered national cinema are minority filmmaking such 
as Native American and public broadcasters or specialist genre such as experimental short films. 
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National cinemas are both fact and myth, serving to reaffirm the reahty of our 

powerlessness in the face of American cultural interests, and our scab-tweaking 

masochistic pleasure at that fact. Nor has Hollywood ever been as impermeable 

to Austrahan film professionals as we sometimes like to imagine. In this project, 

the vahdity of national cinema as an industrial concept is not at issue. Rather, 

identification as a national cinema suggests that at least some parts of a cultural 

elite want to see or create Australia as different. A key measure in estabhshing 

this difference is our allegiance to inverted, real and imaginary landscapes. 

The films that are the subject of this thesis are termed narrative feature films. 

This is partially a technical definition relating to their length (greater than 60 

minutes duration) as defined by international film archival conventions. 

However, the term also refers to exhibition conditions; they are the 'feature' of a 

film program. Finally, the term narrative (which is more fully explained in 

Chapter 4) links them to popular film conventions estabhshed by Hollywood. 

While I have just asserted that national cinemas are a reaction against American 

film hegemony, they are, in this way, also deeply structured by it. The love/hate 

relationship that Austrahan intellectuals have towards Hollywood is a mix of 

nationalist race-memory about how Americans ruin everything (the Austrahan 

film industry by 1930, forcing Chips into a pony skin, cowboy vest, making a pig 

speak 'transatlantic') and the spehbinding allure of American productions. Even 

the most anti-American film enthusiast rarely eschews American cinema entirely. 

And how could an advocate of Austrahan cultural resist a luridly popular 

hegemonic American film? 

For my purposes, the important point that Tom O'Regan makes in his definition 

of national cinema is that it is somehow engaged in the process of identity 

formation. This is not to say that the form of this national identity is agreed or 

even that ah players in the industry are interested in estabhshing a common 
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definition. He is arguing though, that the uniqueness of a national cinema comes 

from its intersection with its own culture(s)7, the structure of its industry and the 

patterns of its international relationships. 

A pre-condition of a national cinema is a sense that somehow Hollywood fails to 

meet the cultural needs of a country. In Austraha, this behef is deeply held and 

regularly surfaces in any dialogue about the future of the local industry. Andrew 

Urban (2000a), the creator of the influential Austrahan cinema web site 

Urbancinefile opened a conversation on the future of the film industry in late 

2000 re-stating the objective of the industry as 'telling our own stories with our 

own voices'. However, this rationale of self-representation as the logic for an 

Austrahan film industry is not fresh, recurring from the 1920's onwards. 

Explicit in the desire to represent Austraha is the behef that we have something 

to say which is unique, although who 'we' are may be a very fluid definition at 

any given time and certainly over time. Imphcit in this statement, which usually 

appears in bids for greater government assistance to the film industry, is the idea 

that ' i f we don't make Austrahan films then no-one will ' or the more resistant 

stance that Austrahan films can act as an antivenene to the snakebite of 

Hollywood. As a British immigrant to Austraha, Andrew Urban (2000a) is able 

to argue that: 

Australia can stop feeling culturally threatened by Americans or anyone else . . . . Take 
it from a migrant who sees it more objectively, this is a robust and unique society that 
can withstand celluloid imperialism. 

The 'race memory' in film and other Austrahan cultural productions that I 

referred to earher, sees American interests as largely antithetical, even 

carcinogenic, to an 'authentic' Austraha. Film industry analyst, Liz Jacka 

identifies this fear as one of a series of attitudes that inform Austrahan 

7 The use of the 'postmodern plural' recognises that national cinemas are funded to address perceived 
cultural imbalances. Where government funded national cinemas exist in liberal democracies they tend to 
reflect limited benevolent support of indigenous, women and other minority material and filmmakers. 
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government policy . In Australian cinema. An anachronism in the 1980's 

(1993), Jacka analyses a series of government reports and industry submissions 

produced in the 1970's and 80's finding in them the fohowing common 

assumptions: 

Australia is a unified entity. 

There is an essential Australian-ness which can be captured in an 'Australian look'. 

There is a difference or set of differences, which marks Australia off from other 
nations and Australians from the people of other nations. 

These differences are more significant than the differences within Australia. 

Foreign or imported material is somehow harmful or pernicious and encourages 
'cultural dependency'. 

Australians need to 'see' themselves in order to form a 'cultural identity' and become 
'culturally independent'. 

If Australian nationals (or residents) have creative control over production of 
films/programmes, this will help to ensure the 'Australian look' (p. 110). 

Despite what is generally argued to be a current retreat in government support, 

the Austrahan film industry is still structured around these ideas. They come 

from a sense of Austraha as different. More than this, they hide behind a sense 

of Austraha as culturally inverse. From these precepts stems the paranoia, 

grotesquerie and amnesia that are the following themes of this Chapter. 

Paranoia 

A few years ago A B C Radio National ran a short story competition as part of its 

Summer Breakfast series. Designed to elicit stories of'sunscreen, surf and sand' 

the entries were instead preoccupied by much darker themes. Characterised by 

quahties the host, Peter Thompson, described as 'typically Austrahan - modest, 

cynical, self-effacing and more than a little paranoid' (Thompson, 1998), the 

stories offered a much more complex commentary on Austrahan life than the 

joyful, beach imagery Radio National had envisaged. 
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Paranoia or the 'tendency on the part of an individual or group toward excessive 

or irrational suspiciousness and distrustfulness of others' (Merriam-Webster, 

2000) is deeply ingrained in Austrahan pohtical history of both the right and left. 

Examples of paranoid pohtical events include the legislative enshrinement of the 

White Austraha Pohcy from 1901, anti-Communist Act and Referendum 

proposal of 1950-51, the so-called 'Greek Conspiracy'8 trial of 1978-82 and the 

periodic rise of reactionary pohtical campaigns from the late 1980's onwards, 

such as ' Joh (Bjelke-Peterson) for P M (Prime Minister)' and Pauline Hanson's 

'One Nation'. 

Pohtics is not the only area of Austrahan culture affected by paranoia. As a 

process within an Austrahan context, pohtics shares in the values of the wider 

culture. Trawling through the events of the last century of Austrahan 

filmmaking yields similar paranoid intrigues. The American film industry, 

especially its arms of distribution and exhibition, has always been posed as the 

greatest threat to Austrahan films; although many a critic and audience have been 

tempted to blame this on the quahty of the films themselves. It is certain that the 

silent film industry in Austraha was destroyed by the increasing American 

control of exhibition of local films from 1915. This, combined with the rise of 

American film production in the wake of the collapse of European film making 

in World War One, contributed to the grim statistic that between 1906 and 1928, 

150 feature films were made in Austraha in contrast to the handful of features 

between 1928-1970 (Austrahan Film Commission, n.d.). 

However, America was not the only colonising interest to produce what the 

Austrahan director Ken G. Hall {On Our Selection, Tall Timbers, The Squatter's 

Daughter) called our 'county cousin' (Hall cited in Dermody, 1982 p. 42) film 

industry. As a result of the findings of the 1928 Royal Commission into the 

Austrahan film industry, the distribution of British films in Austraha was 

8 The so-called Greek Conspiracy Trial concerned allegations about organised rorting of social security by 
members of the Greek community in Melbourne. These allegations were disproved. 
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guaranteed as a means of protecting the economic and cultural interests of the 

empire, and Austraha as a loyal subscriber to those interests. So Austraha was 

suspended between the economic power of the American industry and the 

reinforcement of British cultural values. 

Like most paranoia, the catalyst for suspicion is often based in reality, although 

the drawing of this into a systematised resistance often conveniently forgets 

complex details. As former United States President Bi l l Clinton often espoused, 

'the devil is in the details' thereby confounding simple narratives of cultural 

victor and victim. The ideas we have seen earher in this Chapter constituting a 

'national cinema' tend to rely on a history of American cultural colonisation. 

Critics such as Tom O'Regan want to apply a finer analysis, citing the movement 

of ideas and personnel between Hollywood and the Austrahan national cinema. 

In his Australian National Cinema (1996), O'Regan argues that 'There is an 

Austrahan dialogue with Hollywood. To be sure this is an asymmetrical 

dialogue, but a dialogue none the less.' (O'Regan, 1996, p. 133). O'Regan cites 

Geoffrey Wright (Romper Stomper) and Baz Luhrmann (Strictly Ballroom, 

Romeo + Juliet) as examples of directors whose filmmaking comes through a 

more dialectical engagement with Hollywood, than an Austrahan 'national 

cinema'. 

Viewers of the Austrahan Film Institute televised awards ceremony in 1999 were 

treated to a version of this conversation in the oppositional positions taken by 

actors Bryan Brown and Russell Crowe. Brown (Breaker Morant, The Empty 

Beach, Dead Heart) praised participants in the Austrahan film industry who 

choose to remain largely in Austraha working in our national cinema. His 

arguments pictured the Austrahan industry as unique, vulnerable and deserving 

loyalty. 'Defection' to America was materiahstic, base, even verging on 

treachery. Crowe (Romper Stomper, The Sum of Us, Spotswood), whose 

international career has embraced Hollywood, responded angrily arguing for a 

borderless global industry with 'creative quahty' and 'opportunity' the criteria 
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for participation. The argument between Brown and Crowe took on a more 

personal and less rational character at the after-Awards party, but nevertheless 

the two positions had been well stated. 

When cultural analysts Susan Dermody and Liz Jacka pubhshed The Imaginary 

Industry: Australian Film in the Late 80's (1988), their focus was on a decade of 

film-making marked by attempts to gain a greater international audience for 

Austraha films. If the 1970's could crudely be described as the years of 

government funded filmic nostalgia9 (Picnic at Hanging Rock, Gallipoli, Breaker 

Morant), the 1980's (post-1983 especially) saw many productions prematurely 

developed largely to attract '10BA' tax concessions10. 

Regardless of the funding changes between the two decades, Dermody and Jacka 

repeat in their 1988 pubhcation the 'industry-pole' analysis proposed by the 

authors in their analysis of the 1970's film industry revival, The Screening of 

Australia (1987). Shown below, the 'industry-pole' model proposes 

dichotomous sets of film discourses that act as opposed hghtning rods in the 

Austrahan industry. The effect of these 'industry-poles' is to both organise and 

polarise views in a formalised version Bryan Brown and Russell Crowe's AFI 

Award night conversation. 

9 Phillip Adams, who has a long history as a producer in Australian film, television and advertising 
production (We of the Never Never, Lonely Hearts, Kitty and the Bagman), remembers the 1970's film 
industry revival as: 'From these beginnings in 1970 we have had a nationalised film industry. . . . As a 
result, the sorts of scripts that were put up to government bodies tended to reflect well on the country. . . . 
On another level we were creating a landscape in which we could make films. ... We began cautiously and 
slowly by recycling our national myths.' (Adams cited in Hamilton and Mathews, 1986, p. 82). 

1 0 10BA provisions under the Income Tax Assessment Act (1936) provide incentive to private investors by 
allowing accelerated tax deductibility of investment funds in Australian film and television productions. 
During the mid-1980's the scheme was subject to considerable rorting and has subsequently been wound 
back with mixed industry and investor reaction. 
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INDUSTRY-l BSDUSTRY-2 

Socially concerned Social concern is not the business of film; 

entertainment is 

Search for an Australian identity Australia is part of the world; 'national 

identity' is regressive 

Lettish Labor No political affiliation; but more likely non-

Labor 

Modestly budgeted films with a message Anti-message-films as being audience 

'downers' 

Interested in other arts, literate, middle- Anti-snobbery, anti-art, parading working 

class, university-educated class origins 

Film-buffery Anti-art-film 

Anti-film-industry monopolies both Pro-Hollywood - 'they do it bigger and 

locally and overseas better; we can learn from them' 

In favour of government regulation of For the 'free market' 

industry 

Anti-cultural imperialism 'Cultural imperialism? Never heard of it' 

Cultural and political benefits for film not Bums-on-seats; box-office dollars 

necessarily quantifiable 

(Jacka, 1988, p. 75) 

Industry-pole 1 in this model reflects a defensive paranoia that marks it as part of 

a nationahst discourse. However, whether it is the resistance of individuals like 

Raymond Longford and Bryan Brown, or the assertion of the uniqueness of 

Austraha through imagery of its landscapes, perhaps paranoia can be more 

positively cast. Rather than seeing it solely as a reactive condition, born out of 

imagined or real inferiority, contemporary paranoia might have a positive use in 

our image rich age. Mark Dery (1999) in The Pyrotechnic Insanitarium: 

American Culture on the Brink argues that paranoia acts as a 'magic spell, ... an 

incantation that wards off iriforrnation madness by organizing every scrap of the 

free-floating data assaulting us into an impossibly ordered scheme' (p. 7). 
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The magic spell, to take Dery's image further, shdes along a continuum from 

protection to assault. Film paranoia, which is part of the rationale of the 

Industry-pole 1 national cinema, is usually cast as a protective spell with 

ingredients of state funding, regulation and concessions to private investment. 

Other paranoias, arising from crises in identity (personal, local, national), tend 

towards much more destructive incantations aimed at a hypothesised antagonist. 

Aboriginal people, Asian and Middle-eastern immigrants, the poor, adolescents, 

the elderly and gays and lesbians are frequents targets of paranoid assault. How 

this is concretised in film and designed landscapes can be found in Chapter 5 -

Landscape as Absence. 

Grotesquerie 

Journalist and writer11 Marcus Clarke (1846-1881) wrote the following 

description of the Australian landscape in his forward to the collected works of 

poet, Adam Lindsay Gordon (1833-1870): 

...In Australia alone is to be found the grotesque, the weird, the strange scribblings of 
nature learning how to write. Some see no beauty in our trees without shade, our 
flowers without perfume, our birds who cannot fly. But the dweller in the wilderness 
acknowledges the subtle charm of this fantastic land of monstrosities. He becomes 
familiar with the beauty of loneliness, whispered to by the myriad tongues of the 
wilderness he learns the language of the barren and the uncouth ... (Clarke cited in 
Copeland, 1998). 

A century after Clarke's death, poet Ania Walwicz wrote with equal passion, 

though less affection: 

Australia 
You big ugly. You too empty. You desert with your nothing, nothing, nothing. You 
scorched suntanned. Old too quickly. Acres of suburbs watching the telly. You bore 
me. Freckle silly children. You nothing much. With your big sea. Beach, beach, 
beach. I've seen enough already. You dumb dirty city with bar stools. You're ugly. 
You silly shoppingtown. You copy. You too far everywhere... (Walwicz cited in 
Gunew, 1990, p. 103). 

" Although Clarke earned most of his income from journalism he is best know for his epic, fictionalised 
account of convict life, For the Term of His Natural Life (1874). Film versions were made in 1908 and 
1911, although the most famous is the 1927 fdm directed by Norman Dawn. Apart from the controversy 
surrounding the ousting of Raymond Longford as director (see Footnote 2), the film is significant for its 
special effects and its lavish budget of50,000 pounds at a time when the average local budget was 2,000 
pounds (Pike, 1980). 
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Of the two writers, Clarke alone uses the word 'grotesque', elaborating its 

meaning by his use of the terms 'weird', 'strange', 'monstrosities', 'loneliness', 

'barren' and 'uncouth'. Walwicz's Australia, for reasons perhaps of style (and 

bricks through the window), avoids the use of the word grotesque but captures 

images that make complete sense in Clarke's terms. The grotesque is similarly 

persistent in criticism of Austrahan film where concepts such as misery, void, 

implosion, and loathing are persistent across generations of filmmakers and 

genres of films: see Rummery (1988) Morris (1989), Rattigan (1991) and Quinn 

(1995). 

The grotesque as contemporarily understood is a loose term, lacking a constant 

meaning (Johnson, 1972), though no less powerful in effect for this 

^conclusiveness. As with other aesthetic terms, the filter of nineteenth century 

scholars fractures the concept into pseudo-scientific analytical utilities. John 

Ruskin, for example, develops a complex categorisation of the 'Fantastic 

Grotesque', the 'Symbolical Grotesque' and 'Complete Grotesque' (Landow, 

n.d.). His scholarly efforts to rationalise an essentially a-rational idea speak to 

the potency of the grotesque and the simultaneous feelings of repulsion and 

attraction that its appearance evokes in both creator and audience. 

Ruskin's theorising of the grotesque also acts to hide its initial, hteral meaning 

which has a particular affinity with one version of Austrahan landscape imagery 

in film and designed place. In its original meaning (1561), a grotesque is ' A kind 

of decorative painting or sculpture, in which portions of human and animal forms 

are fantastically interwoven with flowers and foliage.' (1978). This meaning 

finds its perfect mirror in many landscape depictions in Austrahan films of the 

1950s where character and landscape are sinuously bound protagonists. A 

specific example of this can be seen in the film personae that Austrahan actor 
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Chips Rafferty1 2 consistently adopted, leading Stuart Cunningham to observe that 

he was 'a figure fashioned out of a particular landscape; he 'stars' only insofar as 

it also stars' (Cunningham, 1987a). 

In Austrahan landscape design, a similar tendency can be found in simulations of 

naturalness that act to anchor and legitimise certain human actions in their 

Austrahan context. Austrahan landscape design has only recently shifted to an 

emphasis on the highly visible hand of the designer, through a focus on hard 

materials and incorporation of often text-based art works. The longer standing 

tradition is naturahstic, emulating the look of a genericised Austrahan landscape 

(muted, monotone, slightly bedraggled). Rarely, despite surface appearances, 

does naturahstic designs attempt to emulate the ecological form of vegetation 

indigenous to that particular site. 

To extend Cunningham's 

metaphor, two 

commensurable 'stars' 

emerge in these landscapes; 

the form of the landscape 

itself and the patterns of 

participants use. Striking 

examples of naturahstic 

landscape design are easily 

found and are illustrated in 

FIGURE 3.1 Native vegetation used for picturesque 
effect, Parliament House in Canberra (Boden, 
2002). 

these examples ah taken from Canberra: the fringe of native planting encircling 

Parliament House, the Sculpture Garden, National Gallery of Austraha and 

Eucalypt Lawn, Australian National Botanic Gardens (FIGURE 3.1). 

1 2 Australian character actor, born John William Goffage in Broken Hill, NSW in 1909, died in Sydney in 
1971. As 'Chips Rafferty', he starred in 20 films from 1941-1971 including The Overlanders, Bush 
Christmas, Bitter Springs, King of the Coral Sea, Kangaroo and Wake in Fright. The symbiotic 
representation of Rafferty and the Australian landscape is considered in Chapter 7 Landscape as nation. 
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In settling on a definition of the grotesque, I want to draw on both Joyce Carol 

Oates in Reflections on the Grotesque ('the grotesque, that it is both "real" and 

"unreal" simultaneously' (Oates, 1993)) and Wolfgang Kayser (1963) in The 

Grotesque in Art and Literature ('the estranged world'). Oates and Kayser are 

careful to include not just the grotesque qualities of the work of art, but its 

impacts on an audience who frequently feel simultaneously aroused, disturbed, 

exhilarated and threatened by the 'unresolved clash of incompatibles in work and 

[my emphasis] response' (Johnson, 1972). The grotesque destabilises our sense 

of the world we think we know and points to a world in which we fear we cannot 

hve. 

In international cinema, the grotesque is predominant in expressionist, surreal, 

noir, fantasy and science fiction genres. Ironically (and inversely) these are the 

weakest genre in Austrahan cinema, which is dominated by classical Hollywood 

narrative with melodramatic tendencies (see Chapter 4). A common site for the 

grotesque in international film is the carnival or theatre where reahty is 

unmasked revealing a strange or abhorrent world. Hitchcock uses this device 

repeatedly in films such as The Thirty-nine Steps (1935) Spellbound (1945) and 

Strangers on a Train (1951) to create noisy, visually disturbing imagery that 

destabilises the surface order of the world. In contrast, the grotesque in 

Austrahan films is very commonly built through the image of silence. James 

Bogle's version of Tim Winton's gothic novella, In the Winter Dark (1998), is a 

fine recent example of a quietly terrifying filmic silence. 

As described in Chapter 2, Michael Cathcart argues that the metaphor of silence 

is key to Austrahan identity and emerges from the arid conditions of much of the 

landscape. He speaks of the isohyet (line connecting equal points of rainfall), 

which shows the agriculturaUy fertile areas of the country (Cathcart in Copeland, 

1998). While ecologically dry areas sustain rich biota, the recognition of these 

subtle eco-systems requires sensitivity often lacking in non-indigenous 
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Australians. Cathcart's point is that the physical conditions of Austraha propose 

a metaphoric silence. Through the variety of our cultural practices (artistic 

representations, government pohcy, demography) we meet this silence with 

avoidance, transcendence or transformation. 

As cultural practices, Austrahan landscapes and films acknowledge this 

grotesquerie of silence too. For example films such as Dogs in Space (dir. 

Richard Lowenstein, 1986) and Babe: The Gallant Sheep Pig (dir. George 

Miller, 1994) minimise references to their Austrahan locations and through this 

internationalisation avoid specifically 'Austrahan' questions. Their landscape 

corollary can be seen in broad commercial sweeps which feature 'rolled-out' 

landscapes as commercial adornments 

(FIGURE 3.2). 

In other examples, landscape is a 

transcendental setting where spirituality 

is released and deepened. The film 

genre that most eagerly embraces 

transcendental silence is the 'road 

movie', and not for the protagonists 

alone.13 Jacka and Dermody summarise 

and parody the genre as 'Man + Car + Outback = spectatorial bliss' (Jacka and 

Dermody cited in Morris, 1989, p. 125]. In Backroads (1977), director Phil 

Noyce estabhshes a plot and visual narrative where silence is both the cause and 

release of the suffering of white Jack and indigenous Gary. The two men steal a 

car, alcohol, clothes and rifles, fleeing the silence of western New South Wales 

1 3 The 'road movie' is a film genre where the emotional development of the protagonist/s is mirrored in a 
literal journey, most commonly by car. Its deepest origins lie in the ancient narratives of questing, which 
often involved an arduous journey by the hero. This film type is pre-eminently a Hollywood genre 
reflecting American affluence, distance and the consequent dominance of the car. For similar reasons, the 
road movie is common in Australian film although I am also using the genre at its broadest to include 
journeys by horse (The Overlanders), foot (Walkabout) and bus (The Adventures of Priscilla Queen of the 
Desert). 

r 

FIGURE 3.2 Entrance to Epping 
Plaza Shopping centre featuring a 
rolled-out landscape (Landscape 
Australia, 1997, Vol. 19 No. 3). 
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for Sydney. The opening 

scenes of the film set up a 

landscape narrative in 

support of the characters' 

journey. Filmed as if 

shot from the window of 

their stolen Pontiac 

Parisienne, a landscape 

transect moves from dry 

plains, grasslands, 

settlements and country 

towns, through forests to 

the sea. Noyce subverts 

this imagery in the films conclusion as Jack is arrested for murder and Gary is 

shot by pohce, hardly experiencing either the ideahsed city or the sea. 

FIGURE 3.3 Sculpture by the Sea, a cultural event 
framed around its landscape setting at Sydney's eastern 
suburbs beaches (Boden, 2000). 

Landscape design evidences a range 

of strategies to deal with the 

grotesque silence of the Austrahan 

landscape by enhancing it as a 

spiritual experience. These 

strategies are both broad-scale, for 

example site selection (FIGURE 

3.3) , and fine-grained, such as the 

selection of plant materials for their 

cultural 1 associations (FIGURE 

3.4) . In Fern Garden, National 

i 

FIGURE 3.4 Olives, rosemary and cypress 
used for their cultural associations, 
Hellenic Memorial, Anzac Parade, 
Canberra (Boden, 2002). 
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Gallery of Australia, Fiona Hall transforms and transcends the spatial, aesthetic 

and microchmate hostihty of the courtyard formed by recent building extensions. 

Using the form of the unfurled tree fond with its archetypal spiral form, Hall 

layers conversations of change, renewal and birth in a previously dead, silent 

space (FIGURE 

3.5). 

Throughout our 

white history, 

schemes to 'bring 

life' to arid 

Austraha have 

tantalised with their 

promises of 

' greening' the FIGURE 3.5 Fiona Hall's Fern Garden, National Gallery of 
Australia, Canberra draws on botanical imagery (Boden, 

deserts into 1999). 

agricultural 

productivity. These schemes have been filled with engineering dreams of dams 

and irrigation systems where technology ultimately breaks the silence of aridity. 

However in contrast to the 'greentopia' of an irrigated inland, artistic 

representations of the silence of arid Austraha tend to be bleak. In these images, 

landscape no longer equates to nature but is mediated by technology, and 

threatening technology at that (Rummery, 1988). The most common 

technological invader is the car although here, the transcendental road movie 

takes on a more sinister cast with vehicles either breaking down or developing a 

life of their own as in the Mad Max series (dir. George Miller, 1979, 1981 and 

1985). Either way, the transcendental experience of landscape is sabotaged for 

the protagonists who now desperately struggle for a compromised survival. 

Larger threats than the car also feature in Austrahan films from the late 1970s 

into the 1980's, with frequent images of nuclear risks, environmental accidents 

B99B 



an 'odd' cinema • 3B 

and military spy technologies. In many ways, these threats replace the natural 

phenomena of fire and flood depicted in films from the 1920s to 1950s, although 

they offer the potential to destabihse the world, not just a locale. Films such as 

The Last Wave (dir. Peter Weir, 1977), Heatwave (dir. Philhp Noyce, 1982), 

Where the Green Ants Dream (dir. Werner Herzog, 1984) and Backsliding (dir. 

Simon Target, 1991) offer images of silence transformed into a cacophony of 

anguished destruction. 

In complete contrast, 

images of the 

transformation of the 

silence of arid Austraha 

also occur in both film and 

designed place narratives 

where questions are opened 

up in dialogue, so to speak, 

with that silence. The 1954 

docu-drama The Back of 

Beyond (dir. John Heyer), 

FIGURE 3.6 Handmade tiles and local stone decorate a 
well in a community landscape project in Marree, 
South Australia (Boden, 2001) 

which is considered in detail in Chapter 8 Landscape as Hope, does this by 

presenting several narratives of life on the Birdsvihe Track in central Austraha. 

These form a series of conversations with and about the landscape, humanising 

its silence into something manageable. Some 50 years after the making of The 

Back of Beyond, a community art installation in Marree, at the start of the 

Birdsvihe Track in South Austraha, explores historical and contemporary 

narratives of water and human occupation of that landscape (FIGURE 3.6). 

While Cathcart's silence emerges from a hteral dryness, it can be used as a 

metaphor in the context of the specifics of white colonisation as well as a more 

universal human ahenation from nature. So in a contemporary way Nadia Tass' 

Amy (1998) does much the same thing for Melbourne as The Back of Beyond 
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proposed for the centre, creating a series of visual and narrative experiments with 

various real and fabricated Melbournes. In both cases, the directorial position is 

to encourage both on-screen and audience dialogue. 

Richard Weller and Vladimir 

Sitta are creating a similar 

process in their landscape for 

the Museum of Austraha. As 

much as it is a landscape 

event in itself, this design 

opens up questions about 

what it is to be 'Austrahan'; 

in fact what 'Austraha' is 
FIGURE 3.7 Richard Weller and Vladimir Sitta's 

(FIGURE 3.7). The controversial landscape at the Museum of Australia 
. . 14 (Boden, 2002). 

inevitable controversy 

about the appropriateness of the design and the success of its physical reahsation 

does not diminish these very central questions. In their anti-modern stance, 

Weller and Sitta are not proposing an authorised version of Austraha and the role 

of its National Museum. However, in their post-modern orthodoxy, multiple 

transformations are encouraged by a plethora of forms, allusions and materials. 

In this example, grotesquerie or 'the estranged world', might just be the 

compliment the designers are seeking. 

Amnesia 

The Council for Aboriginal Reconciliation commissioned a survey of Austrahan 

attitudes to reconciliation in March 2000. The findings, from the 14 focus 

1 4 See Bull, C (2002). Landscape, museology and alliance: Landscape for a neat account of the 
reverberations in the Australian design community 
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groups analysed, showed that while Austrahans feel regret at the mistreatment of 

Aboriginals in the past, they do not hold Aboriginal people today in high regard. 

The Council's proposed draft document for reconciliation was seen by many of 

those surveyed as a 'risky document' (Barrett, 2001), which could easily lead to 

claims for financial compensation. 

Jackie Huggins, an Aboriginal member of the Council for Reconciliation, 

responded to these findings with regret: 

There is an absence of mind here. There's a temporary amnesia. Australia is a country 
in denial. It's a country in denial about its history, about the racism and the stereotype 
... perpetuated about indigenous people (Huggins cited in Barrett, 2001). 

This denial of history is not unique to Austraha, although the tensions in a post-

colonial nation are distinct. There is, to begin with, the ̂ compatibility between 

the views and practices of the indigenous people and their colonisers in every 

aspect of hving. The coloniser (in contrast to the explorer) comes with a distinct 

purpose of benefiting from the land and resources of its indigenous people. 

Colonisation is reinforced by the technological superiority of the coloniser and 

supported by their singularist (only one way to do things) and universalist (this 

way is good for all) ideology (Galtung, 1994). Since land and its resources are 

the real prize, indigenous people who have a greater level of landscape/human 

symbiosis are especially vulnerable. 

In their complete identification with landscape, the fate of Aboriginals has 

mirrored the impacts of colonisation on Austraha's ecology. So the historical 

facts that: 

within 12 months of colonisation half of the indigenous population of the Sydney area 
was dead after contracting European diseases (Council for Aboriginal Reconciliation, 
2000) 

and 

only 30 % of Australian vegetation appears unaffected by colonisation (Leigh, Boden 
andBriggs, 1984, p. 30). 
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are part of the same, not differing, stories. In Austraha, there are various 

documented responses by Aboriginals to colonisation ranging from violent 

resistance to toleration. These stories, which have been worked into many 

cultural forms,1 5 are affecting16 but inevitably not part of the dominant cultural 

discourses of 'Austraha'. From the white perspective, exploitation of landscape 

has meant that both the land and its first occupants have been crudely positioned 

as either allies or obstacles to Europeans and, imphcitly, national progress. 

Aboriginal people are frequently forgotten in film and designed landscapes, or 

when remembered, done so as antagonists. From the pop-eyed villainy of the 

Aboriginal tribe in The Romance ofRunnibede (dir. Scott Dunlap, 1928) to the 

bloodied axe of Jimmie Blacksmith (The Chant of Jimmie Blacksmith, dir. Fred 

Schepisi, 1978) are representations of Aboriginal people that are consistent for 

their lurid, ridiculing or anthropological tone. 

Some of the chronic positions are also unmasked in protracted planning disputes. 

A noted example of this is the conflict over conservation pohcies for Goonininup 

or the Swan Brewery in Perth. The site has a complex built fabric reflecting its 

successive uses as a ration station, mill, store, tannery and brewery. It is also a 

resting point in the journey of Waugal or Rainbow Serpent (Valuing Cultures, 

1993). Cultural intersections such as this are an encapsulated history of 

landscape colonisation. But in this case, the historic built environment is argued, 

by Aboriginal people, to be interfering with their cultural practices? Whose 

values should prevail? How does a truth-based planning culture value myth? 

The sort of amnesia that allows white Austraha to engage selectively with 

Aborignal people (art is good, but not land claims) extends to other people in the 

1 5 Images of Aboriginal resistance by Aboriginals people are especially strong in popular art forms such as 
song (especially country and western, acoustic and rap), illustration, craft and community theatre. 
1 61 am aware that creative work by Aboriginals fulfils a special role within their own cultures of' keeping us 
strong' (Watson, 2001). My comments here are not intended to devalue this. 
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community whose hold on power is also provisional. These include groups like 

the aged, young children and especially teenage youth who offer great 

possibilities for economic exploitation but are given little return investment. 

Landscape design can, in instances, offer a lot in terms of recognising the 

existence and needs of diverse communities. However, at times, because of the 

specifications of the brief, budgetary restrictions and, sometimes the aesthetic 

preferences of the designer, this will be limited. Just like a film, a designed 

landscape cannot be about everything. Still, at these points, it is wise for a 

landscape architect to consider who and what has been forgotten in their work. 

Christine M . Boyer in The City of Collective Memory : Its Historical Imagery 

and Architectural Entertainments (1994) argues that: 

To neglect history, to neglect memory, that which is owed to our ancestors, is then to 
deny oneself; it is to begin suicide (p. 16). 

This warning sears through frequently casual, unwillingness as designers to 

concern ourselves about the details of history. The film convention of the 

knocked-out character mmbling back to consciousness is a useful metaphor for a 

tendency in Austrahan design practice. 'Where am I?' says the onscreen victim, 

'What's happened? Oh - my head!'. As practitioners in Austraha, we need to 

remember more about the historic conditions and pre-conditions of our nation. 

Once we hold those memories, we need to think into them with more criticism 

and hope. 

Ideas to Carry Forward 

The Austrahan film industry is a national cinema supported by government to 

'tell our stories in our own voices'. This current history, from the 1970s revival 

onwards, tends to obscure the international prominence of the local industry 

before its collapse in the late 1920s. Austrahan cinema intersects in range of 
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ways with the American 'Hollywood' industry, including employment, co-

production and investment. Austraha also provides a cheap, high-quality 

production environment for American studios and an affluent, though small 

market. 

Both American and Austrahan producers recognise that, even with virtual 

technologies, Austraha's diverse physical landscapes offer unique film locations. 

Austrahan filmmaking takes this further, drawing on the long tradition in all art 

forms of landscape as a cipher for white experiences of colonisation and 

settlement. Landscape representations made out of this history are shadow lands 

that are usually hidden in the everyday. They reflect the aesthetic (grotesquerie), 

geo-pohtical (inversion), psychological (amnesia) and metaphoric (paranoia) 

conditions of our colonisation. They tell a complex story, but we might, as both 

citizen and professional, be mindful of what gets left out. 
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A work of art is a lie which reveals the truth. Pablo Picasso (cited in 

Quotes, n.d.). 

A film is a landscape. Jean-Paul Sartre (cited in Faulkner, 1984, p. 16). 

Outline 

When people talk to me about this project, their responses divide (seemingly 

equally) between those who agree with Sartre that 'a film is a landscape' (Sartre 

cited in Faulkner, 1984, p. 16) and those who prefer to 

fasten onto differences in the function of 'real' and 

'film' landscapes. 

Chapter Map 

These differences turns on how an audience uses a 

film in contrast with how participants experience a 

designed landscape. In these general conversations, 

films are seen as solitary cocoons of pleasure1, while 

the experience of exterior landscapes is argued as 

communal. When pushed a little further in these 

discussions about being in a public space, people often 

Making landscapes 
and film: 

What is Narrative? 

The Grammar of 
Film and 
Landscape 

Worlds of Theory 

My Termite: 
'Contextual 
Poetics' 

Is a Landscape 
Quite Like a Film? 

'As filmgoers we intuitively recognise our own 'scopophilia' (desire to see) as described by Sigmund Freud 
and taken up by film theorist Laura Mulvey (see Smelik, n.d.) who argues that Hollywood films work 
through our narcissistic and voyeuristic tendencies. The eroticism of the darkened cinema, ambience of 
plush seating and 'choc-top' oral indulgences make for a highly pleasurable, sexualised experience. We 
both voyeuristically watch events befall others on the screen and narcissistically self-identify with 
characters. 
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elaborate that their sense of aloneness is defined by the imminent presence of 

others. This is what ultimately defines their experience of physical landscape as 

collective.2 

People holding this view often go on to argue that, even though the majority of 

their film viewing in the company of others (both friends and strangers), they 

enter a private dialogue with the film's narrative, characters and effects. Post-

film discussions, they say, are evidence of this. Amidst the conflicting 

perceptions of others, you will wonder if you have even seen the same film. In 

our everyday lives, they will say, we don't tend to talk about landscapes in the 

same way and certainly without the same degree of intensity as our responses to 

films. So why put them together in one project? 

This question, in this interested and well-meant conversation, deserves a serious 

response. 

Behind the argument that film and landscape are diverse experiences he certain 

assumptions about the respective form of these creative products and how this 

influences their reception. Our experience of film is governed by the conditions 

of its production (What stories get told; by whom and how?), distribution (Who 

has access to the film?) and exhibition (Where and under what conditions is the 

film shown?). What meaning we give to a film is formed by these external 

conditions and the internal content of the film. Seeing a film at a pubhc cinema 

is a social act where we enact both intimate and pubhc rituals. At the same time, 

even watching a film in pubhc allows a private dialogue between an individual 

and the on-screen world. This point should really be made more forcibly 

because, as Christian Metz puts it, our role as an audience is to 'watch and help' 

(Metz cited in Turner, 1993, p. 112) a film into life. 

^The 'common-sense approach' that film is private and landscape public or collective is not generally 
reflected in intellectual analyses (see Bennet, Emmison and Frow, 1999). 
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Designed (public) landscapes are pre-eminently social spaces. Their most basic 

function is to allow interaction between people in a shared physical space. These 

interactions range from patterned and repetitive to random and unique. 

Experience of designed landscapes is also individual. We develop intensely 

personal, idiosyncratic attachments to landscapes; a particular seat, a tree, the 

quahty of hght at a certain time of day, an individual sequence of observations 

on a walk to work.3 We also, in a looser way than film, 'watch and help' a 

designed landscape into life. In this, we are advantaged by the permanence of a 

landscape's physicahty and its availability to us. From this account it seems that 

our responses to film and landscape are both collective and individual. At times 

or in contexts, we privilege one more ardently over the other. As outlined earher 

in Chapter 1, an extensive literature relation to landscape, context and meaning 

exists within the disciplines of geography, history and design. 

The focus of how recipients of landscape in design and film make meaning is 

taken up in the philosophical inquiry of reception aesthetics. In its selection of a 

hypothesised audience, this philosophical approach sMfts interest away from the 

process of creation by an auteur towards the audience as a creator of a kind. 

However, the limits of focussing exclusively on recipients are clear. Firstly, a 

linear relationship is implied between the creator, work of art and the audience. 

This paradigm credits the creator as a 'complete author' stuffing the work of art 

full with meaning. A strand of film theory, 'auteurism', credits the director with 

the privilege and responsibihty of creating a film's meaning. This is in the face 

of the literally hundreds of personnel who work on a single feature. In landscape 

architecture, the usual approach (more than a theory) suggests that the designer is 

the creative centre of the work. The audience's task, in both film and designed 

3'Place' literature, as it can be termed, has proliferated as part of the post 1980's public history movement. 
The privileging of'ordinary' lives is a feature of this literature. Born out of oral histories where 
professional writers interviewed, transcribed and presented people's accounts of their own lives, the 
tendency now is for subjects themselves to produce their own work in their own words. Developing 
alongside these personal accounts in Australia is a literature attempting to identify how attachment to 

• 109B 



'a film is a landscape' •4B 

landscape is to decipher the codes of the created work, adjudicate on success of 

the creator and shp into the sensuous rewards of the work of art. 

No audience, however, can ever be authoritative under this scenario because 

there is no unambiguous object (either film or landscape). As Heidegger (1971) 

showed, all analyses of a prosaic object such as a jug (scientific, aesthetic, 

functional) cannot capture its 'jugness'. The ineffable quahty of the jug is, 

according to Heidegger, lost in reductive analyses that always start from the 

point of defining the boundaries of their area of concern. Heidegger points to the 

limits of this, reminding us that 'a boundary is not that at which something stops 

but... the boundary is that from which something begins its presencing' 

(Heidegger cited in Johnson, 1994, p. 387). In other words, a boundary is a 

space for colliding worlds. 

Reductive analyses, which have been framed in landscape architecture in the 

(pseudo-scientific) quantification of landscape preferences and aesthetic values, 

have plagued the profession since the late 1960's. This was at its worst in the 

assessment of landscape preference where subjects are tested to reveal then-

aesthetic preferences. Apart from its dubious science (what sort of science is it 

to show a sample audience slides or photographs of landscape), popular 

preferences are a very thin basis for landscape planning. Quantification of 

human landscape attachment has done little to protect specific landscapes 

popularly deemed to hold low aesthetic value (grasslands, deserts) or elaborate 

human attachments to them. Its great advantage is the generating of pseudo-

knowledge, protected by the opacity (to the uninitiated) of its statistical methods. 

In film, by comparison, audience responses are used in the narrow process of 

test-screenings designed to achieve maximum market acceptance and therefore, 

landscape is experienced by Anglo Celtic whites, European and Asian immigrants and Aboriginals. Peter 
Read's (2000) Belonging: Australians, place and Aboriginal ownership is the exemplar text. 
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profitability. This might produce a cultural 'dumbing down', but at least this 

testing is dehberate in its focus. 

Post-structural theory correctly, in my view, identifies these linear exchanges as 

over-reductionist and not able to account for the plethora of meanings that can be 

taken from a film or designed landscape. Taking Roland Barthes' aphorism that 

'the object I read is founded by my intention to read' (Barthes cited in Holhday, 

1993, p. 3), Peter J. Holhday in Narrative and Event in Ancient Art (1993) 

develops a triangular model of meaning. He argues that: 

... critical attention is less centrally pegged to the issue of absolute intention or 
meaning than to a shifting triangle of the ongoing process of negotiation between the 
work, its maker (artist or patron), and its audience (p. 4). 

In the sweep of the previous paragraphs the receiver of a film (the audience) and 

designed landscape (participant) have been cast in a number of relationships to 

the work of art. The most extreme of these is where the audience/creator divide 

is collapsed and the creator becomes the cipher for communal expressions. 

Community participation in design processes is an example of this with the film 

equivalent being the film making co-operatives founded in the 1960s. 

In accepting Holhday's useful description of creator, work and audience I want 

to place my emphasis not on his triangular relationship but, using Holiday's own 

words, the 'ongoing process of negotiation' (p.4) that it implies. It is impossible 

to fix the proportions of the locus of control within a given work of art. 

Elaborating these mechanisms is possible; fixing them in formulaic relationship 

is not. In other words, the answer to the question of the role of the audience is 

that there is no generic answer, pnly a process which can account for the limitless 

meanings we can attach to works of art, in this case films and landscapes. 

In this dehghtfuhy unstable triangle, the role of the artist (whether landscape 

architect or film director) and audience is to contribute and receive. We have 
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seen Christian Metz describe how a film audience watches and helps cinema into 

form. The Mexican architect, Luis Barragan, imagined his audience as a good 

companion and integral to his practice. The director or designer moves in 

advance of their audience taking up the space where humans and the natural 

world 'wear on one another' (Mugerauer, 1994, p. 69). It is this friction that 

flares into new works. 

At this point I want to leave an exphcit consideration of film and landscape 

audience, although with an understanding of their ever-present making of 

meaning and (metaphorically) objects. Instead, in this final of the four 

introductory chapters, ideas about landscape, film and Austraha (as a cultural 

identity) are joined by ideas from Chapters 1-3, to outline a project methodology. 

This Chapter also has the task of explaining the joint presence of film and 

designed landscape in the same project and how the 16 film and designed 

landscapes in Chapters 5-8 will be approached. To do this I need to estabhsh 

how images of landscape are held in film and designed landscapes and offer my 

view of the similarities and differences in this process. Later in the commentary, 

the vahdity of using films and landscapes as cultural evidence, rather than self-

reflexive dialogues, is raised. 

Key Questions 

1. Is it useful to consider landscapes in film and designed landscapes in the same 

project? What are the points of confluence between the two forms? Where 

are their differences? 

2. What are the technical mechanisms that influence the form of designed 

landscape and film? 
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3. How are landscapes and films to be understood? What relevance does this 

have to landscape architectural practice? 

4. What is the method for approaching the landscape samples of Chapters 5-8? 

How can it be defended? 

Commentary 

Any two elements, when considered together, spark considerations of how they 

are the same and what the differences between them might be. But there is a step 

before this if they are not usually considered together, and that is, why put them 

in the same sentence at all? To my knowledge, this is the first project that looks 

at constructed images of landscape in Austrahan feature film and designed 

landscape. Earher cited studies have dealt extensively with the representation of 

landscape in Austrahan film (Faulkner, 1984), (Ryan, 1998) and (Wright, n.d.), 

joining a critical hterature on the same theme (Collier and Davis, 1991), (Gibson, 

1992,1993,1994), (Haynes, 1998), (Molloy, 1990), (Turner, 1986) and 

(O'Regan, 1996). Analyses of the relationship of architecture and film are more 

frequent, though usually these are accounts of urban or suburban form as settings 

for cinematic action (Higham, 1999) (Neumann, 1996) and (Wright, 1995). Less 

common are experiments by academics, in both landscape architecture and 

architecture, in using film processes and techniques as creative models in studio 

based teaching (Conkright, 1996 and Bruns, 2001). 

This project is motivated by two objectives, although their easy separation on 

paper does not reflect how they do or should exist in professional practice. The 

first is to contribute to the theoretical constructions that we, as landscape 

architects, have of the Austrahan landscape. The second is to raise issues of 

professional agency, another way of terming the development of a critical culture 

internal to landscape architecture as advocated by Catherin Bull and Libby Ward 

(2000). 
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Images in landscape architecture are often stereotypes that we perpetuate 

(sometimes perpetrate) in our teaching and design. However, this is not a 

position taken up only in landscape architecture. Austrahan film, because of its 

formal techniques (detailed later in this Chapter) and an almost obsessive 

preoccupation with national identity advocated through landscape, presents itself 

in a similar way. 

Film provides me with an additional advantage, in that I operate professionally 

outside that idiom while, as a citizen, I am an insider in terms of decoding the 

images of landscape presented in film. The production of a film is a lengthy 

process similar in many ways to the duration and complexities of creating a 

landscape. While individual directors, cinematographers, screenwriters, and 

production designers shape the aesthetic take of the film, the process of 

reahsation and reception is always collective. 

Landscape architecture is similar in that the creative figurehead of the designer is 

an influential but not deterrnining part of the constructed design, let alone its 

interpretation. In many ways the landscape architect is more distanced by the 

process of construction, as much because of Austraha's general avoidance of the 

design-construct model of professional 

practice. The consequences of this type of 

disjuncture, and they are not always 

negative, can be seen in these two 

examples from contemporary landscape 

architectural design. 

American landscape architect and 

installation artist, Gary Dwyer, proposed a 

ceremonial garden as part of his landscape master plan for Shakopee 

FIGURE 4.1 Detail from Shakopee 
Correctional Institution showing 
labyrinth and maze (Dwyer cited in 
Greiner, 1992, p. 68). 
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Correctional Institution, a women's prison (FIGURE 4.1). It consisted of 3 

linked mazes designed to provide metaphorical and actual experiences of choice-

paths taken by women prisoners. Some paths lead to 'freedom' (as Dwyer terms 

it), some to further confinement and some remain as unchosen possibilities. The 

scheme reflects Dwyer's behef that landscapes should offer 'encouragement, 

ceremony and celebration' (Dwyer in Greiner, 1992, p. 67). The form of the 

maze most obviously suggests (to those familiar with it) the hedge mazes of the 

sixteenth and seventeenth centuries with their classical prototype of the labyrinth. 

Dwyer also includes forms from local Native Americans such as the seven-path 

maze, which represents their traditional process of decision-making (or at least 

Dwyer's representation of it). 

Many questions flow from Dwyer's design. Does space determine behaviour? 

Can a landscape achieve such cathartic changes in individuals that mean 

recidivism rates reduce? Is the interpretation of indigenous culture by a non-

indigenous designer legitimate? What will general community reaction be to 

such a proposal in a prison setting? What ecological fit does this proposal have? 

Wul women prisoners perceive this landscape as ennobling or taunting? Can 

lucid geometry in plan view be 'read' effectively 'on the ground' in its three 

dimensions? What whl the design cost to construct and maintain? 

These questions have their place in attempting to understand Dwyer's scheme 

and, ultimately, contribute to a decision on its suitability for implementation. 

While at different stages I would ask them too, what interests me here are the 

forms that Dwyer has chosen. Why has he taken the exotic labyrinth as his 

central form? What references are there to the local ecology of the site? Why is 

he privileging and re-interpreting indigenous culture? In other words, what 

questions are being asked and propositions put about landscape and human 

attachment in this work? Finally who will make this design with its arcane 

references and restricted-access location, hve? 
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My second example is a recent landscape project located adjacent to the 

forecourt of the Chifley Library, The Austrahan National University (ANU) in 

Canberra. As an undergraduate at the A N U in the early 1980s I, like everyone 

else, made an obvious short cut to the Library (FIGURE 4.2). It was a long 

estabhshed, though informal, route because it made sense. In landscape 

architecture, it is what we so tellingly call a 'desire-line', a path that reflects 

where people want to go as opposed to the designed circulation system we want 

to impose on them. Sometimes in landscape architecture these expressions of 

ordinary use are co-opted into a design solution in the hope that such recognition 

of existing spatial practices will support the new scheme. This assumes that 

existing spatial patterns are uncontested by different users and uses. 

aw 
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FIGURES 4.2 (left) & 4.3 (right) Informal, direct path is replaced by formal, landscape 
event, Australian National University, Canberra (Boden, 1999). 

Early in 2000, landscape works (FIGURE 4.3) were constructed next to the 

informal path. These consist of a new path, wall, planting and sculpture. The 

low brick wall and planting bed now close the option of the unofficial path, or 

make it a much more transgressive decision to use it. And of course, by doing so 
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you are missing out on an 'event in the form of the ambiguous brick-sculpture 

which acts as a portal gate to the scheme. It doesn't matter that the historic path 

led logically at one end to the library and at the other to a road exit, events in 

themselves. Now, in the middle of the 'once-was' narrative of going to or from 

the library is an intervention; another 'telling of landscape'. The historic 

narrative of this landscape is lost. In its place is a landscape space that we make 

as it makes us. 

The ideas about landscape (relevance, legibility, permanence, subjectivity) 

evident in these two examples are not unique to landscape architecture. Though 

the designed landscape samples of Chapters 5-8 are literally landscapes, it will be 

soon found that many of them have a skirting relationship with this condition. 

To be physically identified as a designed landscape indicates a dehberate act of 

design but offers no assurance of depth or quahty. 

Landscape, as a construct, saturates film and designed landscapes providing 

setting, metaphor, character, allegory and influencing technical form. This 

supports the obvious point that cultural artefacts are expressions in varying 

media of consistent preoccupations. This estabhshes a parallel relationship 

between media, not, of itself, one of influence. It is not a question of this project 

to try to track influence between film and designed landscapes. Practitioners in 

both disciplines hve in worlds affected and disinterested by the other, as the case 

may be. This is not a biographical study trying to account for the motivation of 

the designers of 16 landscape samples. Nor is it an ethnography of how 

participants bring them to life. What I am seeking to document are four broad 

preoccupations that draw from our simultaneous location within and ahenation 

from landscape. Historically, this is an inevitable by-product of the bringing into 

being of the nation-construct 'Austraha' through colonisation. However, it 

4 This is a very simple but rich example of a type of landscape eventism that draws heavily on the aesthetic 
precedent of the picturesque and its devices of the folly as a technique for shaping visual interest. It is an 
example of'landscape as delight', a construction equally common in landscape design and film, which 
reappears as the subject of Chapter 5. 
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should not be our uncriticised future, an argument that is developed in Chapter 7 

Landscape as nation. 

Using both film and designed landscape is more than just armament to support an 

ethical argument about professional agency. Obvious after even brief inquiry, is 

the remarkable sympathy between the ideas and techniques that motivate film 

and designed landscape. The first, second and third hand conversations I have 

enjoyed with filmmakers during this project have made sense to me as they fell 

into the coded language that familiar conversations do. The overlapping worlds 

of film and landscape architecture are technical and metaphorical. As American 

landscape architect Frans Rip (1995) summarises in relation to analyses of 

designed landscape: 

'I'm surprised to see ... the text metaphor [used] for designed landscape. Given the 
visual predominance of the human senses, wouldn't the film metaphor be more 
obvious?'. 

What is Narrative? 

The films that I am considering in this project are known in the canon of film 

theory as belonging to the 'Classical Narrative System', sometimes called 

'Classical HoUywood System' (BordweUand Thompson, 1993), (Kuhn, 1992). 

Other narrative modes can be found in feature film, but the HoUywood industry 

and national cinemas influenced by it foUow this weU-estabhshed formula for 

'telling a story'. Film theorist, David BordweU (1995), describes classical 

narrative film (often, more simply 'classical film', 'HoUywood film' or 'narrative 

film') as: 

The classical Hollywood film presents psychologically defined individuals who 
struggle to solve a clear-cut problem or to attain specific goals. In the course of this 
struggle, the characters enter into conflict with others or with external circumstances. 
The story ends with a decisive victory or defeat, a resolution of the problem and a clear 
achievement or nonachievement of the goals (p. xiii). 

This definition relies on four conditions: characters, a clear objective, unforseen 

obstacles and a clear outcome, either positive or negative. 
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While narrative is associated with writing, its foundations he in oral traditions of 

storytelling. The intimacy of its origins in the human voice and its clear pre

conditions has made it attractive to other discourses such as narrative psychology 

and naive art. Some architectural and landscape architectural criticism has also 

taken up narrative as a way of deconstructing built form as a spatial sequence not 

just a physical event. In design, the use of narrative is less certainly poised 

between desires for abstraction and hterahsm. This point will be pursued shortly, 

but first, it is important to build an understanding of narrative that draws from 

film. Here I want to consider what a narrative tells (narrative representation), 

how a narrative tells (narrative structure) and the dynamics of narration 

(narrative process) (after BordweU, 1985). These terms could be used in 

different ways in other contexts, but I ask that their shape be acknowledged in 

this piece of work, while of course being free to criticise their definitional 

hmitations. I ask this because the term 'narrative', like 'space', excites intricate 

and reflexive commentaries that belonging to password-protected critical worlds 

Narrative Representation - 'What is a narrative?' 

Earher, I quoted Barthes on the limitlessness and universality of narratives in the 

world. Graeme Turner (1993) elaborates this point, arguing that narrative is 

essential to us as both a 'property of the mind' (p. 71) and as an 'essential social 

function' (p. 71). Austrahan feature film is evidence of this as it is almost 

exclusively gripped by narrative representation of the classical HoUywood type. 

Even minor breaches of this formula cause critical and popular disturbance. 

Peter Weir's Picnic at Hanging Rock (1975) might now be iconic, but on release 

it was criticised for its inconclusive ending. Audiences were confronted by the 

'horror of not knowing' (Royal Melbourne Institute of Technology, 1995), in 

clear breach of the narrative formula. 
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Film theorist, Christian Metz (1974) defines narrative structure in film in an 

unwieldy but clever phrase. Narrative, he argues, is 'a closed discourse that 

proceeds by unrealizing a temporal sequence of events.' (p. 28). What separates 

a film narrative from life is its limited exposure to extra-narrative events (closed 

discourse) and the device of making unreal (or controlling the extent of reahty) 

allowed in. These devices allow an audience to distinguish between reahty and 

narratives told about reahty even when they are presented in a reahstic form. 

IronicaUy, knowing that a film narrative is not real is what aUows us to beheve in 

the cinematic space that it is. 'Realism is not reahty' says Metz (1974, p. 21), 

though it is no less culturaUy influential for that. 

Filmmaker, critic and administrator Ross Gibson (dir. Camera Natura, 1984 and 

Dead to the World, 1990) apphes a Metzian logic to landscape images in 

Austrahan cinema finding that once 'geography is represented and dramatised ... 

it is no longer land. Rather it is landscape (Gibson, 1994, p. 52). This 

transformation is exactly that which exists in landscape architecture as Richard 

WeUer's (2000a) commentary on reahsm and landscape shows: 

Focusing more on bio-physical systems than cultural systems, landscape architecture 
has zealously met the late twentieth century with the true language of'nature'. But the 
true language of nature' is something of an oxymoron for we always put words in its 
mouth. Moreover, we are it, are we not? 

What is true for both film and landscape architecture is that the artificial process 

of landscape is so commonly hidden in simulated reahsm. Many of the 

forthcoming samples show this: the 'reahsm' of the main street (Bent Street, Fox 

Studios, Chapter 6); the 'reahsm' of the outback (Kangaroo, Chapter 6); the 

'reahsm' of the desert (Alice Springs Desert Park, Chapter 5) and the 'reahsm' of 

urbanism (International Gateway, City Link, Chapter 7). 

Narrative Structure - 'How is narrative made?' 

Having developed a workable sense of what narrative is, a few comments are 

needed outlining how it is mobilised in film and landscape architecture. This is 
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the activity of 'selecting, arranging and rendering story material' (Bordwell, 

1985, xi). A set of questions asked about the narrative in a film or designed 

landscape is a way of unfurling the tightly closed bud of a film's narrative. We 

might ask: 'Who chose this story? Why did they choose it? Why have they 

chosen to tell the story in this form? What other story could it be? How else 

might it be told? How many stories are being told? How do these narrative 

layers connect? What of the story are we given? What is missing that we asked 

to give?'. 

The answers to these questions he first in the range of economic, aesthetic and 

legal conditions that estabhsh the production environment of the film or designed 

landscape and then in formal/technical choices. These formal/technical choices 

include (for film) film stock, mise-en-scene, processing, editing, sound, lighting 

and (for designed landscapes) style, access and circulation systems, choice of 

plant and hard materials. Out of literally hundreds of decisions, a narrative is 

carried in a unique way in each film and designed landscape, though antecedents 

are always close to hand. 

This approach to narrative tells a story in itself. It is one of complexity and 

necessity. If we agree with Paul Ricoeur (cited in Linzey, 1988), our own state 

of hving (birth, middle years and death) etches human susceptibihty to narrative. 

Narrative, he argues, attracts us with its 'dialectical tension' (p. 100) between 

good and evil and the seductiveness of its cathartic resolution at the story's end. 

Narrative Process - 'Bringing narrative to life' 

I have, borrowing from both Bordwell and Metz, briefly outlined a definition of 

narrative and listed some of the techniques that bring it into creative reahsation. 

These are now combined into Bordwell's third treatment of narrative as a 

process. This he describes as 'the activity of selecting, arranging and rendering 
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story material in order to achieve specific time-bound effects on a perceiver' 

(Bordwell, 1985, pxi). 

Concentrating on narrative, as an active process, is analogous to the concept of 

landscape developed in Chapter 1. I see both approaches as allowing, even 

demanding fuher practitioner and audience/participant involvement. To see 

landscape and narrative as processes is to accept how we live. A process 

understanding of landscape explains how Anzac Parade in Canberra can be 

alternately or at the same time a sacred national passage and a shortcut for locals 

to the Federal Highway. To see narrative in this way explains how while 

watching Apocalypse Now (dir. Francis Ford Coppola, 1979) your life can be 

changed while you also worry that the choc-top has melted on your white shirt. 

Narrative in landscape architecture and architecture 

Although narrative exists in both film and designed landscape, it is better to 

understand the latter as a metaphor rather than hteral description. A few 

differences between films and designed landscapes suggest this. Both films and 

designed landscapes are space experienced over time, although in film this 

process is much more controlled and linear. It is possible to rewind a film, just 

as it is possible to walk out or go to sleep but the usual experience is to start with 

the opening credits and finish with the disclaimer 'Any resemblance to characters 

either hving or dead etc. . . . ' . This is clearly not so with a designed landscape 

where, even in the most prescriptive environment of the shopping mall or theme 

park, it is possible to pause and re-route. 

Film in this project has been qualified to examples that follow the classical 

narrative code. Austrahan experimental film, such as the imagist work of the 

Cantrills, has been excluded because of its limited popular audience, restricted 

distribution and exhibition and non-narrative form (in the sense of an absent 
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story-line, this does not mean that a critical narrative can't be formed in relation 

to experimental work). 

Landscape design in this project is far less tightly defined. While most of the 

samples are 'authored' by identifiable designers, Reid Street, Wilcannia (Chapter 

6) and The People's Walk for Reconciliation (Chapter 8) are not. The eight 

landscape samples range from the exphcit narrative of Folly for Mrs Macquarie 

(Chapter 8) to the ambiguous brief of the Place of the People Design 

Competition (Chapter 7). For reasons of physical limits of construction 

materials, discipline maturity and practitioner temperament, narrative exists more 

loosely in designed landscapes. The test for its existence needs to be more 

elastic than in film. Sometimes the designer will make the narrative of a 

landscape clear. Signage, famihar imagery and unmistakable access, departure 

and circulation wul be transparent. Sometimes legibility will be enacted by 

participants who make a landscape narrative despite the designer's hteral loss of 

the plot. In both instances landscape narrative exists, although its detection is a 

process of varying difficulty. 

Narrative also works itself into landscape architectural and architectural practice 

as an analogy to the design process. This is a different point from describing 

how narrative functions in design. Rather it is another piece of evidence of how 

enthralled designers are by the practice of filmmaking, with its foundation of 

narrative. John Denton, principal of Denton Corker Marshall sees the analogy 

this way: 

We like to see it as we see a director shaping a film-an idea, an image, a feel; the 
knowledge of every movie he or she has ever seen; the movies already made, the ones 
planned that never happened. There is one script, but within it the subscripts are 
countless. Some will be personal quirks, others wry observations, or obvious and not 
so obvious references. But above all, it must be the embodiment of an idea, or why 
bother to do it at all? And where, in film, the idea must be realisable in that medium, 
so too in architecture the same applies (1996). 

Architectural academic, Michael Linzey (1988) offers another view on narrative 

in architecture in an article on the City-To-Sea Bridge in Wellington, New 
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Zealand. Here, Linzey queries the aesthetic and cultural relevance of narrative 

asking 'Is excessive symbolism proper to architecture ... Is it perhaps wrong for 

architecture to try to tell stories?' (p. 99). In this example of the New Zealand 

Bridge, with its Maori imagery of Maui and his fish, 'wrong' can mean culturally 

inappropriate and aesthetically overloaded, as well as the broader issues of the 

legitimacy of using narrative in the design. 

Despite its limitations, narrative affirms designers as transmitters of cultural 

mythologies. American architectural theorist RusseU Hamlet (1999), suggests in 

an experimental website devoted to narrative in architecture that: 

Many architects have something to say in their architecture, a story to tell. ... They 
often communicate a unifying theme elaborated throughout the 'plot'. Some of the 
story-tellers of our discipline choose to relate the entire story in a single building while 
others 'write' continuing sagas in which each building is a sequel to the last. Others, 
whether consciously or not, allude to earlier work by masters or to vital vernacular 
traditions. The architect's tale can be as captivating and powerful as the writer's. 

Denton, Linzey and Hamlet deploy narrative in a range of ways. These need to 

be understood as separate but overlapping issues concerning the content of 

created works, the process of making those works and the self-perception of the 

architect as director. However, in this project, narrative is not the intention of the 

designer to teU a story or aspiring to act as the (imagined) film director. M y sense 

of narrative, however tentative and unresolved, is taken from within the created 

work. 

Specific discussions of narrative in landscape architecture are uncommon. This 

is not because narrative is not present, but more of a comment about the week 

critical culture surrounding landscape architecture. Earher in this Chapter, we 

saw how Gary Dwyer overlay several narratives in his design for Shakopee 

Correctional Institution. This is an idea pre-figured by Kevin Lynch in The 

Image of the City (Lynch, 1960) where he proposes that urban designs should 

explore the narrative of the 'transparent machine'. Lynch meant by this that 

cities should be made legible in terms of the hved experiences of citizens. 
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It seems easier for landscape architects, who belong to a less culturally hterate 

profession than architecture (comparing professional journals confirms this), to 

identify narrative in projects that exploit obvious iconography. Designs for 

memorials fit easily into this category, hence the following comments by 

landscape architect Alan Berger, on his monument to US Senator, Ernest W 

McFarland: 

'I'm interested in the story telling potential of landscape and how people experience it. 
We see this as a place people will come back to over and over again' says Berger. 
'That's why we wanted the narrative to be like a novel that unfolds over time rather 
than hitting people on the head with the message' (Berger cited in Landscape as 
narrative, 1998, p. 24). 

The cited examples of narrative reveal that some designers regard it as a useful 

way of describing their approach to the built environment. However, is this use 

anything more than a modish adoption of an exotic term borrowed from the 

glamorised worlds of literature and film? What about landscapes that don't use 

obvious story devices such as images borrowed from indigenous cultures or 

defunct histories of a site that remain only in the most faded physical traceries? 

Can ordinary designed landscapes such as car parks, road verges, local parks or 

housing developments be said to be narrative? To answer these questions, I want 

to re-present Metz's definition of narrative and combine these with criteria 

developed by David Bordwell as a guide to the existence of narrative in film. 

Finally, I want to suggest how landscape architectural design might relate to this 

definition. 

As we saw earher in this Chapter, Christian Metz in Notes Toward a 

Phenomenology of the Narrative in Film Language (1974) arrives at the 

definition of narrative as a 'closed discourse that proceeds by unrealizing a 

temporal sequence of events' (p. 28). 

• 125B 



'a film is a landscape' 

The first condition in Metz's definition ('closed') describes the condition that a 

narrative both begins and ends. While the ending may appear inconclusive, often 

deliberately so in films where sequels may be planned, Metz argues that this 

irresolution is always propelled forward, in the imagination of the audience, to an 

end. The narrative itself is always closed, even if in ambiguity. Metz used the 

term discourse to rernind us that narrative is a fabricated structuring of the world, 

recognisable and communicable to those familiar with its language. The verb 

'proceeds' suggests the overall forward, logical momentum of a narrative. That a 

narrative refers to a sequence of events is uncontroversial, however 'temporal' 

here has a dual meaning. Time, for Metz, is both that of the narrative itself (for 

example the telling of the events of 10 years in a single narrative) as well as the 

time taken to tell that narrative. Metz insists on this double meaning, arguing 

that it is what 'distinguishes narrative from simple description ... as well as from 

the image' (p. 18). A description, he argues, creates 'space in time' using a set of 

images (space in space). He gives the cinematic example (p. 18): 

A single shot of an isolated stretch of desert = image 
Several partial and successive shots of the desert = description 
Several successive shots of a caravan moving 
across the desert = narrative 

A narrative is unrealising because, however realistically presented it is, when 

understood as a narrative, it is automatically made unreal. As a narrative, it is 

detached from the real world where random events could lead in many different 

directions. 

The wordiness of Metz's definition can be side-stepped by remembering that this 

is an attempt to describe the form of the narrative not prescribe its specific 

contents. Let's briefly return to the ambiguous ending of Picnic as Hanging 

Rock (dir. Peter Weir, 1975). Audiences ask Ts this murder; were the girls 

raped, who did this?'. This is the film's narrative content; uncertain and 

challenging in the mind of the audience. In contrast, the narrative form of Picnic 

at Hanging Rock moves, as Metz describes, in a closed discourse (the films 
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presents a finite story) that proceeds by unreahsing (we are aware through he 

conventions of filmmaking - titles, credits, we are in a cinema, we know films 

tell stories, this is not our life etc) a temporal sequence of events (the story occurs 

over time and in time). 

Before applying Metz's definition to designed landscapes, I want to borrow from 

the film historian and theorist David Bordwell, who provides a useful checklist 

of narrative in cinema. Narrative, according to Bordwell, exhibits: 

• Spatial and temporal coherence. 
• Strong initial exposition that provides the basis for audience involvement through 

hypothesis forming and subsequent narrative cues. 
• Goal oriented, character based stories. 
• Repetition, retardation, redundancy. 
• Morally polarised, emotionally excessive form. 
• Multiple motivations that generally privileges compositional, generic and realistic 

motivation over devices that expose the narrative process. 
• [C]limax and resolution in the overall narrative structure. (Bordwell cited in 

McFarlane, 1992, pp. 17-18). 

Taking both Metz's definition and Bordwell's elaborated checklist, it is possible 

to see that narrative exists v/ithin everyday designed landscapes beyond the 

hteral imagery of story-scapes such as theme parks or pubhc monuments. To do 

this, requires getting inside designed landscapes, using the analytical tools that 

will be described in the next sections of this Chapter. 

The co-joining of designed and film landscapes in this project might have 

seemed a superficial relationship drawing on the obvious prominence of 

landscape in both. However, this obvious prominence (that of landscape as a 

decorative character) is of least interest to me as a landscape architect. 

The Austrahan landscape is, as critic Sandra Hall argues 'the most vital character 

to emerge in more than 80 years of Austrahan feature filrnmaking' (Hall cited in 

Cunningham, 1988, p. 61). It is, in 'its colours, its hght, its illusion of infinite 

space' (Hall cited in Cunningham, 1988, p. 61), an aesthetic balm that soothes us 
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all. However, our everyday lives are more mess than massage and the landscape 

that Hall is describing is less central than we often fantasise. Instead, a landscape 

narrative drums through the ordinary and the extraordinary. The rhythms I detect 

are those of delight, absence, nation and hope (Chapters 5-8). A way of 

structuring these sounds is needed if anything from them is to be taken into 

practice, and before this, some technical equipment must be found. 

The Grammar of Film and Landscape 

In this section, the grammar or syntax of technical elements that contribute to the 

form of a film and designed landscape is described. The grammar or syntax of 

the 16 landscape samples is shaped according to the theoretical model of 

contextual poetics, outlined in the following section of this Chapter. 

The 'default' of this section is film. This is because its technical components are 

generally agreed and have been intensely scrutinised. Critics of film are as 

excited about technique as filmmaking practitioners. In landscape architecture 

theorising about landscape technology is (but should not be) the dead end of 

practice. Landscape technology is generally presented in technical notes that 

limit themselves to explanations of appropriate materials and procedures. 

Concrete footings never incite critical attention like film stock. Where useful, 

technical and formal devices of landscape architecture are, however, raised as a 

counterpoint throughout this section. 

Most critics and practitioners credit mise-en-scene (literally, to place on stage) as 

the formal element that most distinguishes one film from another. The phrase 

describes 'everything that is in the frame' (Turner, 1993, p. 60) and both drives 

and is driven by the narrative. Borrowed from the theatre, mise-en-scene is used 

to describe the style or look of a film. As such it is an accelerant to the ever-

smouldering embers of film criticism and theory. This is because to offer an 
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interpretation of mise-en-scene is to decide much more than the look of a film, it 

is to propose it's meaning. 

The mise-en-scene of film is reahsed by technical components deployed in 

various combinations. Many of these components, are also found in landscape 

architecture, although here the term 'style' is used.5 Before considering these 

components in film and landscape architecture, the economic foundations of 

mise-en-scene must be considered. Ultimately it is the budget, in both film and 

landscape that exerts an almost intractable creative authority. 

The average HoUywood feature budget is around US$60 milhon in comparison 

with an Austrahan average of AU$3-6 milhon (Bateman, 1996, xiv). Many 

HoUywood features are made with larger budgets and, soberingly, many 

Austrahan productions for less. The Austrahan feature Walking on Water (dir. 

Tony Ayres, 2002) was made, for example, for around AU$1 milhon (T. Ayres, 

personal communication, May 2,2002). Budgets affect aU aspects of production 

from the number of possible locations in a film to its final editing. These 

decisions flow back into funding climates, influencing the prominence of 

particular genres and filmmakers. The Austrahan director, John Ruane (Death in 

Brunswick 1991, That Eye, The Sky, 1994) offers a helpful iUustration of this 

point. Ruane cites the late 1990s vogue for 'love in a shared household' 

(personal communication, January 12,1999) films such as Emma Kate 

Croghan's Love and Other Catastrophes (1996) and Strange Planet (1996) as an 

example of how particular genres thrive in certain production conditions. Rather 

than suggest that 'love is in the cultural air', Ruane finds production budgets that 

restrict a film to one or two locations a more probable cause. 

5In this context, style does not refer merely to surface treatments such as ornament but to the complex 
arrangement of materials as in a film's mise-en-scene. 
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A consequence of limited production budgets is the 'falsifying' of locations, 

although to be concerned about this in the imaginary media of film might seem 

rather strange. Sarah Stollman, the production designer of the What I Have 

Written (dir. John Hughes, 1995), recalls: 

We did shoot in France for two weeks, but with a skeleton crew. ... I suggested ... 
scouting for ideal locations, initially with the intent that some of the existing dressing 
might be useable. As we went along I realised this was impossible. But I did end up 
finding locations which were suitable architecturally (which we dressed and altered 
somewhat) and you could really sell them as being Paris (Stollman cited in Oliver, 
Castle and Stollman, 1996, p. 154). 

Stollman is not wrong to do this, although for reasons of ecological advocacy, 

(metaphoric) Paris more needs to be Paris for landscape architects than 

filmmakers . In fact her resourcefulness is a necessary skill in a low budget 

production environment. However, similar actions do present difficulties to 

some critics who see the falsification of location as a reflection of broader 

insensitivities to environment. Bernard Nietschmann (1993) satirises the 

excesses of many HoUywood productions using the example of Apocalypse Now 

(dir. Francis Ford Coppola, 1979), which was partiaUy shot in the PhUippines 

instead of its scripted setting of Vietnam. 'You want tropics' he parodies 'get 

some palm trees in the background' (p. 6). UsuaUy, decisions to film in 

simulated locations are beyond the control of the film's director, as was the case 

with Peter Weir's decision to shoot The Year Of Living Dangerously (1982) in 

the Philippines, which foUowed Indonesian government refusal for the film to be 

made in Sumatra. 

Ultimately, accepting budgetary or pohtical restrictions is not always an entirely 

adequate explanation for creative decisions made by either filmmakers or 

landscape architects. As with aU creative production, financial restriction is 

everything but, at the same time, needs to be made nothing at aU. To deflect 

criticisms of the use of dummy locations by arguing that films are fictional 

seems, in a roundabout way, to devalue the wider cultural impacts of film. In 

other words arguments that it doesn't matter what is presented because the whole 
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medium is a fantasy, seems to avoid a decision about what social effects film 

might have. 

The primary consideration of investors in the film industry is profit via box-

office and commercial spin-offs. So it seems naive to imagine that issues of 

authenticity and place will preoccupy investors in film production. This doesn't 

prove that falsification of place in film translates into environmental disregard. 

However, there are significant examples of landscapes that are devalued in 

inverse proportion to the fantasy landscape imagery of advertising, film and 

television. An example, in landscape architecture, is the destruction of 

indigenous eco-types on the Turkish coast to make way for the waving-palm, 

tropicalised landscapes of tourist resort developments. In the Austrahan context, 

native grassland plains have often been undervalued aesthetically in a visual 

culture that tends to default to a European landscape archetype of wooded slopes. _ 

Combined with the pressures of crop and pasture production, native grasslands in 

Austraha have declined to around 1% of their pre-colonisation area (Hill, 1996). 

In there place are landscapes that subscribe to European aesthetic and production 

regimes, whether they be the ideal of a wooded parkland or the clear-felled, 

pastured paddock. 

Having made the point that the production budget influences the mise-en-scene 

of a film, it is important not to over-rate it as an inevitable determinant. Other 

factors such as genre, directorial style, the film crew, scriptwriter and production 

climate directly affect the look of a film. Even the look of an actor can affect 

mise-en-scene. The director Francois Truffaut, for example, would not cast a 

female lead if he though she would, as he put it, 'influence too much the mise-en-

scene (Truffaut cited in Cousins, 2002, p. 68). 
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In landscape architecture, style like film's mise-en-scene draws from a range of 

technical and contextual issues set within a budgetary framework. This is the 

complex interplay between the client brief, context, site, design and construction. 

In both film and landscape design, techniques can be put together in limitless 

ways, remembering though that mise-en-scene and style are not static or 

reducible to any single interpretation. The trick here is not to attempt to credit a 

particular technique as somehow holding the essential meaning of the film or 

landscape but to detect internal and external relationships in which technique 

plays its part. Again we need to hold the shifting, triangular relationship of 

object, creator and audience close at hand. 

Turning to particular techniques of cinema, it is helpful to restate the pre

condition that film, like painting, relies on the quattrocento convention of 

perspective. Even deliberate attempts in painting and film to flout perspectival 

convention, acknowledges its power as the dominant way of representational 

visual observation. However, unlike painting, film typically creates its 

credibility through its constant references to what hes outside the frame. It 

achieves this through technical devices that interplay with human perception and 

psychology. For example, we willingly accept that successive shots of two 

talking heads (one faced to the right, one to the left) are engaged in conversation 

and therefore, in some relationship with each other (montage). In another 

example, we are often given a contextual sequence in a film, such as a series of 

estabhshing shots. These shots set us up in time and location, ready to beheve. 

Even in their absence we work hard, as an audience, towards linking consecutive 

shots into a credible narrative. Images of landscape are frequently used in this 

way, like a communal table that legitimises us eating in the company of 

strangers. 
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Montage is one device of 'suture', the term used to describe the process of the 

audience becoming stitched into the narrative of the film. Another way this is 

done is through continuity, which aims to reinforce the idea of the narrative that 

the audience is developing. A similar technique is used in landscape architecture 

where circulation systems, patterns in materials and repeated motifs are used to 

guide a user through a designed place and reinforce the spatial narrative they 

have built. In both media, references to archetypes or genre also act to suture an 

audience into a narrative. For example, archetypal elements of a theme park 

such as exaggerated physical scale, other-worldliness and portal entries are 

individuahsed in a specific context, the power of which is enhanced by reference 

to the generic form. In film, an individual western owes as much to archetypal 

images of the genre such as low horizon panoramas, use of colour and rollicking 

soundtrack as it does to an individual storyline. 

Graeme Turner in Film as Social Practice (1993) correctly identifies the camera 

as presenting 'the most complex set of practices in film production' (p. 51). 

Factors such as film stock,6 the format and size of the screen image, framing, 

movement and shot type affect the quahty of the film. Convention (possibly 

anthro-biologicaUy encoded) sees us perceive the lower section of the frame as 

more stable than the upper, the left scrutinised before the right and a preference 

for the whole to be balanced in a loose symmetry. The horizontal dominates the 

vertical and the top section of the frame suggests grandeur in contrast to the 

powerlessness implied by the lower section (FauUcner, 1984). The result of 

choices made by the director and cinematographer (also known as DOP or 

director of photography) is termed the composition of the shot. However, since a 

condition of human perception is our greater ability to detect difference over 

uniformity, film is characterised by constant mobility in these conventions. 

6 Turner (1993) attributes part of the success of the Australian film revival of the 1970s to a technological 
development by Kodak of film stock that produced clear images in both deep shadow and harsh sunlight. 
Elsewhere, Crofts (1987) cites how many of these films used the latest technological developments in lenses 
and film stock to supposedly recreate historical images, what he terms 'the past in drag' (p. 91). 
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To achieve a particular composition, various shots are used. These are controlled 

by camera distance from the filmed object, camera angle and camera movement 

(Monaco, 2000), (Faulkner, 1984). Camera distance can range from the extreme 

long shot that gives maximum information on locale to the extreme close-up. 

Generally greater closeness signals an increase in the emotional involvement of 

the audience. The angle of the camera ranges from an elevated birds-eye view to 

a tilted angle obhque shot. The high angle (greater location shown), eye level 

('neutral' observer) and low angle (subject dominates) shots offer a technical 

spectrum that the director and cinematographer use for narrative effect. 

Finally, choices in camera movement, whether a zoom (the camera remains still 

while the subject appears to move closer), tracking (the camera physically 

follows the action creating a sense of audience involvement) or panning (the 

camera swivels from a fixed point allowing a panoramic view) contribute distinct 

patterns to the narrative. 

These compositional choices are reinforced and sometimes dehberately counter 

posed by the content of the shots. Costumes, lighting, expression and movement 

of character contribute to the development of both screen space and time. 

However, the spatial and temporal logic of the film emerges most fiilly under the 

influential processes of editing and addition of a soundtrack and special effects. 

On completion of this comphcated crafting, the feature film is then reinterpreted 

through the machine of publicity and processes of exhibition. 

Approaching cinema through a hst of optional techniques does nothing to capture 

the sense of a whole film. Thirty years ago, film critic Manny Farber (who 

wisely took up painting when he felt he had nothing interesting left to write) used 

the idea of different types of space in film as a way of revealing form. Farber 

(1971) spoke of three types of space in a film: 
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1 geographical area over which the film is shot 
2 the field of the screen 
3 the psychological space of the actor (p. 3). 

There is a fourth space that Faber fails to mention; that of the space outside the 

frame that the film acknowledges or ignores. 

Thinking about space in film leads us directly to landscape and the need to 

recognise the simultaneous presence of many landscapes in a given film. There 

can be the landscape that is the physical setting for narrative action; the 

landscape that becomes an agent in the narrative akin to a character and 

references or absences of the landscapes that he outside the frame. 

It is remarkable that this two-

dimensional medium can, out 

of its technical and narrative 

illusions create space and 

time that can mean as much 

to us as any reahty might 

(FIGURE 4.4). In ways that 

are not really knowable 

because we are so embedded 

in them, the medium of film 

is deeply implicated in most 

contemporary cultures. Italo 
FIGURE 4.4 Cinematic conventions and cultural 

Calvino says this is because knowledge even allow us to make sense of Dad and 
Dave in Ken G. Hall's On Our Selection (\ 932V 

we have a 'mental cinema 

[that] is always at work in each one of us ... projecting images before our mind's 

eye' (Calvino cited in Hill , 1996, p. 83). In his view, sinking into the soft dark of 

the cinema, is a recognition of famiharity for our always-on-location minds. 
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As has been argued earher, the compositional techniques of film do not translate 

directly to landscape architecture. At its most obvious level, film and designed 

landscape are cultural products, the differences between which arise from 

varying requirements or briefs. Film and designed landscape are developed out 

of overlapping but not identical techniques. In this most hteral aspect, the 

problems posed, for example, by a type of film stock to a director or a geo-textile 

to a landscape architect are unrelated (except in that they are both technical 

issues). The resolution of these issues will take the director and landscape 

architect into unique moments that are patterned by precedent, intuition and all 

sorts of lateral influences. Sometimes these lateral influences will be other art 

forms, encouraging the practitioner to a comparative reflection of their own 

discipline. 

In both landscape architecture and film, 

these borrowings are often from the 

mimetic visual arts, of which painting has 

traditionally been the most useful source. 

The cinematic device of framing comes 

obviously from painting as does the used 

of material borrowed from beyond the 

frame. In landscape architecture, this 

strategy is rather obviously called a 

'borrowed landscape'. Techniques are 

often used in a designed landscape to 

physically frame views of a borrowed 

world. Framing is typically achieved by 

the use of vertical forms (plant and hard FIGURE 4.5 Ivy covered walls and an 
open doorway, frame a borrowed 

material) or by perforating horizontal landscape (Soler, 2001, p. 63). 

screens (again plant or hard material). 

The technique of framing acts to contextualise a site in its broader setting and 

provides a contrast between the designed and pre-existing world (FIGURE 4.5). 

It can also be a statement of pohtical and moral superiority or vulnerability. In a 
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similar way, film uses contextual shots to remind of the world setting in which 

the specifics of the narrative sit. 

As Manny Farber approaches film through space, so landscape theorist Anne 

Whiston Spirn (1998) imagines language as an analogy for landscape 

architecture, among other apphed art forms. M y point here is that critics make a 

way towards the same source using different metaphor. Like Farber, she skims 

above a description of the techniques that literally shape a designed landscape. 

What results is her suggestion of the formal issues that landscape architects need 

to consider in each project. They are: 

Emphasis Placement Framing Contrast Exaggeration 
Distortion Alliteration Echoism Assonance 
Rhythm Parallelism Climax Anticlimax 
Anomaly Metaphor Paradox Irony Address (p. 111). 

Behind each of these issues is an enactment of technique that brings the 

designed landscape into form. To estabhsh an escalating rhythm in a landscape, 

for example, might mean vertical elements placed at increasing centres, changes 

in surface materials and imagery that draws from the historic uses of the site. 

It is not the aim of this section to provide a manual of techniques, or to suggest 

that film and designed landscapes can be known by taking a spanner to their nuts 

and bolts. Technique needs to be understood as molten material that can be 

poured into form. At this stage I have suggested what I am looking for and the 

ways it can be made. Now, the most complex choice, a tool with which to find 

it? 
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Worlds of Theory 

T have never' argues Clifford Geertz, 'gotten anywhere near to the bottom of 

anything I have every written about' (Geertz cited in Grigsby, 1998). He should 

be talking about the opaque world of film theory. 

Although only a century old, cinema developed in a century of enormous 

theoretical shifts. Both the modern and post-modern periods enjoy an intimate 

relationship with film. Every totalitarian regime and revolutionary movement 

has embraced cinema. Film is the voice of both dominant and insurgent cultures. 

Wherever there is a cultural niche, film is in it. 

For most of the twentieth century academic fascination lay with the world of 

European 'art' cinema, intellectualised as 'auteur theory'. HoUywood film was 

mass entertainment and not to be taken too seriously. By the 1970's (in line with 

the rise of'base materials' as Foucault described it), popular film meant popular 

with academics and theorists too. InteUectual production on the meaning of film 

grew in proportion to national and HoUywood film industries resulting in most 

cultural discourses having a cinematic arm (examples include architecture and 

film, psychoanalysis and film, cultural studies and film, queer studies and film). 

The dominant 'isms' of film theory range across pohtical, sexual and cultural 

territories in a plethora of refinements and cross-pollinations. This almost 

exhausting array of interpretative options is a reflection of our fractured, post

modern world. It also attests to four fundamental human attributes that 

predispose us to film: our scopophilia; our 'cinema of the mind'; our curiosity 

and our need to pattern through narrative. 

I have two purposes in opening a discussion of film theory in this way. The first 

is to indicate something of the magnitude in the task of understanding the history 

of film theory. The second is the impossibility of separating always-overlapping 
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theories and fixing on a position sustainable throughout the entirety of any 

intellectual project. At this point, I want to introduce an approach taken by 

psychoanalyst Maureen Turim (19S9) in her book Flashbacks in Film: Memory 

and history. Turim argues that many theoretical perspectives are useful in her 

consideration of the role of the flashback in fum, citing semiotics, theories of 

consciousness, Freudian psychoanalysis and formalism. ' A theory' she writes, 

'will come to the foreground temporarily, while another recedes. ... p]t is ... a 

product of my desire not to fix on a single theoretical vantage point that ignores 

others.' (p. 20) 

This approach is obviously risky. Is it reasonable to sidestep the tougher process 

of working different positions through, even if this results in a coUapse of a 

theoretical structure? To use the vernacular, it smacks a little of Turim having 

her cake and wanting to eat it too. It also reminds of the worst excesses of 

—«<.tWn0 too often stands for anything at all. David 
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landscape samples. This section is followed by a presentation of that critical 

method, which I have termed (borrowing from Bordwell) contextual poetics. 

The ebullient Austrahan film critic Adrian Martin, often uses the most ordinary 

images to probe film history, theory and criticism. In his article Mise-en-scene is 

dead; or the expressive, the excessive, the technical and the stylish (1990), 

Martin identifies various points of film theory as forks in a road. Like its real 

world counterpart, forks in the road of theory allow for a new direction. But, 

because we knew of a choice that could be made, our new path is always shaped 

by where we didn't go. 

A good first decision in the road of film (and more broadly aesthetic) theory is to 

decide something about the level of autonomy of the created work. Is the created 

work viewed as a whole that comes with an authored interpretation as part of its 
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When fihn theory describes the director as primary creator, the term auteur 

(French = author) is used. Auterism, as an intellectual discourse, expounds the 

role of director, though theoretical twists sometimes see the cinematographer 

(Gibson, 1993) or even audience in this role (Cook, 1992). 

If we momentarily consider the historical origins of auteur theory and the 

motivations of its chief American proponent, Andrew Sarris, we understand it as 

a reaction to social reahst ideologies of the 1930s and 1940s that made the 

relationship between the film and its conditions of production its subject. 

Theory, to re-state my view, is dialectical. 

The result of this was that 'high art' and 'social reahst' cinema was considered 

—«+«v.u fnr analvsis while the popular voluminous cinema of the HoUywood 
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anthropologist, Claude Levi-Strauss' argument that 'history offers us images of 

past societies which are structural transformations of those we know today, 

neither better nor worse.' (Levi-Strauss cited in Cook, 1992, p. 165). This means 

that at any point in history, we are not the sum of all previous civilisations but a 

'complex amalgam of different historical levels which can be shown to co-exist 

in our modern minds' (Cook, 1992, p. 165). 

A close ally in structurahst film analysis, semiotician8 Roland Barthes, argues for 

images as processes with infinite meanings. Barthes rails against 'a single 

"theological" meaning (the 'message' of the Author-God)' of any image, 

suggesting rather a 'multi-dimensional space in which a variety of writings, none 

of them original, blend and clash' (Barthes cited in Johnston, 1992, p. 223). The 

enhanced role for the audience that follows is liberating and certainly elevates us 

as co-creators in a new definition of creative labour. It also, of course, 

-A-:u„*„0 t ^ t i , A frar.tnrine of the idea of a common vision, which was the 
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The structurahst text reflects Levi-Strauss' concept of bricolage where a 

universal myth is shaped in a specific context using images to hand. The post-

structuralist text elaborates this concept into 'transtextuahty'9 or 'ah that which 

puts one text in relation, whether manifest or secret, with other texts' (Genette 

cited in Stam, Burgoyne and Flitterman-Lewis, 1992, p. 206). 

The proponent of transtextuahty, Gerard Genette (1982), provides solely hterary 

examples in his theoretical treatise Palimpsestes, although the application to 

other cultural products is obvious. He offers a complex schema of types of 

'textuahty' (trans-, para-, meta-, archi-, hyper-) but bis idea of transtextuahty 

serves in this project to alert us to plagiarisms, quotes and allusions from other 

texts which are evident in both films and designed landscapes. Through his 

finely crafted schema, Genette reinforces again and again a very simple point. 

We understand a single cultural object through other cultural objects regardless 

•1 IA-^I .jotinn^in j s obvious to us or not. 
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of critics was 'akin to religious initiation, a glimpse into the innermost grain of 

the celluloid art' (Martin, 1990). 

A n obvious limitation of any analysis that focuses on constituent elements is this 

loss of 'the whole' described by Sarris (cited in Martin, 1990) located in its 

contexts (Horschelmann, 2000). The other casualties of textual analysis in 

cinema are the auteur and what is variously described as film style (Bordwell and 

Thompson, 1993), grammar (BordweU, 1985) (Turner, 1993) or rhetoric (Martin, 

1990). In other words, the film is reduced to an assemblage of images each of 

which can be made to mean almost anything at aU. Martin identifies another 

limitation of textual analysis as its tendency to favour certain genres. Textual 

analysis relishes expressionist film styles with their 'eyebaU subjectivity -

heightened, expressionistic, individuahsed states of fear, desire, haUucination, 

paranoia' (Martin, 1990). Genres and directors that feature an everyday¬

— ; „ a o o Q r ^ n f t e n s e e n a s j e s s worthy of critical focus. 
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A film like Road to Nhill, which is dehberately 'about nothing at ah" (Monk, 

1997), is held together by its slowly unfolding breadth. Fragments of film text 

have very httle to reveal, except to reinforce that criticism is, like the medium of 

film., a creative discourse. 

This last passage is not an attempt to provide a complete explanation for the 

critical success of certain films. I am not suggesting that a film is made for 

criticism in the same way as it is targeted for box office. I am arguing that a film 

is made within a context of criticism and that the relationship is influential to 

both sides. 

Exercises in abridging intellectual shifts are content flimsy but process rich. 

InteUectual subtlety is the first casualty as the attempt is made to understand, 

then condense, complex material. By offering this material in this way, I am 
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Taking Wittgenstein's advice suggests looking for an analytical approach that 

addresses my particular concerns; in this instance, how can landscape architects 

work most fully in our existing cultural and environmental conditions. For me, 

fullness comes from an understanding that each landscape has many hves. 

Landscape plans and film scripts might describe intentions but do not account for 

the many forms that landscapes take. Flowing from this, the question arises that 

if both creators and audiences make landscape, what aspect is being 

professionalised (in my case) in landscape architecture. Apart from technical 

training, the answer must be the ability to reahse something of real and 

imaginary landscapes in a design form. This means an intense focus on specific 

conditions (historical, cultural, ecological) and a constant interrogation of the 

results of that focus. Such an approach sits landscape architecture where it 

should be, refiexively embedded in its own practice and conscious of its limits. 

lMpta-theorv is. in our post-everything existence, dead. I doubt, in fact, that it 
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justice to the content of theories of film, in that it is a compressed account of 

broad critical directions. What I am trying to show is that theorisers never really 

let go of the search for what they perceive to be a better explanation, but also, 

never completely unseat a rivalling discourse. 

My Termite: Contextual Poetics 

Adrian Martin thinks critics don't get the best out of film. Drawing on the work 

of Manny Farber,11 Martin (1990) argues for a criticism that 'ignores the obvious 

hooks of a movie ... and burrows deep in order to find the really juicy or 

interesting stuff - details, gestures, atmospheres'. This is how critics should 

work; taking on 'the challenge of redescribing analytically what the film itself 

already 'describes' minutely, materially, physically' (Martin, 1990). Critics as 

'termites', Martin triumphs! Martin isn't about to say how the termite critic must 
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Bordwell (2000) suggests that the poetics of a film can be discerned by observing 

its: 

From this, he argues, arises an open inquiry that 'does not have the answers 

ready before anyone has asked the questions' (BordweU, 2000). 

BordweU's advocacy of a poetics of cinema (thematics, constructional form, 

stylistics) needs some adjustment, however, to connect it to the cultural setting of 

production and extend it to other cultural media, in this case designed landscapes. 

BordweU does not need to do this because he is solely focused on film. He also 

does not choose to do so because his advocacy of poetics is a tactical deployment 

in an intellectual, and one suspects, international conflict ('free 

Thematics (subject matter and theme) 
Constructional form 
Stylistics 

motifs, iconography, themes 
usually narrative form in cinema 
materials and patterning 
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of production, which I am defining as physical setting, project brief, funding, 

production conditions and prevailing social experience and aspirations. 

What I am trying to achieve in using the research tool of contextual poetics is an 

intricate knowledge of 16 complex landscape representations on which more 

general observations can be layered. A n enormous benefit to me in this approach 

is an expanded sense of the tactical, iconographic and formal possibilities within 

landscape architecture. I mean this as an expansion in the aesthetic repertoire of 

landscape architecture and its agency. Occasionally this should also include the 

act of refusing to act (see Reid Street, Wilcannia in Chapter 6 and Place of the 

People Design Competition in Chapter 7). In a profession that is infected with 

equal amounts of self-doubt and inflation this can only be helpful. 

My interest in contextual poetics reflects a tendency in architecture and 
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interrogate the inherent energy and logic of a created work. From that gesture, in 

its respect and creativity, projections into practice can be made. 

Is a landscape quite like a film? 

In the course of this Chapter, I have been trying to develop a conceptual 

framework for how I might consider the representations of landscape in film and 

designed places. Having concluded these types of landscapes could provide 

effective commentary on Austrahan landscape constructions, I support 

Holhday's view films and designed landscapes are best understood as an 

'ongoing process of negotiation between the work, its maker ..., and its 

audience' (Holhday, 1993, p. 4). In an exploration of the formal elements of 

films and landscapes, I consider a range of devices or techniques that underpin 

these works. Similarities in strategy and technique exist between the two. 
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us to bury right into the logic and pleasure of cinema. Such a sensuous criticism 

seems preferable to the desiccated fragments of 'text' yielded by theories that 

deconstruct 'outside'. 

At the end of this Chapter, which closes the first part of this project, I want to 

propose an image by way of a summary and also in anticipation of how the next 

part of this thesis will proceed. 

Imagine a city street and its architectural facade: complex, irregular, built 

according to different styles and diverse uses, variously renovated. The facade, 

in its serial construction, reflects several cultural phases and the economic, 

social, pohtical and historical imperatives of each. Now imagine walking the 

street: the stroll, rush, amble, and cruise of people moving through the sequence 

of the architectural spaces. The walkers are hterally inside the created 
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Films and designed landscapes are taken, in this Chapter, as reflecting both real 

and imaginary aspects of culture. The meaning of these works is regarded as 

plural as it shifts between the creator, the film or landscape object and it's 

audience. 

Though creative possibihties are infinite, films and designed landscapes can be 

reduced to a skeleton of narrative. What is pulled away to reveal this narrative is 

the form of a landscape or film. This form is made from materials that are 

manipulated by techniques authored in the storyboards and plans of filmmakers 

and landscape architects. It is also made in the bodies and imaginations of those 

who watch and help films and landscapes into immanence. 

The analytical tool of contextual poetics articulates the internal processes of a 

film or designed landscape by considering form, thematics and styhstics. 
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Australian history is almost always picturesque, indeed it is so 
curious and strange, that it is itself the chiefest novelty the country 
has to offer. Mark Twain (1897). 

Outline 

To have a profession is to buy into a speciality and with that, the rituals that 

defend territory and mystify our expertise. One of our most sacred rituals is the 

extremism of self-criticism that, in most professional journals and conferences, 

ranges from simultaneously inflating and 
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enormity of the social purpose of landscape architecture. Traditionally, the way 

we have posed that question is through the dualism of nature (biological 

sciences) and culture (art). This is how two academic practitioners take up that 

dualism: 

I continue to be amazed at those who still attempt to marginalize Ms Schwartz's 
contribution to landscape architecture - Tim Baird, Pennsylvania State University 
(Letters, 2002) 

A l l I needed to see was the Bagel Garden [by Schwartz] on the cover . . . and I 
concluded that I didn't like what Landscape Architecture Magazine was considering as 
landscape architecture - Scott Campbell, Idaho State University (Letters, 2002) 

This is not, as it might first seem, a disagreement about Martha Schwartz's 

design style, but a re-arguing of the mterminable question Ts landscape 

architecture an art or a science?'. It wouldn't matter if chewing over this false 

problem was a recreational pastime with httle effect. But it isn't. However you 

emerge into landscape architecture, you will inevitably come with a 

predisposition that could be loosely called arts or science-based. Turning this 

• - ; 0 «,iiWft the nroblem starts. 
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and liveable landscapes' (Nicholas Dines cited in Letters, 2002). Humanistic 

agreeing is not a weak, irresponsible act but a way of acknowledging the true 

complexities of landscape architecture and that, not surprisingly, many 

intellectual discourses have something useful to offer. 

So, having circled around the issues of how we professionally destabihse 

ourselves (and no wonder other professions have used our distractedness to get in 

on some territory), we need to face the uncomfortable fact that landscape 

architecture owes as much to the colonisation of the Austrahan landscape as it 

wants to disown that fact. 

It is easy to forget why we became landscape architects. Conditions of practice, 

not to mention hving, dislocate us from remembering why we aren't something 

else. Among these memories are ideals of social purpose and environmental 

— —i—^..^q in tlip natural 
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visual pleasure and the other a highly specific strategy of Austraha's 
colonisation.1 

Glebe Park, Canberra (Deverson, Scholtens and Bombardier and National 

Capital Design Commission) 

Among other narratives, Glebe Park in Canberra f an " i 1 

is the physical entity of an urban park and an 

imaginary landscape created in both a historical 

publication The Glebe Park Story (Gray, 1989) 

and a promotional brochure, Glebe Park 

(National Capital Development Commission, 

1987). These three versions of Glebe Park 
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larger Australian urban centres, Glebe Park, in a proportionate way, provides the 

same type of landscape utility as Hyde Park in Sydney. The Park is a place for 

picnics, children's parties, contemplation, and events such the Canberra Times 

Outdoor Art Show. It also provides a green thoroughfare linking the suburb of 

Reid and the city. Daytime users of the Park regard it as a relatively safe pubhc 

place. 

At night, the character of the Park does not dramaticaUy change. WMle tagging, 

drinking, iUegal drug use and physical assaults do occur in the Park, Pohce 

regard it as considerably safer than nearby pubhc areas which are closer to 

residential developments characterised by high levels of crime (City Area 

Commander, Austrahan Federal Pohce, personal communication July 29, 2000). 

A major arterial road bounds two sides of the Park and adjacent developments 

include a five-star hotel/casino, secure parking station and high-cost apartment-

etvle. accommodation. Community perceptions of Glebe Park as a safe, 
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cleric's house. While not unknown in a Cathohc context, the term is most 

commonly associated with the Church of England. In Sydney, for example, the 

suburb of Glebe provided productive land to the first Anglican clergy of the 

Colony. The enshrining of the common descriptor (glebe) into a legalised place-

name confirms the pohtical significance of the Church of England as reinforced 

by significant holdings of valuable urban land. 

Glebe Park as both a designed landscape and through associated promotional 

hterature represents settlement history, which is re-presented through the veil of 

the Picturesque and modern concepts of city planning. I want to elaborate Glebe 

Park in this way by considering its poetics in terms of John Gray's The Glebe 

Park Story (1989), the NCDC's brochure Glebe Park (1987) and my response to 

the 'real' landscape. This analysis will proceed by considering the thematics, 

constructional form and styhstics of Glebe Park in the three identified sources. 
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The first narrative strand developed by 
Gray (1989) is an historical account of the 
estabhshment in the nineteenth century of 
a glebe as the landscape setting for the 
rectory of the Church of St John the 
Baptist in what is now known as 
Canberra. Gray presents a detailed 
account of the events that led to the 
foundation of the Church, its schoolhouse 
and rectory, identifying them as the social 
foundations of modern Canberra. A 
second strand for Gray is the community 
'battle' in the late 1970s to protect this 
same landscape from urban encroachment. 
This development ultimately led to the 
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1987). In this, Glebe Park is a tangible expression of 'better city'2ideologies 

with their concepts of urban hygiene. Such urban planning concepts are based on 

assumptions about the palliative 

effects of nature when captured 

in the city. Illustrations in the 

brochure reinforce this point, 

with the main photographs 

showing the park in golden 

autumn leaf while orderly 

citizens enjoy its healthy 

amenities. 
FIGURE 5.3 Glebe Park presented as an urban 
amenity (National Capital Development 
Commission, 1987). 

A n untitled black and white 

photograph is also included in the brochure but the intent of its presence is 

iinripar (FTGURE 5.4). Perhaps it is meant to legitimise the historic presentation 
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Built in 1875, the two-storey Anglican rectory 'Glebe House' was demohshed 

following a determination by the Minister for the Interior, the Commonwealth 

department then responsible for administering the Austrahan Capital Territory. 

The announcement was made despite architectural assessments that Glebe House 

was structuraUy sound and capable of renovation. A counter argument was made 

that the land was required for residential development. This development did not 

immediately occur, however demohtion of Glebe House allowed for new road 

works. Such is the history of urban planning in Austraha, where many 

landscapes now carry memoriahsations of demohshed architecture. 

The strongest theme suggested by visiting Glebe Park 

is that of a landscape in the English style. The iron-

railed fence and formal gateways are suggestive of an 

English gardenesque style, while the woodland canopy 

— 1 ^ 0 the* Pictnresaue. Historical references are 
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the city'). Each representation uses styhstics sympathetic to the constructional 

form and thematics. John Gray's 

monograph, for example, features a close-

up of the bark of the Park's distinctive 

elms with a superimposed image of the 

stylised leaf motif that caps the metal 

railings (FIGURE 5.6). This firmly 

suggests that his 'Glebe Park Story 

concerns human patternings of the natural 

world. The N C D C brochure also features 

a photographic montage where an image 

of two stone columns and park railing 

invite the reader into a magical world of 

warm autumn colour. FIGURE 5.6 Glebe Park's elm trees 
provided the design inspiration for 
the railings (Gray, 1989, cover). 
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as a link to similarly paved areas of the city centre such as Petrie Plaza and 

sections of City Walk. Park furniture, including bins and seats is modular, 

contemporary and metal. Lighting is effective, but unobtrusive and in all these 

features, the consultants chose contemporary rather than traditional forms. 

As a landscape physically remade in the late 1980s, Glebe Park is a melange of 

historical landscape sources. These are the Enghsh Picturesque and gardenesque 

traditions, urban planning principles drawing on landscape amenity, issues of 

local governance and recent (post 1970s) valuing of cultural landscapes. A l l 

these landscape progenitors are present in both hterary accounts of the Park and 

evident in the physical landscape itself. The latent voice in these accounts of 

Glebe Park is a more ordinary landscape which would have once provided for 

the local Ngunnawal people and, later, the Rector of St John's and his family. 

Gray (1989) refers to excellent wheat growing on the site in the early 1860's and 

• - L f „„ ovtp.ncive orchard when the Commonwealth compulsorily 
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Oscar and Lucinda (dir: Gillian Armstrong, 1998) 

In his review of Gilhan Armstrong's Oscar and Lucinda (1998), critic Andrew 

Urban (1998) provides a perfect account of the effect of the Picturesque on the 

emotions (FIGURE 5.7). For, as Urban (1998) argues, however determined an 

audience is to become swept up in the 'sumptuous and beautiful' production 

values of the film, 'I have to say that it is an exercise that leaves my emotions 

virtually unused'. Other reviewers agree,3 noting that the film is 'splendid to 

look at... [but] fails to ignite the passion to which it so desperately aspires' 

(Keller, 1998). 

R A L P H T ILNNES 

O S C A R a«£ 
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film, let alone feels for it. This is due, in some part, to the 'rules of the game' of 

academic film analysis. Also, it reflects the oddly bloodless paradoxes that, in 

the end, define Armstrong's film. 

In the preceding sample of Glebe Park, chosen because it also represents 

quahties of dehght in the picturesque and beautiful landscape, congruence exists 

within its poetics. In other words, the theme, form and style of the Park are 

sympathetic and mutually reinforcing. It is possible to challenge the basic 

premise of the Park, for example on the grounds that it hides its black and 

colonial history, but as a landscape artifact it is both functional and aesthetically 

satisfying to many people. With Oscar and Lucinda, we find the opposite. Here 

we have a set of reviewers and analysts almost desperate to acclaim the film as 

an artistic success partly out of a kind of loyalty to its director but also in homage 

to Peter Carey's Booker Prize winning novel of the same name. With the 

frvi„„ n„H™<, n f Wisdom. High Tide, The Last Days of 
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scenes with their soundtrack of birdcall, water and music suggest an illusion, 

miasma or trick.4 

Working against our cinematic instinct, that such an opening scene is 

improbable, is its ordinariness. It is, after all, a simple, gray-weathered timber 

church with enough architectural references to make it credible to anyone 

familiar with this nineteenth century building archetype. So in its opening 

images, the thematic crucible of the film is firmly estabhshed with its 

simultaneous elements of the ordinary and extraordinary. However, according to 

the definition of poetics I am using here, the estabhshment of theme is always 

dependent on constructional form and styhstics. It is in both these areas that the 

film splits open, cleaving into fragments of ideas, stunning images and less 

memorable characterisations. But before elaborating the failures in form and 

styhstics that affect the sense of aesthetic completeness of Oscar and Lucinda, it 

*u*™°e "frpdemntion and visual pleasure 
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production with a prize-winning hterary source is important, allowing another 

angle for promotion and another audience to attract. 

Set in the mid-nineteenth century, Jones' Oscar and Lucinda tells of a young 

Austrahan woman, (Lucinda Leplastrier) who unwillingly comes into a fortune 

as the result of the forced sale of her family's rural home on the death of her 

mother. Her wealth is no comfort to her as she is separated from a landscape she 

loves for the idyllic childhood of exploration and freedom it has allowed. While 

she uses some of her money to purchase a glass works, she self-destructively 

becomes obsessed by gambling in an unconscious effort to repudiate the wealth 

that has separated her from her sense of place. Meanwhile, in Devon (England), 

the son (Oscar Hopkins) of an obsessive Brethren minister leaves the loveless 

austerity of his father's faith to train as an Anghcan minister at Oxford. He finds 

comfort (his father has disowned him) in gambling, at which he is instinctively 

• L.V „_^«+C. i n n p ] n h j s friers and m e poor. The pair meet 
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remote parish with no church. In a gesture of generosity and displaced erotic 

desire, Oscar and Lucinda decide to build an iron and glass church, which Oscar 

agrees to take overland (he is morbidly afraid of water) to Reverend Hasset 

[FIGURE 5.8]. The trip takes him through Aboriginal landscapes, but ultimately 

Oscar is to die, imprisoned in the floating glass church, which slowly sinks in the 

Belinger River. In a fateful twist, Oscar unwittingly father's a child before his 

death and the film ends with the grandson of that child telling the story to us and 

his own daughter on the banks of the Belinger River. 

Through this complex plot run two landscape narratives. The first deals with the 

capacity of landscape to give meaning and, more seriously, the risk of forced 

separation from place yielding to individual collapse. Lucinda, in the early 

stages of the film, hterally emerges from the water of her beloved river only to 

learn that she is to be forcibly separated from it. This scene is reprised at the 

- — r w Q , . ' c o o n \n t | , e s e a reminding us of 
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relationship of humans, place and meaning. Oscar's deputy on the overland 

journey to the Belinger River, Mr Jeffris, in a classic psychological projection, 

warns of the 'butchering habits of blacks' before himself shooting Aboriginal 

people, even though they have shown no signs of aggression towards the bizarre 

convoy moving, without permission, across their lands. Oscar is ultimately 

driven to murder Mr Jeffris, an act that appeals to us as an audience as a 

simplistic revenge fantasy. However, as with ah cinematic revenge, it is 

universahy corrupting and leads, indirectly, to Oscar's own death by drowning. 

The second way landscape appears is as a decorative setting, adding lustre to the 

overall picturesque effect of the film. Gilhan Armstrong's films are 

characterised by poetic renderings of landscape as part of the storyline and often 

just for pure aesthetic richness. In her 1986 feature High Tide Armstrong uses 

images of natural sea pools that threaten and transform her characters, then later, 

m w t x n i \ n n a \ nir.turesaue seascape. The images act 
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about national identity. The acerbic American film critic Pauline Kael suggests 

otherwise that 'they're showing us what the Victorian novehst thought was going 

on' (Kael cited in Hamilton, 1986, p. 22). 

Cast in these terms, the 'problem' with Oscar and Lucinda is that the film is not 

based on a Victorian account of characters determined by history. Rather, in 

both Carey's novel and Jones' screenplay, character intersects with fragments of 

many worlds. A weaving of history, circumstance, desire and morality drives 

Oscar and Lucinda. Their story is not confined to its historical period and 

cannot be judged by narrow, historical criteria. 

AU is as fluid as the water that is the dominant visual motif throughout the film. 

In the final scene, the narrator and a child are shown in a smaU boat at dusk. The 

1„ û +i, + r t thp child Chis daughter) and us that he is Oscar's great-
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film lead away from its narrative, forcing a complex film into anachronistic, 
sentimental, dead-ends. 

The two samples considered so far (Glebe Park and Oscar and Lucinda) are 

complex landscapes, deliberately made in conjunction with a brief and 

screenplay. While they cannot be attributed to a single author, the array of their 

makers is clear and acknowledged. Both landscapes were developed in response 

to general cultural conditions (issues of governance and urbanism in Canberra 

and reformulations of Austraha's colonial history) and specific requirements 

(creation of an urban park and filrning of an Austrahan novel). Both landscapes 

are also fixed, not in their interpretations, for these have infinite variations, but in 

their physical form. Glebe Park is, less or more, a city park with historical 

themes. This is hard-wired into its theme, form and styhstics. It makes sense 

because of the way people use its space, but even in their absence it still reads as 

i- T„ „ „;w;iar Oscar and Lucinda is open to 
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Uluru is a sublime landscape.5 It attracts literary, scientific, artistic and cultural 

analysis. It is transformed into photograph, film, song, image and writing. 

Although not literally at Austraha's centre, it has become our national heart. 

Scholars, tour operators, visitors and artists respond to it unanimously as 'sacred' 

(Spirn, 1998, p. 88), 'geological splendour' (Experience Austraha, 2000), paying 

'homage' (Moon, n.d.) in images which, inspired by Uluru, are 'gentle and kind' 

(Murray, 1998, p.) . As white Austrahans we know Uluru in several ways. 

Scientifically, it is the largest freestanding rock on earth. Historically it was 

'discovered' by Ernest Giles in 1872, who named it after the then premier of 

South Austraha. Culturally its return to the name Uluru in 1985 acknowledges 

its primacy to Aboriginal people (or a token recognition of culture, depending on 

your view). 

For non-indigenous and indigenous people, Uluru is a kind of touchstone at the 

i .—„„*;wc These narratives may be of the Liru 
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White rituals also potentise landscape, enabhng its spirit to be released to support 

range of cultural behefs and practices. Sunset Strip, about 5 kilometres west of a 

FIGURE 5.9 Sunset Strip after sunset (Boden 2001). 
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this as good as the Grand Canyon or Serengeti Falls? Finally, the most daring 

question 'Are you going to climb the Rock? ' . 7 

While different in its details from Spirn's account of Aboriginal landscape 

inscription, white experience of Sunset Strip is represented as similarly 

metaphysical: 

On this particular day they were not disappointed for the Rock turned on one of its 
better light shows for which it is famous. .. .The setting sun plays, in the last throes of 
daylight, an ever changing pastel pallet of colours over the gigantic whale-like wall of 
sandstone, changing it from its normal daytime colour of rust red to a seemingly 
glowing ember, as if torn from the molten plasma of the very bowels of the earth. ... 
We headed back to the resort and the comforts of our modern world, our homage paid 
to the great rock of Central Australia (Moon, n.d.). 

Ultimately, whether Sunset Strip represents white searching for identity through 

landscape or confirms Uluru as a 'geological freak' (Weller, 2000) (or both), it is 

1„ 0 „ f^nhprneraX landscape created out of dehght in a phenomenal 
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desert has shifted from being 'out there' and 'beyond' to the 'centre' and 

'inside'. The desert provides a spiritual identity in a similar way as forests do for 

Gaston Bachelard (1969) in a European setting. Both eco-types do so because of 

the 'before-us' sense they convey. Bachelard contrasts 'before-us' landscapes 

with fields and meadows that show prominent evidence of human occupation 

such as plough furrows and fences. In contrast, a 'before-us' landscape offers 

security through the implication that it is pre-existent and might be resilient to 

human activity.9 

In Chapter Two - The 'he' of the land, I suggested that the way in which deserts 

are seen is influenced by history and contemporary context. As an abstract 

concept, positive quahties of deserts have risen in proportion to the increased 

valuing of indigenous spiritualities.10 However, in terms of expressed landscape 

preferences, it is generally the case that topographically varied landscapes with 

— x - — „ a + n fict kndscanes with sparse herb or grass 
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Haynes (1998) describes a similar historical attitude among visual artists for 

whom the Austrahan deserts were 'visually inimical to ... [their] requirements 

for the standard conventions of framing and perspective' (p. 4). Efforts, 

especially by painters and photographers, to capture quahties of the desert tend, 

according to Haynes (1998), to fix on 'lineaments prescribed by the European 

schools of the Picturesque or the sublime' (p. 4). Under the scrutiny of the forces 

of history, aesthetics and anthro-biology, deserts come off poorly. However, as 

new-ageism grew in the 1980s, spiritual interest in deserts increased. Layered 

thick on these fragile eco-systems are endless desires for release, salvation, 

ecstasy, reinvention, wholeness and freedom. Though it presents a face of 

greater detachment, science is no less affected by cultural mood. Even ecology, 

whose practitioners like to market it as a discipline, has taken up the cause of the 

desert, although, to be fair, in Austraha, this makes scientific as well as broader 

cultural sense. 
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paradoxical historical attitudes. Just such a mix can be seen in the Alice Springs 

Desert Park, a category defying ecological theme park, made out of these 

approaches and in unconscious homage to landscape as dehght. 

The Alice Springs Desert Park has been recognised by the naturahst Sir David 

Attenborough, who claims, in the promotional brochure, that there is 'no 

museum or wildlife park in the world that could match it' (Attenborough cited in 

Alice Springs Desert Park, n.d.).12 

Attenborough's unqualified enthusiasm for the Desert Park is shared by most of 

its visitors. According to the Desert Park's landscape manager, Gary Dinham, 

evaluations of visitor satisfaction are consistently positive (personal 

communication, 2000). The Desert Park is impressive, dramatic and very 

— .;r.o+inor a series of ecological and cultural messages. Its built 
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Obviously, Attenborough's comments come as a powerful endorsement to the 

Desert Park. Given the actual quahty of the experience offered to visitors they 

are both expected and warranted. What is interesting in his statement is the 

positioning of the Desert Park as a supra-category event. It is, according to 

Attenborough, without peer in comparison with museums and wildlife parks. 

This co-joining of categories might be a casual shp of expression but, it hints at 

more. The Desert Park is an endorsement of cultural and ecological complexity, 

a valuing of the specific, and a response to a regional ecology - a postmodern 

landscape. Its formal and styhstic expression depends, however, on pre-modern 

landscape conventions, notably the Picturesque and the Sublime. The mixing of 

these thematic, formal and styhstic aspects in a contemporary place extends the 

unlikely desert into a new landscape of dehght. 
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continuing in conjunction with the creation of new displays in the Desert Park. 

As at 2000, the Desert Park is about 50% complete, although this is not obvious 

to visitors because the Park's design philosophy of resolving developed areas of 

landscape to a high degree of finish (FIGURE 5.11). 

s 

OT/^TTUP <;.ii Interpretation and directional signage at 
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occurrence where determinants such as slope, soil, drainage, weather and 

disturbance produce changed microclimate conditions that support differing 

biota.1 6 The idea of a manipulated display is reinforced in the Desert Park 

brochure, which features a photographic panorama montage of plants, animals 

and landscapes from all three arid types (FIGURE 5.12). It is a kind of desert 

cornucopia that is on offer here. 

FIGURE 5.12 Montage from Alice Springs Desert Park promotional brochure (Alice 
Springs Desert Park, n.d.). 
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used in the promotional brochure create a wonderful illusion of picturesque 

trickery. 

The second argument about desert landscapes relates to the use of the 

photographic panorama on the brochure and more dramaticaUy in the Desert 

Park itself. As part of the experience of the Desert Park visitors are encouraged 

to visit the impressive Exhibition Centre with its interactive, visuaUy rich 

displays.17 In the Centre, the main themes of the Desert Park are consciously 

developed through a series of fixed and interactive displays. The unfolding 
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The film is dramatic and positions us, like many ecological docu-dramas do, as 

both a god and a speck of dust. At the film's end, the projection screen slides 

away to reveal the dramatic panorama of the MacDonneU ranges that form the 

natural enclosure to the Desert Park. On my visit in April 2000, the 

demographicaUy diverse audience of about 200 applauded at the film's end and 

even more so once the real landscape was [rejrevealed (FIGURE 5.14). 

The layering of the brochure, film and natural panoramas is a subtle and effective 

way of seducing visitors into the beauty and value of desert landscapes. Both the 

film and designed landscape rely on picturesque detaU enhanced by the drama of 

the Sublime to persuade an audience previously unmoved by the surface 

impenetrability of natural desert landscapes. 

„ , o r A ^ 0 ° depictions of landscapes, cityscapes or 
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Meaghan Morris (1988, p. 161) argues that the visual tolerance allowed by the 

form of the panorama may be projected onto the object constructed. In this 

sense, not only are the panoramas of the Desert Park effective through their 

archetypal landscape imagery but also in the reciprocity of attitude between the 

real and the depicted landscape. It is impossible to correlate visitors' experience 

of the Alice Springs Desert Park with their increased valuing of desert 

landscapes. Equally, there may be other landscape strategies that more 

effectively educate pubhc views of desert landscapes. What appears to be so 

successful here is the advocacy of an only relatively recently valued ecotype 

using long-held landscape precepts. 

The most important issue in Austrahan landscape history is the initial and 

continuing process of colonisation. Landscape architects like Richard Weller 

and Catherin Bull have taken up this issue and are right to focus on the 

A„„;„a n f innriscane colonisation. My argument 
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sample of this Chapter, The Sentimental Bloke (1919), directed by Raymond 

Longford (1878-1959), is perhaps, a more obvious inclusion in a discussion 

preoccupied by the Picturesque (FIGURE 5.15). 

Firstly, its technical form as a silent production 

(fixed camera action shots interspersed with 

inter-titles) closely replicates the framed view 

of a composed picture. Secondly, the narrative 

of the film is based on C.J. Dennis' (1876-1938) 

poem of the same name and explores themes of 

gender, class and the moral and physical 
FIGURE 5.15 Raymond 

landscapes of the city versus the bush. Finally, Longford (Screen Network 
Australia, 2000). 

Dennis and Longford amiably wrestle with 

another persistent Austrahan theme of nature and culture, articulated in this 

instance as a conflict between the cities of Melbourne and Sydney and the 

pastoral idyll of life on the land. 
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It is common to look from another century at the technological developments of 

a past era as lesser, rudimentary and unsophisticated. Silent films tend to be seen 

as either quaint, for the academic or cinephile. Occasional references might be 

made in contemporary films to the silents, but these typicaUy occur in 'art house' 
22 

films therefore doubling the sense of their anachronism and historic oddity. 

Refinements in film suture, of which sound is a vital part, mean that the 

[hyper]realism of modern film becomes a normative code that defines cinema. 

In this seamless, moving, manipulated domain the exaggerated, stylised, 

unsynchronised world of the sUents can appear crude and now dated. 

SUents and 'talkies' differ not just in their cinematic techniques, but more 

importantly in their form. The faUure of most actors and directors to move into 

the new cinema environment in the late 1920s is often attributed to their limited 
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Technological limitations of cameras, lenses and film stock accounts for some 

significant visual features of silent films. Action occurs centred at eye level, 

parallel to the camera in a single plane and at a fixed distance from the cinematic 

subject. The frame typically encompasses around the upper three quarters of the 

actor's torso, which is generaUy turned in obhque semi-profile. As the camera is 

static producing fixed shot footage, shot/reverse shot editing was used to imply 

narrative continuity. This also aUowed for a sense of movement impossible 

otherwise by the fixed camera position (Hodsdon, 

n.d.). Film stock at the time depended on 

consistently high hght levels so, at least in Europe 

and the United States, artificial fighting in controUed 

sets was common. In Austraha, natural lighting 
FIGURE 5.16 

conditions aUowed greater use of outdoor locations Intense, natural light 
encouraged Longford 

(FIGURE 5.16). a n d o t h e r Australian 
silent directors to 
shoot outdoors. 
Bondi Beach provides 



landscape as delight 5 

In 1938, the author of the The Sentimental Bloke, C.J. Dennis was eulogised by 

Joe Lyons, Prime Minister of Austraha as: 

... the Robert Burns of Australia. He created characters which have become immortal 
and he captured the true Australian spirit. Already his work is world-famous, and 
future generations will treasure it (Lyons cited in Middlemiss, 2001) 

Pubhshed in a collection titled The Songs of the Sentimental Bloke in 1915, 

Dennis' ballad was instantly successful. By 1916 Songs had been reprinted 

several times with Austrahan and New Zealand sales of about 65,000 copies 

(Middlemiss, 2001).2 3 The Sentimental Bloke tells the story of Bil l 'the Bloke', 

a working class layabout who is redeemed from drinking and gambling by an 

'ideal tart' Doreen. Despite poverty and a romantic rival, the Bloke successfully 

woos Doreen and, through providence, is able to leave the city for life on an 

inherited fruit farm. Both Dennis and Longford explore the theme of city versus 

the country in depth, concluding that while larrikinism may rule in an urban 
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offered trees rather than knowledge. In contrast, the city was 'a sink' to Jean-

Jacques Rousseau, to Thomas Jefferson 'a sore', while Percy Bysshe Shelley 

declared it 'hell' (cited in The City-Country Conflict, 1998). On the other hand, 

Karl Marx and Friedrich Engels supported cities as rescuing the proletariat from 

the 'idiocy of rural life' (Marx and Engels cited in Short, 1991, p. 41). To anti-

urbanists cities are a desolate, amoral wilderness, an attitude that is captured in 

the 1960s pejorative 'concrete jungle'. However, sparsely settled landscapes can 

be just as feared as the short stories of Henry Lawson and Barbara Baynton 

reveal. The Austrahan vernacular diagnosis of the 'bush horrors'2 5 captures the 

suffering of an individual isolated for too long in the Austrahan bush. 

This last landscape image is especiahy trenchant in Austraha, although the extent 

of urbanisation, often spurs critics to wonder why. The argument is put that a 

bush identity is outmoded, masculinist, racist and irrelevant in the face of 

—:„„+;^„ a n j p.tnnin.itv and Australia's proper 
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bush/city dualism. He wittily describes his representational strategy in The 

Sentimental Bloke as 'bloquism' (Longford cited in Nolan, 2000, p. 119) in mock 

homage to European intellectual pretensions. 

There is something of an excess of sentimentality in bush mythology and this, as 

much as its enshrinement of unjust histories, causes repugnance in urbanist 

critics. Bush mythology and the associated country/city argument dominated 

Austrahan cultural life for most of the last century. Its existence did not depend 

on the currency of the social conditions that were its motivation. In his reasoned 

account of the bush myth, the historian RusseU Ward (1958) suggests that it is 

the passing of historical circumstances that stimulate the rise of this mythos: 

Just when the results of public education acts, improved communications, and 
innumerable other factors were administering the coup de grace to the actual bushman 
of the nineteenth century, his idealized shade became the national culture-hero of the 
twentieth ... (p. 12). 

a o +nĉ  fjpath n f what it 
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sandstone cottages, Longford demanded very little cinematographic 

manipulation. 

The Sentimental Bloke is full of visual details; watermarked wallpaper, modest 

tea china, shabby lace curtains and dilapidated fences. It is a story of 'humble 

lodgings and grimy doorsteps' (Nolan, 2000, p. 116). Even the film's final scene 

of the Bloke, Doreen and the httle Bloke on the veranda of Apple Gully Farm is 

modest to the point of self-effacement. There is no dramatic landscape 

conclusion offered to the issue of narrative, just a moving between Picturesque 

environments each celebrated for their ordinariness. Longford's measured 

nationahsm creates a film of relaxed polemics. Petra Nolan (2000) claims that 

Longford succeeds in The Sentimental Bloke in 'elevating the mundane to the 

status of a spectacle' (p. 116). I see it the other way around and suggest that he 

restrains the potential for sentimentahsed excess into the rhythm of ordinariness. 

i — J i„ aMnratpA tn reinforce the awkwardness of 
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the culture within which his films were made. He wrote, in 1920, of his 

directorial style: 

It is the little things that count, the little human touches that build up a big production, 
and to these I have given the most thought (Longford cited in Shirley and Adams, 
1983, pp. 54-55). 

A greater surrendering to the intricacies of picturesque dehght would be 

impossible to find. 

Afterword 

The Picturesque is a moral problem for landscape architecture because 

techniques that derive from it remain so compellingly useful as an aesthetic 

resource. On the other hand, as observers of Austrahan colonial history, we must 

recognise it as a pohtical strategy affecting the ecological condition of landscape 
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The four samples in this Chapter show some of the possibihties and 

consequences of deploying imaginative strategies influenced by the Picturesque. 

These range from Gilhan Armstrong's eulogised landscapes to the shrewd, 

pohtical ecology of the Alice Springs Desert Park. Picturesque landscape 

strategies are seen in Glebe Park as stabilising tensions between history and 

modernity. FinaUy, Longford's The Sentimental Bloke is argued as a picturesque 

account of historic city/bush rivalries and, a still relevant advocacy for an 

incrementahst way of bunding a broad aesthetic position. 

As landscape architects, we need to be as careful of the grand sweep as we are of 

an inclination to watery indecision. Perhaps it is possible to dismantle the 

Picturesque in the way that WeUer aUudes to in his work. I doubt this myself, 

although it is certainly possible to democratise its aesthetics in the interests of the 
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What kind of stories arise in places where nothing has ever 
happened except, of course, the vagaries and vicissitudes of 
individual life? Larry McMurtry (cited in Kalina, 2001, p. 54). 

Culture develops through dialog (or the absence of it) distributed 
spatially Philip Wagner (1996). 

Philip Wagner's1 description of the development of culture is cleverly inclusive. 

He links both physical and imaginary worlds, recognising that it is not just 

nnsitive human action that shapes culture, but Chapter Map 
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Chapter, which looks at lost and illusory landscapes, Relph's theory of 

'placelessness' and Auge's 'non-place' are recalled. The following samples; 

Kangaroo (1952); Reid Street, Wilcannia; Babe, the Gallant Sheep Pig (1995) 

and Bent Street at Fox Studios, Australia represent landscapes of neglected 

worlds and hyperreal confabulations. As with landscapes that dehght, so 

landscapes of absence are a valuable cultural commentary where the ' "out-of-

place" serves to highlight and define the "in-place"' (Cresswell, 1996, p. 16). 

Wagner's deliberate destabihsation of his proposed definition of culture 

provokes us to ask a series of questions. Why would there be an 'absence of 

dialogue'? Is this an enforced silence? Is it a vohtional or an illiterate silence? 

What, as Terry Eagleton puts it, are the 'coercive and consensual mechanisms' 

(Eagleton, 1991, p. 56) that allow present or absent dialogue to form in space as 

culture? If we agree that landscapes are really tangible pohtics, what possible 

AicUrtim nf nower forge Wagner's absent or present spatial dialogues? 
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However, hegemony is not achieved solely through forced domination but in the 

subtler processes of'intellectual and moral leadership' (Gramsci, 1971). Further, 

in democracies,4 the combination of 'force and consent... balance each other 

reciprocally, without force predominating excessively over consent' (Gramsci, 

1971). In this reciprocal 'balance', Gramsci identifies that everyone is a 

participant - even, especially, the powerless. Cultural domination cannot exist 

without ehtes taking into account 'the interests and the tendencies of the groups 

over which hegemony is to be exercised' (Gramsci, 1971). This is essential to 

achieve the spontaneous consent that underpins hegemony in democracies. 

The dialectical nature of hegemony ensures that it can never be said to be 

complete. Ehtes and non-elites shift and mutate producing constantly fluxing 

cultures. At times subordinate groups resist dominant cultures, subverting 
1 T " relation to landscape, Vogeler (1996) argues 
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Where they exist in the prison yard, the place of lowest status is the area around 

the latrines. Given dominant white cultural inhibitions about the body and its 

excretory functions, this area is seen as dirty. By association, prisoners who 

congregate in these spaces are unclean too. WithneU (1984) recounts his own 

prison experiences where racism among inmates was reflected in indigenous 

prisoners being 'aUowed' this space. The seemingly passive acceptance of this 

by indigenous prisoners confirmed white inmate prejudices and assuaged any 

need for guht about this coercive treatment. However, indigenous prisoners 

recognised the shame that white 'top dogs' have about excreting and how easily 

they could be humihated as they passed. As WithneU observed many times, the 

pleasure in humiliating the white inmate ehte, more than compensated for the 

relegation of indigenous prisoners to a marginalised landscape. 

1 - ~ve—^^^rn^tiie/rounter-heeemonic landscapes. In 
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Kangaroo (dir. Lewis Milestone, 1952) 

The 1952 Twentieth Century Fox film Kangaroo, directed by Lewis Milestone, 

was one of several American productions made in Austraha in the 1950s.6 

Although a commercial failure in both United States and Austrahan markets, 

Kangaroo is ripely positioned as a successful commentator on a range of 

practices affecting landscape representation. The film cannot be argued to be a 

direct catalyst in itself, but forms part of a momentum that sees landscape star in 

conscious ways from the late 1950s on. 

The first part of this momentum relates to a shift from studio-based productions 

to those filmed on location, with a consequent rise in the visual prominence of 

ipmdscaoe. Secondly, Kangaroo as a failed foreign production became part of the 
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and technical crew were ah American. Only minor acting and technical roles 

were given to Austrahans. While filming on location near Port Augusta, South 

Austraha, the crew of 150 were housed in a purpose built temporary settlement 

named 'Zanuckville' after the head of Twentieth Century Fox Darryl F. Zanuck 

(Pike and Cooper, 1980, p. 281), clearly estabhshing whose film this really 

Made for a cost of 800 000 Austrahan pounds, Kangaroo was popularly argued 

at the time as an expression of sympathetic American interest in Austrahan 

culture. This may be partially true. However, film historian Andrew Pike, 

detects a more pragmatic reason. By shooting in Austraha, with an American 

cast and crew, capital previously frozen by government restrictions on dollar 

exports could be reahsed (Pike and Cooper, 1980, p. 281). 

<ri wfl? tf) 
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competency and proven abilities to produce results on time, rather than a driving 

sense of artistic vision. The logistics of shooting a fihn in such a remote location 

were complex. The film's associate producer, Robert Snody spent months in 

Austraha before filming began in Pagewood, Sydney in 1950. The cast and crew 

then had to be transferred to 'ZanuckviUe' in February 1951 to film the outback 

scenes (Pike and Cooper, 1980, p. 281). Clearly, in addition to economic 

advantages, Austraha also had something that Twentieth Century Fox badly 

wanted. 

Kangaroo is an example of the 'western' genre that can be defined as 'mainly 

[an] American film genre, which deals with frontier life in the United States in 

the period between the end of the civU war and the late 1880s' (Pickering, n.d.). 

The genre, as apphed to local conditions, is largely neglected in Austrahan 

cinema, although superficial resemblances can be seen in some of the imagery of 

o„^v, n« The. Overlanders (1946) and Bitter Springs (1950). 
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the conventions of the genre can be seen in the parodic Italian 'spaghetti 

westerns'11 and black cowboy films such as The Bronze Buckaroo (1938). 

In Kangaroo, adjustments are made to the formula of the western, in nodding 

recognition of its Austrahan setting. The narrative follows the efforts of two 

con-men, Richard Connor (Peter Lawford) and Dennis Gamble (Richard Boone) 

to swindle Michael Maguire (Finlay Currie) a wealthy, old Irish cattle-man on a 

bender in Sydney. The old man has become estranged from his son and when 

Conner and Gamble realise this they see an opening for extorting his wealth. 

Conner and Gamble travel back with the old man to his property in the Flinders 

Rangers where Connor manages to convince him and his daughter, DeU Maguire 

(Maureen O'Hara) that he is their long-lost son and brother. The plot becomes 

complicated when Conner faUs in love with his supposed sister DeU. Conner 

reahses he wUl need to admit his deceit if he and DeU have a future. He and 

r\—uiQ and in a variation of the western gun battle, Conner kills Gamble 
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in the wide-open spaces you might as well be in Arizona (Milestone cited in 

Higham and Greenberg, 1969, p 92). 

Film theorist, D.C. Pickering (n.d.), writes that the western, like any genre, 

exhibits 'a constant tension between repetition and innovation'. In Kangaroo, 

this tension collapses in a heavy-handed use of Austrahan landscape imagery and 

references to Aboriginal culture. What Milestone attempted was to 

'Austrahanise' the western formula with indigenous landscape oddities.12 A 

coolamon scar on the bark of a tree trunk becomes the equivalent of the flaming 

Indian arrow, shooting past the hero's head. The soundtrack behind this scene 

mimics the drone of the didgeridoo13 punctuated by tom-tom drums. In 

Kangaroo, camels, not horses, pull the wagons and the threatening snake present 

resembles an out-of-place python rather than a 'rattler'. 
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DM: ... Others have thought that. You' 11 be trapped by your own 
greed. ... It's the story of the Australian death. Broken men 
whose hearts are in England or the continent and feet are 
stuck here. 

Ultimate defeat of the white settler is never contemplated in the western genre 

and perhaps it is the insincerity of Kangaroo (and its ultimate insult to audiences 

'stuck here') that resulted in its commercial failure. The saltbush plains of South 

Austraha did not read as Monument Valley 1 4 to Austrahan or American 

audiences and Chips Rafferty (the personification of the Austrahan figure-in-the-

landscape in the 1950s) looked embarrassed in his confederate style costume. 

While many Austrahans revelled in the glamour of a Hollywood cast on location 

near Port Augusta, in a counter-hegemonic gesture, Austrahan audiences stayed 

away from the finished film in droves. Austrahan critics too, were scathing 

about the production. Bruce Grant (1952), for example, reviewed the film for the 

Austrahan hterary journal Meanjin under the title Kangaroo Tripe. The arid 

i — j „ „ „ „ Q +v,o+ cpptnpd so monotonous to Milestone could not be repressed in his 
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From the playful reaches of cultural analysis (where much response to landscape 

and film now sits) it can seem rather spoiling, as a landscape architect, to raise 

issues like ecological fit and sense of place as critiques of this view. The 

modernist precepts of landscape architecture as they relate to ideals of social 

change through design have been usefully tempered by post-modernism. It is 

now impossible to fantasise that any monohthic design response will effective, 

let alone accepted. However, as with all the design professions, landscape 

architecture should never avoid its social, pohtical and ecological duties. To 

participate in the material and cultural aUocation and management of landscape 

are powerful acts. An awareness of counter-hegemonic landscape gestures is 

vital, but ultimately distracting if it occludes the very hegemony against which 

they are a reaction. 

The spatial dialogue imagined by Wagner is unevenly two-sided in the sample of 

nitrtmieh the disdainful expression on the usuaUy sincere face of 



landscape as absence •6-

quite distinct and separate culture within Australia, the third Australian culture (Salt 
cited in Australian Population Moves to the Coast, 2001). 

The rise of coastal populations in cities and small towns is inversely matched by 

a population shift from 57 local government areas in rural Austraha. These are 

primarily in the wheat belt of western New South Wales, the Wimmera in 

Victoria, northern South Austraha and 

midlands of Western Austraha (Australian 

Population Moves to the Coast, 2001). In 

Wilcannia, located in far western New 

South Wales, this decline is stark (FIGURE 

6.1). By 1996, the population of Wilcannia 

had fallen by 34.4% from 1986 figures 

(Austrahan Bureau of Statistics, n.d.). This 

left 688 people in the township.16 1 7 This 

figure contrasts with the height of the town 

nun 
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FIGURE 6.1 Map of Wilcannia 
showing street layout and links to 
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vary from about 58% to 80% Barkindji (Aboriginal Justice Advisory Committee, 

1999), (Kenny, 1999), (Far West Area Health Service, 2001). The Barkindji 

people not only exceed non-indigenous residents of Wilcannia numericaUy, but 

also differ significantly in their demographic profile. Around 39% o f Barkindji 

are aged under 15 in comparison with 13% of the rest of WUcannia (Kenny, 

1999). This, combined with economic and social inequalities and poor 

employment prospects, poses special problems for this httle town (Royal 

Commission into Aboriginal Deaths in Custody, 1991a). 

When WUcannia hves in the imagination of non-resident Austrahans, it does so 

as a place of decline, hopelessness and defeat. Most Austrahans who visit 

WUcannia pass through it on the Barrier Highway as they journey to central 

Austraha. It presents many images of decay and dissolution. These are so potent 

that tourist promotions acknowledge their existence. The online Walkabout 

ru.iAo cnooRsts. for example, that: 
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police. Relieved, we learn that the Harley spent the night secured in the police-

lockup. Dickinson rationahses his experience of the town: 

Most Aussie readers would be familiar with the name of Wilcannia as I think many 
countries tend to have an example of this town, where social unrest and racial tension 
make a volatile mixture in a media-focused community (Dickinson, 2000).19 

Rick Bedford, a former 

policeman, and his wife Sherol 

offer a more sensationalised 

account of their visit to 

Wilcannia during a motorbike 

tour of far western New South 

Wales (FIGURE 6.2): 

FIGURE 6.2 Rick Bedford - the narrator of 
an imaginary Wilcannia (Bedford, n.d.). 

«-*. „ ; „ rf^nnpd fnr fuel, not having enough to get 
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internalises the landscape of the town, reflecting simply that 'Wilcannia is a 

depressed and depressing place'. 

The impressions of Wilcannia in these accounts are consistently subdued, 

ranging from Dickinson's attempt to place the town in a wider cultural context 

and Freeman's account of the impact the town has on him (depressing). Both 

these diarists engage in an internal dialogue with Wilcannia' melancholy 

landscape. Dickinson fits Wilcannia into a post-colonial archetype o f landscapes 

degraded by racial tension and media manipulation. Freeman speaks eloquently 

to the reciprocal and deterministic relationship between humans and place. 
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come from nowhere, move stealthily, disgorge from cars like doves from the 

magician's cage. The hallucinatory and threatening landscape is too much for 

Rick and Sherol who flee. But from what? 

If just one aspect of this story was changed, its tenor could become instead a 

classic outsider narrative. In this narrative, the outsider arrives in a new place in 

an unusual way causing great local interest. He or she brings with them 

knowledge of other worlds and is pressed by inhabitants to reveal their secrets. 

Often the outsider wakens desires and ambitions in a young (usually) woman of 

the town who is torn by famihar loyalties against the desires for new experiences. 

Sometimes they set off with the outsider. Commonly, despite being drawn to the 

young man or woman, the outsider cannot subdue his/her need to move on. 

When the outsider leaves, things seemingly return to normal, although they are 

never really the same again. 
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I do not mean to ridicule the anxiety felt by Rick and Sherol. On my own visit to 

Wilcannia i n May 2000,1 dehberately avoided the footpath immediately outside 

the hotel 

and 

probably for 

a similar 

mix of 

instinct and 

prejudice. 

My own 

sense of 

Wilcannia 

was one of a 
FIGURE 6.4 Reid Street,Wilcannia reflects the town's economic and 
social distress (Boden, 2001). 

near derehct town centre, with strangely grand historic architectural rehcs 
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both the image and the actual physical setting have been manipulated and 
manufactured so that they correspond, and the result is a superficial and trivial identity 
for places which increasingly pervades all our experiences of places and which can 
only be transcended by a considerable intellectual or social effort (p. 59). 

The travel journals cited in this Chapter form 

an image of Wilcannia that shapes experience 

of the real townscape. They reveal as much 

about the authors as they do about the town 

and offer a narrative of Austrahan struggles 

with and capitulations to racism. These 

ordinary Austrahans are not alone in the 

generahsation of image to place described 

above by Relph. 

The Austrahan feature film Deadly (1991) 

B L A C K DEATH • WHITE C O P • A D E A D L Y SECRET 

t i n ^ K k t S l i J * *'llKfS«Kt4lt ,*DHil!i«Ni.(HiKMI6Bl«SF*[a»ifffli 

FIGURE 6.5 Deadly promotional 
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Both Moir and the film's Co-writer/Director Esben Storm deny that the film's 

narrative or its location in Wilcannia were influenced by the real event of the 

death in pohce custody of a young Barkindji man, Mark Quayle. Moir claims he 

'didn't set out to make a 'cause' film for the Aborigines. We wanted to make a 

thriller' (Urban, 1999). In a more startling account of the film's genesis Storm 

enthuses: 

It started with me reading the news stories about deaths in custody and the enquiry 
[Royal Commission into Aboriginal Deaths in Custody]. It occurred to me that here 
was a classic whodunit: Who killed the blackfella? The death in custody issue is really 
just a trigger for the drama.22 (Storm cited in Urban, 1999) 

In stark contrast, the circumstances of Mark Quayle's death in custody in 

Wilcannia were intimately connected to that place and its people. The Wilcannia 

pohce, for example, insisted that Mark Quayle's family identify his body in the 

back of an ambulance parked out of town at the Aboriginal settlement (Royal 

Commission into Aboriginal Deaths in Custody, 1991c). A pohce constable had 

< ~ * i * _ i__ j „ „,;+v. v,;0 y,t>ae\ towards the driver's seat. This meant that his 
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The tragedy of Mark Quayle's death is an intensely personal and familial loss 

and needs to be acknowledged as such. I am raising it here because his death is 

also a pohtical and spatial narrative of the dispossession of Aboriginal people 

from their country {what I am calling landscape). The main street narrative that 

tourists tell is obvious because it is visible to us as outsiders and its colonial 

architectural forms are famihar. But, as Mark's brothers make clear, it is not the 

only way the Wilcannia is spatially experienced. 

The 'placelessness' of Wilcannia is, in fact, the town's tmthful virtue. It makes 

for a very melancholy, dilapidated landscape with a perverse visual integrity of 

degradation. While other towns often adopt the rhetoric of 'main street' 

revitahsation programs, Wilcannia sidesteps these strategies entirely. By the 

landscape architectural shibboleth of site-responsiveness, it is a failure of 

nineteenth century surveying; a beached anachronism reflecting the primary 

^orfimtinn naradise that Austraha once was. Wilcannia carries a hving record of 
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convincing cipher in Deadly. Equally, locals needed only to move around the 

town in customary ways for Wilcannia to be imagined as an Austrahan High 

Noon by Rick and Sherol. If, as is a repeated theme, that 'an image always 

announces the death of what it represents' (Boyer, 1996, p. 244), Wilcannia must 

be one of the most fantastically imagined and truthfully forgotten towns in 

Austraha. 

The town, as it actually stands, has no need for the remedial gestures that its 

appearance provokes in physical designers, including landscape architects. 

There is no logic to a riverside street along which people could amiably stroll, a 

vibrant tourist precinct with vernacular detailing or interpretive boardwalk 

through saltbush plains. These are the strategies common to small town renewal 

projects. In Wilcannia, there is no sustaining economy to buoy this infrastructure 

and httle to suggest reconciled, shared aspirations among the town's peoples. A 

« M i ; + a i i « > H town orecinct along these lines would need to reflect a growing 
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can erase the inscriptions of this landscape. For the Barkindji, accepting such 

scarred country might be too painful to bear - it always is their land but it is 

forever etched with their loss. 

Babe: The Gallant Sheep Pig (dir. George Miller, 1995) 

Place; authored, acknowledged even contested, is a cornfortable idea for 

landscape architects. ActuaUy, it is more than this, place is essential to constitute 

yourself as a landscape architect. Here, I don't just mean place as an inteUectual 

construct but the insistent physicality of place - soU profiles, drainage patterns, 

endemic biota, bruit form, contemporary and historic land-use. Landscape 

architecture is an exercise of the mind and soul, but in its implementation (which 

is reallv shifting parts of the earth around) it is intensely physical. It is a 
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the world is the space 

which landscape 

architecture seizes as 

its professional 

domain. To be 

shifted from this 

space (landscape 

architecture as a 

positive act) is 

professionally 

challenging and 

personally unsettling. 

Such a shift occurs in 

both Babe and Bent 

Street, the next samples in this Chapter 

FIGURE 6.6 Underside of the concrete Uluru Axis at the 
Museum of Australia shows efflorescence and minor cracking 
(Boden, 2002). 
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The French anthropologist, Marc Auge theorises about a type of modern place in 

Non-Places: Introduction to an anthropology of supermodernity. (1995). In this 

work he explores the future task of anthropology given the exhaustion of its 

modernist task of describing exotic cultures. He concludes that an 'ethnology of 

solitude' (Auge, 1995, p. 120) is the likely role of the anthropologist in the 

setting of supermodem non-place. Here, Auge is reflecting postmodern partiality 

to the proximate, the banal and the humble as useful source-material. He 

cleverly describes this as the 'anthropology of the near' (Auge, 1995, p. 7). 

Auge identifies that the historical conditions of modernism contrasted so vividly 

with the pre-modern world, that theorists were hurled into the social project of 

estabhshing meaning in a new placeless modern world. However, Auge 

contrasts this with our age x)f the supermodem that is characterised by a restless 
+~ f^intr r>n narticular meanings). Auge (1995) 
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simultaneously with places (a suburb adjacent to a theme-park; a local shopping 

street merges with a retail mall). 

Supermodem non-places are 

characterised by seamless integration 

of spatial and temporal elements. 

They are concentrated in the present 

with gestures towards history only 

when dramatic spectacle is required. 

Sometimes, a nostalgic idea of place is 

dehberately revived in non-place 

environments. The 'looney tunes' 

style faux gas station at Fox Studios, 

Sydney (FIGURE 6.7), for example, is 

« whnipsnmp. Disnevfied 

s 
* 

FIGURE 6.7 Comic facade for a cafe, 
Fox Studios, Sydney. Note that the 
expected American idiom 'gas' has been 
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individuaKsed passport, airline ticket and boarding pass are exchanged for access 

to the non-place departure lounge in a process that Auge (1995) describes as 

creating 'neither singular identity nor relations [of place]; only solitude, and 

similitude' (p. 103). In this way, the traveler through any non-place becomes a 

'a world in him[her] self (Auge, 1995, p. 39) separate and separated from history 

and memory. 

Our ability to orient ourselves (wayfinding) is reduced in non-places. Historic 

architectural codes that make clear, for example, that a museum is not a bus 

station, are no longer valid. Yet the non-place depends on regulated, predictable 

behaviour of users with only shght variation to these established patterns 

tolerated. To reassure the traveller in non-places and reaffirm their comphcity, 

extensive text messages are used. These appear on buuclings, street art, signage 

and on the displays of automated vending machines. This text describes 

tmnrnnriate behaviour ('Please take your ticket now'), estabhshes location 
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So far, the two samples presented in this Chapter have built layers from varying 

perspectives. These viewpoints can be differentiated by how they engage with 

conditions of what can be described (in an oversimplified way) as real landscape 

setting. Taken together, Kangaroo and Reid Street, Wilcannia, present an 

account of how colonisation has clothed rather than revealed Austrahan 

landscape. In contrast, the two non-place samples that follow, Babe and Bent 

Street, Fox Studios, Sydney present strata-less constructions of the Austrahan 

landscape. The authors of these supermodem non-places work to eliminate 

divisions, fissures and fractures. A disconcerted pubhc is threateningly 

subversive to supermodem non-place and so reassurance must be offered at 

every turn. Behavioural expectations are made clear and renewed at points as 

individuahty is exchanged for the right to participate in the non-place. 

Unregulated history is the enemy of the non-place and, as will be seen in Babe 

and at Bent Street, its appearance in non-places is strictly ordered. 
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support positive human relationships with landscape. We saw in Chapter 1 -

Landscape - 'the most expert witness of all' that this is not an innocent role, free 

of values, sentimentality or ego. However, it is a deeply felt mission in which the 
* 28 

motivation is to minimise environmental harm and enrich human experience. 

Landscape architecture shares its advocacy of the relationship between humans 

and landscape with many other cultural discourses, but this does not diminish the 

responsibility of individual practitioners. 

In Austraha, place identity through landscape is a predominant theme on which 

key cultural institutions like the National Museum of Australia and National 

Council for the Centenary of Federation focus. Belonging: A Century 

Celebrated, for example, is a major Centenary of Federation touring exhibition 

developed from the coUection of several state and national hbraries and archives. 

The exhibition is advertised as an exploration of: 

«nmp. nf the wavs people experienced 'belonging' in Australia in the twentieth century 
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genuine search for new perspectives? As Ross Gibson (1987), theorist and 

filmmaker, asks in rhetorical response 'The question I want to keep asking is: 

what does he want, this proposer?' (p. 62). 

Though Gibson's question is rhetorical, dehberately shifting the emphasis from 

the geographic object of Austraha to those who seek to identify with 

'Australianness', this is the answer that I am offering him as a landscape 

architect (of a particular type). Landscape is an artificial response to the realness 

of the earth and the plants and animals that hve on it in such complex 

relationships. As humans we are part and apart from these systems; changed by 

them and making dramatic impacts on them. As much as this flux is exciting it 

makes us deeply anxious too. Where is stability for humans in these 

environments? What we want is release from strangeness, but how can this be, 

when we recall that we are strangers to ourselves? 
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trade speculation, dissent and idiosyncrasy for solitude. Stripped of our daily 

burdens and in the anonymity of non-place we enjoy 'the passive joys of 

identity-loss, and the more active pleasure of role-playing' (Auge, 1995, p. 103). 

At some point however, (for the hyperreal is not yet completely real), the non-

place must be left. Then it is possible to see how much has been denied in the 

non-place and how many of us are routinely refused entry. 

Non-places unintentionally reveal the agency of their designers. Whose interests 

does an architect or landscape architect represent in supermodem landscapes? 

What design forms are aUowed? Whose access is impeded? What is the 

relationship to natural and cultural systems? Where is history and memory? 

These questions are especiahy urgent for Austrahan physical designers who must 

navigate conflicting intersections such as indigenous ownership of country with 

globahsed corporate landscapes. What values are privUeged here? If we 

—~™r>;op» indigenous ownership, do we aUow something of this attachment for 
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sweetest, most soulful hero' (Schickel, 1995). Other reviewers agreed, claiming 

it to be 'a genuinely charming children's film' (Deskin, 1995), a 'totally 

charrning fable' (Moviegoods, 2000) and 'a sunny parable' (This little pig went to 

serious statement, 1998). Based on a children's novel The Sheep-Pig (King-

Smith, 1983),30 Babe is a Kennedy Miller production,31 directed by Chris 

Noonan from a screenplay by George Miller and Chris Noonan. 3 2 The film fits 

thematicaUy and in its theatrical form within the HoUywood narrative style. 

Babe's human stars are Magda Szubanski (Mrs Esme Hoggett) and Jamie 

CromweU (Mr Arthur Hoggett). However it is the computer animations, 

animatronic doubles and over 800 live animals that provide the film's main cast. 

The opening titles of the film announce portentously that 'this is a story of an 

unprejudiced heart and how it changed our vaUey forever'. Babe, thus 

estabhshed as a morahty tale,33 teUs of a piglet (Babe) who transcends the limits 

~* u:„ n n m c»w.ies to become a champion sheep-pig. He achieves this by the rare 
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As the film opens, we are seduced by a voice-over narration into the comforting 

world of a HoUywood film. As quickly as this iUusion forms it shatters. The 

accent of the narrator is mid-Atlantic yet the images of landscape are verdantly 

Enghsh. Wasn't this film shot in Austraha? Isn't it drawn from a novel by Dick 

King-Smith set in the Enghsh dales? Those sheep aren't merinos. What place is 

this film? 

The film moves more deeply into 

this confounding territory. Lush, 

undulating slopes (not the vaUeys 

suggested by the voice-over 

narration) are panned ending in a 

sequence showing the Hoggett's 

Esse: 
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generalised landscape and architectural imagery tell an archetypal tale. Babe's 

writer/director Chris Noonan enhances this sense of a universahsed landscape by 

visually revealing the 

farmhouse through the 

cinematic cliche of a rose-

covered archway. 

Similar cinematic 

conventions shape the 

landscape imagery of Babe. 

Used both for its reinforcing 

and ironic effects, 

cinematographic technique 

underpins the moral position FIGURE 6.9 The house visited by the 'Cat iu the 
of the film. Director of H a t ' ( S e u s s ' 1 9 6 1>-

photography, Andrew Lesnie was encouraged by Miller to emulate the visual 

seriousness of The Piano (dir. Jane Campion, 1993)34 in order to capture the 

'soul' of King-Smith's novel (Miller cited in Feldman, 1995). Miller suggested 

that Lesnie 'Treat it very, very seriously and we might feel some authentic 

feeling rather than being two-dimensional' (Miller cited in Feldman, 1995, p. 

33). 

• 
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The evocation by Miller of authenticity and soulfulness draws directly from the 

novel that is the source of the film. The Sheep-Pig (King-Smith, 1983) is set in 

Gloucestershire and makes repeated references to its Enghsh midland location. 

True to the genre of the morahty tale, it is the specific setting of a narrative that 

encourages credulity, thereby allowing an audience to umversalise its moral 

precept. The Sheep-Pig also draws on the 'innocence' o f the countryside 

offering a simultaneous defense of its virtues; 'more wholesome, more spirituaUy 

Directed by Jane Campion, The Piano features a dripping, lush New Zealand 'fern'-scape that emerges as 
the non-human counterpoint to the eroticised narrative of freedom through complicity. 

^227^ 
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nourishing, more natural' (Short, 1991, p. 30), and a critique of urban life. Not 

only is Miller sensing the moral authority of King-Smith's hero, the httle pig 

Babe, but also his congruence with the author's image of himself. Random 

House, King-Smith's current publisher, offers this account provided directly, we 

are assured, from the author's rusty old typewriter: 

I'm 76; have been happily married for 55 and a half years to a girl I met at age 13; live 
in a beautiful old cottage in a tiny village; don't like nuts, turnips or pineapples; love 
the English countryside and would probably die immediately if forced to live in a 
town; . . . 

A typical day. Sit down in my very small study in my very old (from 1635) cottage; 
scribble in longhand in the morning; in the afternoon, type out the morning's work (on 
an old portable typewriter, with one finger); evening, read day's work to my wife, 
seeking her approval (Dick King-Smith, Random House Children's Books, 2000). 

The film's deferential gesture to the moral authenticity of Babe and its author is 

the choice of the New South Wales town of Robertson, located in the State's 

fertile Southern Highlands. This atypical Austrahan landscape of undulating, 

richly pastured slopes, provided an appropriate Jabularasa on which an image o f 

bucohc idyU could be impressed. Babe subverts all naturahstic conventions that 

get in the way of its fabricated world. The pressures of vertically integrated 

agricultural capital, diminishing global markets, land degradation and collapse of 

rural infrastructure are not part of the Hoggett' s world. Their concession to 

encroaching post-modern urban culture is through their ahenated children's 

attempts to connect the farm via a fax. In this hybridised landscape, full of 

architectural assemblage and transcultural references, no wonder a pig could 

learn to herd sheep. 

This mingling of images of sentimental homeliness and land/architectural fantasy 

within estabhshed cinematic codes destabilises each of these individual 

conventions. The result is a cinematic trope, simultaneously more and less real 

than the landscape from which it draws life (FIGURE 6.10). Babe's producer 

George Miller acknowledges this in his musing that: 

g228n 
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The biggest regret is that we didn't put at the end, 'shot entirely on location in 
storybook land', because that was certainly our intention; . . . it very consciously has a 
storybook look (Miller cited in O'Regan and Venkatasawmy, 1999, p. 190). 

laifF 

FIGURE 6.10 The non-place landscape of Babe is a luminescent backdrop to this 
promotional poster (Toates, n.d.). 

Babe was an unqualified commercial success and laid important technical 

groundwork in the areas of computer animation and animatronics for the 

international film industry. Specific increases in opportunities in the Austrahan 

film industry cannot be solely attributed to the success of Babe, however, it is 

generaUy fair to say that its success furthered the world standing of local 

animation company, Animal Logic. Aside from this boost to a local company, 

the success of Babe aUowed George MUler a level of creative opportunity, which 

he used to explore the darker shades of human interaction with other animals in 

the foUowing Babe film, Babe: Pig in the City (1998). 

These contributions aside, Babe is a feel-good supermodem landscape where 

moral victories are shaUow and freely won. Adrian Martin recognises the film as 

'an abstract, unreal atopia, a no-place' (Martin cited in O'Regan and 
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Venkatasawmy, 1999, p. 190) offering 'only the most chimerical and imaginary 

of identities - identities that are ultimately neither American nor Austrahan (and 

certainly not British)' (Martin cited in O'Regan and Venkatasawm, 1999, p. 190). 

As with Auge's non-place, Babe offers a {hterally) simulated experience in 

which we can fantasise about a bucohc paradise and our harmonious role within 

it. The paradox of anthropomorphising animals while exploiting them for 

recreation, food and research is never far from the surface of Babe. Similarly, 

the highly stylised landscape avoids the troubled relationship between landscape 

and agriculture that in the Austrahan context, is the story of landscape 

colonisation. 

The foregoing analysis of Babe might be criticised as overreaching, especiahy as 

its creative vehicle (a feature film) is the most illusory medium of all. It is 

conventionally the role of popular films to offer dream-like refuges to their 

audiences. Fantastic characters, suspension of logic and distortions of space and 

time are the great creative gifts of cinema to viewers otherwise held in banal 

reahties. 

A film director has no obligation to any truth beyond a series of production 

techniques and conditions. This is not to imply that a filmmaker may not want to 

mlfil a social agenda or that filmmaking is a morally neutral act. However, the 

extent and nature of the obhgations o f a physical designer both overlap and differ 

from those of the director. The physical designer, for example, must adhere to 

construction and pubhc safety standards. Design effects are also constrained by 

the physical properties of materials in a way that differs from cinema. Landscape 

design is, as well, a more pubhc medium often experienced accidentally and in 

ways a designer didn't intend.35 In contrast, watching a feature film is a 

Landscape designs do not regulate all the possibilities of their use, a fact any skateboarder will attest to. 
Often designers themselves are surprised to see their constructed landscapes peopled in ways they hadn't 
imagined. Richard Weller, co-designer of The Garden of Australian Dreams, Museum of Australia, 
Canberra recently expressed some bewilderment at the adventure-playground types of use that children find 
for his landscape. 'There were all these people there' he said 'kids on everything. I couldn't even get a 
photo of the place' (Personal communication, July 2001) 
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deliberate act in a restricted environment (the cinema, video or in-flight 

entertainment), although interpretative options abound. 

Despite the sweep of the hyperreal through many creative media, the world is 

still insistently real. Place sits along side non-place and sometimes each is 

present in the other in the way Auge has described. The real non-place, i f such a 

paradox makes sense, has a prominence in daily life beyond film. Non-place is 

less clearly demarcated than film, less consciously sought after and leaks 

pervasively into urban space and time. The final sample in this Chapter 

considers how flimsy the real world can be made. 

Bent Street, Fox Studios (Hassell Pty Ltd , Allen Jack + Cottier, Darryl 

Jackson/Robin Dyke, Tonkin Zulaikha Architect, Lend Lease 

Design/Gensler) 

Bent Street, Sydney is part of Fox Studios 

Austraha (hereafter 'Fox'), a 24 hectare 

complex located on the historic Sydney 

Showground site (FIGURE 6.11). The site 

is bounded by Centennial Park, Anzac 

Parade and the inner suburb of Paddington. 

Fox was originally ajoint venture between 

the media conglomerate News Limited 

owned by Rupert Murdoch and the 

commercial developer Lend Lease. Lend Lease has since relinquished its equity. 

Southern CrOfct Drive 

Cricket Football 
it Ground stadium 

Car park Fox Studios 

FIGURE 6.11 Fox Studios 
location in eastern Sydney 
(Lollipops, n.d.). 

Built at a cost of $400 milhon, the Fox complex comprises studio, production, 

entertainment and recreation facilities (Morris, 2001). It is the first Fox Studios 

production complex constructed outside the United States. Films made at the 

Sydney studios include Babe: Pig in the City, The Matrix, Moulin Rouge and 
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Mission Impossible II, with Episode III of the Star Wars prequeUs scheduled for 

production. 

In addition to film production facilities, the complex originaUy consisted of Bent 

Street and an entertainment area adjacent to the professional studios known as 

The Backlot. Bent Street is the retaU precinct of the complex, whUe The Backlot 

offered to take visitors 'behind the scenes on film and television sets' including 

Babe, Titanic and The Simpsons (Fox Studios Austraha, 2000).3 6 The film 

production facilities were completed in 1998 and the retaU and entertainment 

areas (Bent Street and The Backlot) opened on 7 November 1999. The Backlot 

closed in 2001, and the site is now used for increased production facilities. 

Development of the project was possible foUowing the handing over of the 

formerly pubhc site to Fox for re-development. At this time, the site comprised a 

large number of buUdings from different architectural periods and of varying 

physical integrity. A significant landscape element was the Lang Road brick 

waU, which was buUt around 1910, lending a cloistered ambience to the site. 

The complex of buUdings had provided the venue for the Sydney Royal Easter 

Show since the early 1900s, however, the white history of the site dated back to 

the 1830s when a bore was sunk to provide water for Hyde Park Barracks. The 

area was preserved for recreation by Governor Macquarie although this may 

have been motivated as much by the need to preserve the water quahty of the 

bore and also because the swampy nature of the site made it unsuitable to buUd 

on. 

The historic character of the Showground was recognised in 1988 when the 

National Trust was successful in having the site classified as an urban 

The Backlot was originally conceived as a self-guided tour of eight major attractions including theme 
rides, theatrical shows and glimpses of real productions. These layers of real and imaginary worlds are 
summarised by one of The Backlot's designers, Barry Kosky, as 'offering the fantasy of being in the film 
world' (Kosky in Urban, 1999). Note the play here between illusion^nd fantasy, all in the context of the 
chimera that is cinema. 
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conservation area. This move was in response to a proposal for medium-density 

housing which would have necessitated the destruction of ah historic buildings. 

However, it was not until the 1990s, when a new Showground site at Homebush 

was identified, that the NSW Government was prepared to face inevitable pubhc 

resistance to any redevelopment of the site. Citing the excessive costs of 

managing the dilapidated Showground buildings and its commitment to the 

construction of a new Easter Show venue, the NSW State Government handed 

the old site to Fox in 1995 (Building Innovation, 1999). 

The entire Fox complex has come under intense pressure from sectors of the film 

industry, local residents37 and the market itself3 8. In many ways, these current 

criticisms are a reprise of problems that have affected the Austrahan film 

industry as a small national cinema since the 192Q's. These arguments center on 

production and distribution obstacles to representing national issues ('telling our 

own stories') in a globahsed market dominated first by British and later 

American cultural interests. The ghosts of Ray Longford and Chips Rafferty can 

easily be heard in prominent Austrahan actor Chris Hayward's impassioned 

critique of Fox: 

The Australian film industry has been tootling down winding roads on its bicycle and 
now an American road train has come through and blown it off the road. The presence 
of an American production and the glitz and glamour of the Fox Studios hides the real 
state of the industry (Haywood cited in Australian Screen Sound Guild, 1999).39 

3 7 The Centennial Park Resident's Association has lodged a series of objections relating to noise and traffic 
congestion. These complaints have intensified since early 2001, following the successful application by Fox 
Studios to extend the trading hours of some restaurants and bars in Bent Street to a 3 am closing. Kevin 
Gibbons, The Association's spokesman argues that 'Its clear the Fox Studios has moved away from its 
concept of family entertainment because they cannot make a financial go of the site' adding that the 
Minister for Urban Affairs and Planning, Dr Michael Refshauge, 'has never granted one condition that has 
been favourable to the local community or to the [Centennial] parkland at large' (Gibbons cited in Morris, 
2001). 
3 8 While Fox Studios Australia claim that Bent Street is visited by around 100,000 visitors per week (Morris, 
2001), The Backlot has not fared so well. Initially with a family pass costing $99 visitor numbers were low 
and their comments unfavourable. The shows, rides and attractions were consistently described as 'pretty 
average' (Cummins and Verghis, 2000) leading to a necessary injection of funds ($40 million) to offset 
losses and a revised entrance pricing structure. Additionally, The Backlot which was originally gated off 
from Bent Street, was opened up to greater pedestrian access in an attempt to increase impulse visits (Lend 
Lease's Fox Studios opens its doors but takes $65m hit, 2000). These strategies failed and the attraction was 
closed in 2001. 

3 9 Actors Chris Haywood and Bryan Brown are the nationalist terriers biting at the ankles of globalised film 
production represented, in this case by Fox Studios. Hidden in their colourful arguments is a deep mistrust 
of Fox's corporate owner Rupert Murdoch. 
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Haywood is not alone in his criticism of Fox. Tom Jeffrey, president of the 

powerful Screen Producers Association of Austraha, commented that the opening 

of Fox created a 'false impression that everything is fine and dandy in the local 

industry' (Jeffrey cited in Screen Sound Guild Austraha, 1999). A survey of (an 

unspecified number) members of the Austrahan Screen Directors Association 

found that Fox is 'destructive to our industry' (Austrahan Screen Directors 

Association, 2000) although they failed to elaborated why. 

Fox Chief Executive, Kim Williams, defends the complex against these 

criticisms and the suggestions of cultural hegemony that underpin them. Fox, he 

argues, is a 'place for everyone ... negotiable to all filmmakers not just "the big 

budget blockbuster'" (Williams cited in Digging around 'Down Under', 1998). 

Wilhams argues that independent low-budget productions will be able to use 

facilities during 'down-times' and also cites the advantage that the studio is 

independent of lighting and grip packages (Williams in Digging around 'Down 

Under', 1998). This enables producers working with restricted budgets to 

negotiate the provision of hghting and electrical services at market (therefore 

theoretically competitive) rates. 

The location at Fox of production and post-production houses such as Animal 

Logic, Kodak, Panavision and Soundfirm provides impetus to the technical 

sector of the local film industry. Zareh Nalbandian, Managing Director of 

Animal Logic (Babe: Pig in the City, The Matrix, Holy Smoke, Moulin Rouge) 

argues that co-location provides added incentives to American producers aheady 

impressed by 'our general willingness to work and sho w off our talents on a 

larger scale' (Nalbandian cited in Digging around 'Down Under', 1998).Fox 

offers in its integrated business structure, comprehensive filmmaking facilities 

and complete recreation environment, the illusion of a total world. From the 

advertising of the complex to its design iconography, Fox simultaneously 

embraces imagery of the fantastic and the real. This of itself acts to dislodge 

•234a 



landscape as absence 6 

visitors from their idiosyncratic identities. The message is clear; at Fox only 

one type of visitor is really welcome. 

Kim Williams, unwittingly expresses an irritation for what he sees as the pubhc 

failure to embrace the creative concept o f The Backlot. In a total inversion of the 

business maxim that 'the customer is always right' William's complains that: 

One of the things we consistently have difficulty with is that the public consistently 
expects a theme park and it's very different from that (Thurlow, 2000). 

Clearly, in Williams, eyes, The Backlot failed because of our failure to reahse 

just how exciting a concept it was. 

A key condition for participants in non-places is a sense of security but also an 

uninterrupted capacity to fantasise with an imaginary persona. To be reminded 

of your inferiority in a non-place is to force participants back into a sense of their 

real hves, where this may be a common experience. This is why, for example, 

that club style facilities for business plane travelers are so discreetly placed in 

airport lounges. The ehte traveler knows of these privileges, but it is risky to the 

equilibrium of the non-place airport i f economy passengers become too 

conscious of them. Discreet logos and subtle signage are the consistent code 

when different levels of facility are provided in a non-place. They protect 

privilege and confirm the superiority of the cognoscenti who know their codes. 

Before considering the landscape/architectural form of Bent Street, it is 

interesting to see how the precinct is presented to potential visitors through 

advertising and also the retail strategies adopted by Fox. A n early advertising 

image used to promote Bent Street shows an extraordinary social parody of a 

derehct 'bag lady'. In the image (FIGURE 6.12), a dissolute but glamorously 

Some years before Auge's writings, American critic Ray Oldenburg (1989) described the necessary 
shedding of idiosyncrasy in non-places suggesting that 'in non-places, individuality disappears. In non-
places, character is irrelevant. [...] in non-places one cannot be an individual or become one for one's 
individuality is not only irrelevant, it also gets in the way' (p. 205). 
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dressed women lies 

collapsed on a park 

bench in a state of 

seeming 

unconsciousness. 

Her male companion 

is nearby and 

tantalizingly 

dishevelled. A brown 

paper carrier bag is 

near the woman. 

Only a few elements 
„ , . , , FIGURE 6.12 Detail from an advertisement for Bent Street 

of the image would ^ s t u d i o s > 1 9 9 9 ) 

need to change for it to be one of extreme pathos, even to the extent of 

questioning whether the woman is ahve. However, the message here is that Bent 

Street both attracts and confers glamour to people who visit the precinct. Even 

more, a kind of temporary life awaits the visitor to Bent Street, full- of erotic 

promise, luxury consumption and social disinhibition. This an example of the 

freedom to play with identities offered to the select individuals who are aUowed 

to participate in non-places. 

Fox's marketing and leasing strategies for Bent Street exploit a sinhlar imagery 

to that identified by Auge in his comparison o f autoroutes with departmental 

roads in regional France. In Auge's example, local roads that meander through 

provincial regions are compared with multi-lane highways where experience of 

the uniqueness of a locale is conveyed by signage proclaiming its quahties. The 

motorist experiences a signscape of a landscape rather than the place itself. 

Bent Street offers a cornucopia of eating and shopping possibihties where 

seeming abundance behes the mercUess rationale of its commercial formula. 

Here shoppers can enjoy the Rainbow Serpent Art GaUery where a commodity 
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called 'Aboriginal Art' is sold. Conveniently, the owner (who also has 'outlets' 

at Sydney and Brisbane airports) has 'access to the unique art of 27 central 

Austrahan communities - 35,000 artists!' (Parnes cited in Old Fox Shows 

Retailers New Tricks, 2001). Much easier to go to Bent Street with its 'diverse 

selection and the parking is easy" (Kapplanis cited in Old Fox Shows Retailers 

New Tricks, 2001) than travel to meet some of those 35,000 artists. 

Another example of the real-unreal of Bent Street is given by Nikki Kapplanis, 

owner of Art House Blue Cafe, who enthuses about the 'real village atmosphere' 

created by 'regular special attractions' such as skateboard competitions 

(Kapplanis cited in Old Fox Shows Retailers New Tricks, 2001). Unlike a village 

where word-of-mouth prevails, Kapplanis enjoys the advantage of receiving 

regular memos from Fox that prepare retailers for anticipated crowds. Kapplanis 

recognises that the lure of Bent Street is more than just its retail offerings but its 

capacity to make 'people feel like they're part of a movie scene' (Kapplanis cited 

in Old Fox Shows Retailers New Tricks, 2001). 

Not so very long before, a more ordinary, yet fantastic event, occupied the space 

of Kapplanis' 'village'. If only for three weeks a year, the now Fox Studios site, 

hosted the magnificent, tawdry Royal Easter Show. The private detective 

heroine of Cathy Coles skindeep (2002) remembers the old Showground when 

confronted by the new Homebush development: 

Maybe it was me, but standing just inside the new Showground's gates and looking at 
the buildings didn't evoke a thing. Not the sweep of the old Showground's concourse 
or the meat hall with its butchers making sausages for an enraptured crowd, the person 
selling maps of all the exhibits and renting out creaky prams. There didn't even seem 
to be any kids trying to convince their parents that they wouldn't complain about 
carrying their Show Bags around all day if they bought them straightaway. The 
afternoon sun didn't do much for the [Homebush] concrete surrounds either (pp. 81¬
82). 

Kapplams is right to sense the form of a village as its archetype is embraced in 

the architecture of Bent Street, although a very inorganic village it is. Possibly 

taking its inspiration from the pre-existing ensemble of buildings on the old 
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Showground site, as well as a desire to create a world of simulated diversity, Fox 

commissioned five design firms to develop the Bent Street precinct: 

Hassell Pty Ltd Car Park and Site Landscaping 
Allen Jack + Cottier Arthouse Cinema 
Darryl Jackson/Robin Dyke Music and Books Building 
Tonkin Zulaikha Architects Object Buildings 
Lend Lease Design/Gensler Hoyts Cinema 

The form of Bent Street is that of a curved pedestrian street that follows the 

original ringside promenade of the Showground. However, unlike its historical 

referent, Bent Street offers only a segment of the elliptical walk possible in 

earher times. Possibly because Bent Street is also located on the site of the 

ephemeral tents and caravans of the infamous sideshow alley, httle Royal Easter 

Show imagery works its way into the contemporary streetscape. This is in 

contrast with other areas of the Fox site, where refurbished buildings such as 

historic Frank Hurley Show Pavilion, extend their historic agricultural imagery 

into the contemporary site. 

The other source of imagery in the development draws on filmmaking itself. 

Fox's investment means that, despite the lack of such a film history on the site, 

iconography relating to filmmaking is obvious in the architectural detailing. The 

most worked example of 

cinematic imagery is the 

pastiche of Hollywood 

art deco in the Hoyt's 

Cinema facade (FIGURE 

6.13). 

Bent Street has been 

praised for its balance of 

i 

k 1 Jl 

'theatrical architecture FIGURE 6.13 An assemblage of cinematic references at 
Bent Street: 1930's European deco and Australia's 

with the modernist desire famous silent, The Sentimental Bloke (Boden, 2001). 
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for tectonic clarity' (Vivian, 2000). It is lauded as 'well orchestrated and scaled 

... without feeling unrelenting or claustrophobic' (Vivian, 2000). The 100,000 

weekly visitors, many of them identified as repeat patrons by Fox's market 

research, obviously agree with a Tourism NSW appraisal that Bent Street is an 

'anchor attraction' (Old Fox Shows Retailers New Tricks, 2001) for Sydney. 

Clean, gated, secure41 and diverting - a total escapist world - how could it be any 

other than a haven, at least to its privileged chentele? 

At the entrance to Bent Street is a 

multi-story car park designed by 

Hassall Pty Ltd (FIGURE 6.14). It is 

a functionahst concrete form 

enhvened by perforated screens, 

primary colours and large-scale 

graphics featuring scenes from (a 

commonly unknown) Austrahan 

cinema history. In a wonderful 

juxtaposition, an enormous image 

taken from the 1927 colonial 

melodrama For the Term of His 

Natural Life leers above the car park 

pay station. It offers, like Bent Street, 

both a gesturing to Austrahan cultural 

values and a dire comment on their 

historical origins. 

FIGURE 6.14 Car park, Bent Street, 
features images of 'classic' Australian films 
to unintended ironic effect (Boden, 2001). 

On a site visit to Bent Street (July 2000), I saw a mildly cantankerous drunk escorted from the complex by 
several security guards. His ejection didn't surprise me, but rather its swiftness and the number of personnel 
involved in his surveillance in the few minutes before any action was taken. Considerable monitoring and 
numbers of security personnel underpin Bent Street's innocent facade as is the case in major shopping malls. 
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However, it is the use of an image from Peter Weir's The Cars That Ate Paris 

(1972), at the car-park entrance, that provides a reflexive critique of the 

supermodem Bent Street. In Weir's film, a figment of a town called Paris is 

stranded in an Austrahan desert landscape. The people of Paris have devised a 

stable hving by rigging car accidents and selling the resulting scrap metal for 

profit. The landscape is httered with brightly painted carcasses of stripped cars. 

Sensing the unsustainabihty of his town's economy, the lord mayor calls for an 

end to the macabre local industry. In defiance, the town's youth riot 

embelhshing their ordinary cars with the scraps of metalwork and menacing 

Paris. The most threatening (and comical) of the cars is the Volkswagen Beetle 

decorated with metal rhinoceros-like spikes. The humble 'people's car' takes on 

a braggartly carapace, imaginary and unresponsive to its origins. 

Afterword 

This Chapter opened with Wagner's definition of the conditions of culture. By 

looking at four landscape samples it is possible to see how material space forms 

from absent dialogue. In a bleak and helpful diagnosis of ahenation in modern 

culture, Daniel Miller identifies the co-presence of abstraction and specificity as 

its component parts (Miller, 1987, p. 78). Kangaroo, Reid Street in Wilcannia, 

Babe and Bent Street axe eerie landscapes because they affect locahsm and 

universalism in the way Miller describes. Perhaps these samples could be argued 

in more positive ways, but at some point their landscape nihilism demands 

address. 

The issue that has opened up in this Chapter is the social purpose of a profession 

like landscape architecture. While I don't fully endorse the modernist hopes that 

social inequality can be erased by good physical design, I do see landscape 

architecture as having a place in community and ecological advocacy. This task 

is hard, requiring an almost impossible combination of self-effacement, 
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imagination, vigour and resilience. And all on the assumption that a realistic 

design, construction and maintenance budget will be available. 

Daniel Miller imphcitly warns us that social ahenation comes from landscape 

architecture just as much when we fly above a site as when we become over-

immersed in its details. The space left, what we might call a middle-ground, 

forces us to see the detail of the story to hand, but not imagine it as the only 

narrative of the site. We need, in other words, to probe who and what has been 

left out of our positivist landscape gestures. And then finahy, we need to predict 

when our actions will be ineffectual or, worse, come at to great an aesthetic, 

ecological or cultural cost. The samples in this Chapter demand that we see 

landscape architecture as part of culture, not its cure. 
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There is no greater sorrow than the loss of one's native land 
Euripides (cited in Fernando, 2001, p. 6). 

Just as none of us is outside or beyond geography, none of us is 
completely free from the struggle over geography. Edward Said 
(1993, p. 6). 

Many observations can be made about changes to national identity in the 

geographic space named through colonisation as Austraha. Demographicahy, 

they are extensive: greater population, 

increasing ethnic diversity, a shift from 

primary production to service industries, 

concentrated settlement on the coast. 

Representations of Australia have circled 

around many nationahst, multi-cultural and 

pluralist images. Through the whole modern 

period, a central focus on landscape has 

emerged as a device to attempt to define 

Austraha and what it is to be Austrahan. These 

can be described as the related but separable 

issues of nation and national identity.1 

Chapter Map 

• The Overlanders (dir. 
Harry Watt, 1946) 

• Piace of the People 
Design Competi t ion, 
Canberra (National 
Capital Authority, 2000) 

• Mallboy (dir: Vince 
Giarrusso, 2000) 

• international Gateway, 
Melbourne (Client: 
Transurban City Link 
Ltd., Designer: DCM 
Pty. Ltd., 1999) 

In this project, I have tried to avoid a solely historical approach, favouring 

instead a poetic analysis of designed and filmic landscapes in the context of their 

1 Nation and national identity are used in this project to describe the collective and individual states of 
Australian cultural identity. This cultural identity overlaps with legal, geographic and historic Australias, 
but the exact form of these intersections is beyond this project. 
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production. In examining these contexts, historical conditions are central but not 

exclusive. Meta-historical facets of existence such as archetypal mythologies, 

biologically encoded perceptual mechanisms, even the idiosyncrasies of 

personality, shape contexts that in turn give form to the poetics of the designed 

place and film samples. I have tried to show, for example, that the Picturesque is 

a contemporary way of seeing as much (although in different ways) as is it is a 

historical reference to a landscape code of eighteenth century England. 

In the obverse, plurahstic views of landscape that form the basis of Chapter 8 -

Landscape is Hope, are shown not just to be a recent approach. The Back of 

Beyond (dir. John Heyer, 1954) is used as an example of a film that breaches 

representational conventions of the 1950s - or more precisely, what we so 

dismissively often imagine these to have been. At least in my view, an historical 

account (where it is linear and cumulative) explains only part of the hallmark 

Australian questions of nation and national identity. 

I have tried to estabhsh, throughout the preceding chapters, that this thesis is 

written from a professional practitioner perspective. It is reflective, in that it 

deals with existing landscapes, but this does not make it strictly historical. The 

examined landscapes are not bound together by historical threads, but rather, 

how they evidence broad classes of landscape response. In other words, this 

work is thematic and contextual rather than historic and sequential. It is a study 

of made landscapes that are taken as necessary, if not always desirable, 

expressions of Austrahan cultural values. Some of the samples in this thesis are 

visionary (Chapter 8); some quite beautiful (Chapter 5); some proud even 

vainglorious (Chapter 7) and some hollow and deeply sad (Chapter 6). 

Real and filmic landscapes differ according to the cultural, technological and 

styhstic values prevailing at the time of their design and execution. These 

relationships are best thought about by considering, as was earher argued, the 
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'shifting triangle of the ongoing process of negotiation between the work, its 

maker (artist or patron), and its audience' (Holhday, 1993, p. 4). To this I have 

added a consideration of the setting in which the work of art is created, that is the 

socio-economic conditions of its production and the cultural questions that drive 

its creation. Concerning this last issue, a real shift can be noted over the past 

century in Austraha. Metaphorically, it can be put this way: we have moved, in 

our anxieties about national identity, from a full stop to a question mark. 

In 1901, over 100,000 Sydneysiders crowded into Centennial Park to hear the 

proclamation of the federation of Austraha (State library of Victoria, 2001). 

Each of the spectators passed under a grand archway swathed in flowers and 

leaves that triumphantly announced 'ONE PEOPLE' (FIGURE 7.1). 
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FIGURE 7.1 Federation Arch, Centennial Park, Sydney (Gates, 2000). 

One hundred years later in 2001, and again in Sydney, a collection of floats 

formed the Federation Day parade. Among displays that celebrated fashion, art, 

sport and technology was a float carrying prominent Austrahans (former Prime-

Minister Gough Whitlarn, former A C T U secretary Jennie George and former 

Austrahan of the Year Lowitja O'Donoghue). Emblazed on this float was the 

rhetorical 'WHO A R E WE?' (National pride on parade in Sydney, 2000, p. 7).2 

2 A rhetorical question was also posed on another float in the Federation Day parade. That float, featuring 
Australian inventions, was titled 'DID WE DO THAT? (National pride on parade in Sydney, 2000). 

§245^ 



landscape as nation 7 

It is interesting to note the level of confidence that accompanied the promotion of 

the newly federated states of Austraha into the Commonwealth in 1901. It is 

jarring, in contrast, that such a nervously open-ended question could articulate 

Austraha's centenary of this federation. Over those 100 years, intellectuals and 

creators have explored myriad representations of Austraha. The most successful 

(loved and intriguing) seem to bypass cliche and anxiety, which are the common 

ways Austraha thinks about itself. Instead, these enduring paintings, writings, 

songs, crafts, stories, landscapes, buildings and films focus on the rich specifics 

of locale. They are stuffed full of a specific place and although finished objects 

in themselves, they become starting points for us. 

In this Chapter, I explore statements about Austrahan nationhood and identity 

that have been made in designed places and films. The samples range across 

speculations by designers, writers and directors about Austrahan individual and 

collective character. The four samples are polemical essays on what 

Austraha/ness is The Overlanders (1946); is not Mallboy (2000); should be Place 

of the People Design Competition (2000); and could be International Gateway, 

Melbourne (1999). AU are concerned with ideas about Austraha, although 

Mallboy and International Gateway consciously reference their Melbourne 

(Victoria) settings. The logic and effects of representing national images through 

regional settings is an important aspect of these samples. 

Before looking at these samples I want to return to the two conflicting statements 

of national identity ( 'ONE PEOPLE' and 'WHO A R E WE?') that span the 

century since Austrahan federation. At least two narratives of nation flow from 

this rhetoric. The first narrative speaks of a fundamentaUy certain nation which, 

aUowing for some initial over-confidence, bravely accommodates its increasing 

ethnic diversity and assertion of indigenous rights. That Austraha proposes a 

security that enables the opening up of identity issues by asking 'WHO A R E 

WE?'. The second narrative teUs of a loss of certainty, from relatively unified 
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origins to a slightly desperate search for someone to tell us who we are and turn 

us into 'ONE PEOPLE' . 

Whichever seems more convincing, both turn on attitudes about who is 

franchised to identify as Austrahan. Alastair Davidson (1997) in From subject to 

citizen: Australian citizenship in the twentieth century isolates two historic 

phases in relation to definitions of Austrahan citizenship.3 These phases have 

their basis in law, but are also expressions of moral entitlement. The practice of 

non-Anglo Austrahan citizens being referred to by their ethnicity as though it 

were their nationality is an example.4 The two phases that Davidson identifies 

are a communitarian view of citizenship that existed pre-1945 when Austraha 

was generaUy ethnicaUy uniform. The second, post World War Two phase, 

which exists into contemporary Austraha, he caUs 'multicultural citizenship'. 

A communitarian view of Austrahan citizenship argues that, in order to be caUed 

a citizen, an individual needs to meet certain legal criteria. Behind these legal 

criteria are cultural expectations that, in day-to-day functioning, can be just as 

important. In Australia, the essential legal criterion pre-1945 was to be born in 

Austraha or to Austrahan parents. CulturaUy, identification with 'whiteness' was 

just as significant. This meant both looking 'white' and the more nebulous, 

acting 'white'. 

A communitarian perspective is that of belonging to an exclusive club. Total 

compliance with membership conditions yields fuU rights. Merely resembling 

the constituency might give you an associate membership, but never fuU voting 

rights. A communitarian perspective demands that its citizens identify with the 

meta-category of Austrahan. Hybridity, such as identifying as a Lebanese-

3 Citizenship is an entitlement to participate fully in the life of a nation. It implies both rights and 
responsibilities and can be contrasted with being a subject where a burden of duty predominates. 
4 This is not unique to Australia. For example the satiric character 'Ali G.' is endlessly analysed in terms of 
his ethnicity despite being 'born in da heart of da Staines ghetto'(Ali G., 2002) in Berkshire. 
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Australian is not within this schema. Some, like Aboriginals, didn't even make it 

past the front door. Non-members may not benefit from the club's privileges, 

but they certainly feel its effects as Aboriginal writer, Kev Carmody, describes: 

Saw the white walls of freedom, never found the black door (Carmody cited in Baker 
andMagill, 1995). 

When communitarian citizenship is invoked it is as a complex of legal, moral, 

physiological and behavioural criteria. Breaches of birth or parentage criteria 

can challenge legal entitlement. However, transgressing by failing to act white 

(standing as a synonym for Austrahan) can undermine an individual's moral 

entitlement to Austrahanness in the eyes of their peers. The accusation of 'un-

Austrahanness' that is made in such circumstances is both a description and also 

a punishment for failing to act as a good citizen. The rhetorical punishment for 

these transgressions, or the worse crime of not even aspiring to whiteness, is the 

taunt ' i f you don't like it here, go back to where you came from'- despite most of 

these offenders having nowhere else to go. 

In contrast, post-1945 immigration imposed a necessary shift in strict 

communitarian definitions of citizenship. While the majority of immigrants from 

the 1950s to 1970s were European, large numbers were not British. Many were 

refugees; spoke languages other than Enghsh, practised Orthodox religions and 

had limited experience of participatory democracies. They gave their labour for 

modest remuneration, greater access to material security and the rights of 

citizenship. However, as Davidson (1997) argues, these immigrants pose a 

challenge in that 'they almost never share a past' (p. 6) with the existing 

members of the 'Austrahan' club. This category shppage is corrected by the idea 

of 'multicultural citizenship' that proposes unity through diversity. 

In contrast to communitarian views of Austrahan citizenship, multicultural 

citizenship suggest that it is acceptable to celebrate differences provided they 

occur within a commonly agreed meta-structure of Austrahanness. Multicultural 

citizenship is represented in 'put Austraha first' rhetoric that is used both to 
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defend and curtail expressions of non-Australian allegiance. An example of this 

is state funding of ethnically based soccer clubs on the one hand as a cultural 

resource supporting specific communities while also attempting to regulate 

behaviour of supporters which is often seen as bringing historic conflicts to 

Austraha. 

If we bore our way into both communitarian and multicultural citizenship 

versions of Austraha we find a similar woody fibre at their core. As 

anthropologist, Gassan Hage (1998) clearly estabhshes in White Nation: 

Fantasies of white supremacy in a multicultural society, what we commonly see 

as the racism of these perspectives is, in fact, their nationahsm. He argues: 

I can believe that Blacks and Asians are radically different or inferior without caring 
about where they live, whether they sit next to me on the train or whether there are 'too 
many of them'. As soon as I begin to worry not just about my 'race', 'ethnicity', 
'culture' or 'people' . . . my motivation becomes far more national than racial (p. 39). 

Once national arguments are invoked, the contested sites become spatial and 

sentimentahsed through the trope of 'home'. Home is an elusive, fragmentary 

and deeply reassuring concept. At a national level it turns disparate individuals 

and communities into a fantasy family sharing a common land. Domestically, it 

enables us to turn often unimaginative, poorly finished building from houses to 

homes. The titles of two leading Austrahan domestic lifestyle magazines make 

these category distinctions clear. House and Garden co-joins the two spatial 

zones of domestic hving while Home Beautiful celebrates the emotional rewards 

of sentimentalising domestic space. 

The reassurance of home is easily destabihsed in the circumstances Hage (1998) 

describes: 

When the nationalist feels that he or she can no longer operate in, communicate in or 
recognise the national space in which he or she operates, the nation appears to be 
losing its homely character (p. 42). 
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At this point, the nationahst (and that means most of us) moves to manage the 

threat to homely space through a range of strategies. Hage (1998) argues that 

believing you are responsible for defending homely space proves, of itself, the 

existence of spatial privileges. The purpose of this Chapter is to acknowledge 

these privileges and explore how landscapes in film and real space defend 

Austraha as our home. Of course who 'our' is and what shapes 'home' is central 

to each of the following discussions. These discussions consider questions of 

national identity but not as they are typicaUy formulated in Austraha in the 

question 'Who are we?'. 

The novehst Margaret Atwood (1972), writing on Canadian hterature, suggests 

that every nation has a central image of itself, however false, around which its 

culture organises. America, she proposes, relies on its 'frontier' whUe Britain 

images itself as an 'island'. In Canada, 'survival' defines identity and this is how 

she titles her book Survival: A thematic guide to Canadian literature (1972). 

Landscape is implicated in these images according to its intrinsic quahties and 

the cultural work to which it is put. 

Often, in Austraha, human characters are suggested as images of national 

identity. Larrikin heroes such as Ned KeUy, the Aussie Digger, Les Patterson, 

Mick 'CrocodUe' Dundee, even Alan 'Bondy' Bond are proffered as representing 

essential Austrahan quahties of resourcefulness, irreverence and coarseness. 

Many of these quahties are also represented in images of Austrahan landscape. 

Stuart Cunningham (1987a) has gone further than this in his tracing of the 

relationship between human figures and the landscape, with particular reference 

to Austrahan actor Chips Rafferty. Cunningham suggests that Chips Rafferty is, 

regardless of which role he is playing, a figure fashioned out of a particular 

landscape. Rafferty as a film persona and character starts, according to 

Cunningham (1987a), only insofar as the landscape also stars. 
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Cunningham's suggestion is clever and it is easy to see many characters in 

Austrahan narrative films as personifications of larger, national preoccupations. 

To circle back on myself, that preoccupation is fundamentally in Austraha, the 

physical, historical and cultural experience of landscape. To borrow from 

Canadian hterary critic, Northrop Frye, 'Where is here?'(Frye cited in Atwood, 

1972, p. 10) is really our pertinent national question. Asked this way, the 

question of Austraha as a national landscape becomes less vulnerable to white 

managerialsm.5 6 

The Overlanders (dir. Harry Watt, 1946) 

Jack Beasley, Minister for Supply and Development in Prime Minister John 

Curtin's war cabinet, made the desperate plea that Austraha should surrender to 

the Japanese after the fall of Singapore in February 1942 (Stephens, 2001). 

Several days later, on 19 February, Japan made the first of 64 mainland-bombing 

raids on Darwin. These were to continue intermittently until 12 November 1943, 

with some 33 raids on other towns including Broome, Wyndham and Derby in 

Western Austraha, Katherine in the Northern Territory and Mossman and 

Townsville in Queensland (Air Raids on Austrahan Mainland - Second World 

War, 2001). The Austrahan war cabinet saw the surrender of Singapore by 

Britain as another blow, 'an inexcusable betrayal' (Stephens, 2001) that left 

Austraha vulnerable to invasion. Whatever hindsight may reveal, in early 

5 Gassan Hage argues that' white worry' about the future of Australia is a nationalist strategy that reinforces 
our position as managers of the nation's future. In play and very seriously he ends White Nation (1998) by 
asking: 'Are Whites still good for Australia? Have they been living in ghettoes for too long? Are they 
dividing Australia? . . . Clearly, it's time for Third World-looking Australians to do the 'worrying about the 
nation' number. And let's face it, there's plenty to worry about.' (Hage, 1998, p. 247) 
6 The visionary landscape samples in Chapter 8 represent both white and black non-managerial perspectives. 
7 This infamous phrase was taken from a cable signed by John Curtin and sent to British Prime Minister 
Winston Churchill on 23 January 1942. Historian David Day has argued that the cable was probably drafted 
by Doc Evatt, Minister for External Affairs (Stephens, 2001). Curtin, however, expressed his concerns 
about Britain's reliability as an ally in a letter to his wife in January 1942 where he says 'The war goes very 
badly and I have a cable fight with Churchill almost daily (Curtin cited in Stephens, 2001). 

8 Allegations of British betrayal of Australia remain deeply felt and are an expression of anti-colonial, 
nationalist sentiments. Former Labor Prime Minister Paul Keating, criticised several political figures of the 
time who advocated appeasement of the Axis as 'craven cowards who wanted to lie down when the fight 
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1942, Australians perceived themselves to be at real risk from a full-scale 

Japanese invasion (FIGURE 7.2). 
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With the fall of Singapore, 

Japanese bombing of 

Austraha's north (FIGURE 

7.3) and submarine attacks in 

Sydney Harbour, Austrahans 

were justifiably anxious. 

Supreme Commander of the 

Allied Forces in the South 

West Pacific, General 

Macarthur commented on the 

'feeling of panic' among Austrahans when he arrived in March 1942 to estabhsh 

his command in Melbourne. Members of Austraha's War Cabinet were equally 

disturbed and variously described by observers at the time as 'like a lot of 

startled chooks' (Stephens, 2001) and 'in a state of jitters' (Stephens, 2001). 

Dutch Hast mtiiefi 
Solomon 'stands 

FIGURE 7.2 The Japanese Empire in 1942 (The 
History Place, 1997). 

Prompted by the deteriorating 

situation in the Pacific and 

increasingly strained 

relationships with Britain, the 

Austrahan War Cabinet 

proposed in 1943 that 

Austraha's war efforts could 

be more effectively used in 

Allied propaganda. This 

FIGURE 7.3 Australian soldiers inspecting damage 
following a Japanese bombing raid on Darwin 
(Australian War Memorial, 1942). 

was really on' (Keating cited in Stephens, 2001). Although he doesn't say so explicitly, his real charge 
against these appeasers is that of being 'un-Australian'. Identifying entitlements to Austrahanness is an 
entrenched nationalist practice of both communitarian and multicultural citizenries. Failing to respond in a 
national emergency 'when the chips are down', especially if loyalty is expressed to a country other than 
Australia, is treacherously un-Australian (Big Questions, 2001). 
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strategy aimed to enhance Austraha's image as a loyal ally and boost British 

morale, then ravaged by many months of German bombing raids and defeats in 

the Pacific and Europe. An agreement was reached between the Austrahan War 

Cabinet and British Department of Information and director Harry Watt arrive in 

Austraha in 1944. Watt, who was employed by Ealing Studios at the time, had 

an impressive record in documentary and feature filmmaking, having worked 

under John Grierson at the British Empire Marketing Board (EMB) and General 

Post Office (GPO). 9 His preference for a documentary style, even in his 

narrative features, was to influence a decade of Austrahan feature furnmaking.10 

Watt became a respected figure in the intellectual life of Sydney; however, the 

failure of Ealing Studios to estabhsh permanent local facilities ultimately forced 

him to leave (Pike and Cooper, 1980, p. 268). Watt finally returned to Britain, 

via Africa where he made two features for Ealing Studios. 

The influence of John Grierson's style is hard to underestimate on both 

documentary and feature production in many national cinemas. Feature directors 

such as Austrahans John Duigan, Phil Noyce and British directors Ken Loach 

and Mike Leigh embody Grierson's approach of representing intricacy in the 

everyday. Through these spare, trathful images of the ordinary, extraordinary 

awareness is opened to audiences. Grierson said of his approach to documentary 

that: 

the basic force behind it was social and not aesthetic. It was a desire to make a drama 
out of the ordinary to set against the prevailing drama of the extraordinary: a desire to 

9 Harry Watt (1906-?) worked at the EMB and its successor, the GPO, in the 1930s where he collaborated 
with Basil Wright on the documentary Night Mail (1936) that was directed by John Grierson. This film 
depicted the overnight mail service from London to Scotland and featured a soundtrack composed by 
Benjamin Britten and script by W.H. Auden. The significance of Night Train lies in its ordinariness, 
reflecting Grierson's aim that film to be used dignify the everyday labours of working people and highlight 
social disadvantage. 
1 0 Tom O'Regan and Albert Moran argue that the dominant trend in Australian narrative feature films until 
the late 1950s was a documentary style. This style reflected distinct technological, aesthetic and economic 
conditions and produced didactic films commonly shot on location. They are highly dependent on 
landscape, which often emerges as a lead character in its own right. These films (for example The 
Overlanders, Bitter Springs, The Back of Beyond) suggest a universal humanism that can be shaped into an 
educated, moral citizenry. They offer a kind of'national identity Marshall Plan' as a critique of the moral 
collapse of citizenship during the Second World War. The making of'good citizens' was sensibly seen as a 
necessary strategy to underpin liberal democracies and attracted considerable government co-operation and 
support (Moran and O'Regan, 1982). 
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bring the citizen's eye in from the ends of the earth to the story, his own story, of what 
was happening under his nose (Grierson cited in Night Mail: About the documentary, 
2001). 

On arriving in Australia in 1943, Watt's search for the extraordinary-ordinary led 

him to the events of the previous year (1942) when around 100,000 cattle had 

been taken to Queensland on an 18-month overland drove of some 2,000 miles. 

This was part of an informal 'scorched earth pohcy' in response to what was seen 

as a very probable Japanese invasion of northern Austraha. 

Watt expressed the intention of filming outdoors and this preference neatly 

coincided with the lack of quahty studio facilities available in Austraha (Perry, 

n.d.). Moran and Regan argue that increases in quahty of filmstock available 

from the 1940s pushed national cinemas with modest infrastructure into location 

shooting (Moran and O'Regan, 1982). Poorly lit and constructed local studio 

interiors were less acceptable to audiences increasingly exposed to lavish 

Hollywood production budgets. Combine this with Austraha's physically and 

imaginatively absorbing landscape and Watt's decision was apt. 

Filmmaking is always a collective process but Watt brought to this production 

contacts and a distinct collaborative approach from his Grierson years. Assisted 

by his British photographer (Osmond Borradaile), camera operator (Carl 

Kayser), production supervisor (Jack Rix) and editor (Inman Hunter), Watt 

shaped a consensual and democratic production. To this British team he added 

Austrahans Ralph Smart as associate producer, writer Dora Birtles as researcher 

and a cast led by Chips Rafferty. 
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In its review of The Overlanders in 1946,the 

Sydney Morning Herald described 

Rafferty's character Dan McAlpine as 'the 

Austrahan Everyman, in speech, action, and 

character' (Pike and Cooper, 1980, p. 267). 

This comment stands just as effectively as 

an evaluation of the production as a whole 

(FIGURE 7.4). 

The Overlanders is a sincere and dramatic 

representation of a country drawing on its 

national identity in response to a perceived 

and actual threat. Literally, this is invasion 

by Japanese forces although, as will be seen 

shortly, internal pohtical struggles are 

represented as just as sigriificant a threat to 

Austraha's national integrity. While 

gender, race and, for that matter economic 

relations shown in The Overlanders are 

FIGURE 7.4 Rafferty's 
'everyman' status is shown in this 
collage, by an unknown artist, 
included in the Peoplescape 
installation, part of the Centenary 
of Federation Celebrations, 
Canberra 2001 (Australian 
Broadcasting Corporation, 2002). 

paternalistic, they are not mindlessly so. 

We may not necessarily like the solutions offered, but issues such as labour 

conditions, gender equity, and even environmental protection, sit quite visibly 

within the film's narrative. 

The Overlanders works within its narrative form in several ways to build an 

identity of Austraha through the trope of Austrahan character. Dan McAlpine is 

its human expression, however the overarching image around which these 

polemics are explored is always the landscape (FIGURE 7.5). Here, two tropes 

are evoked. The first is an archetypal reference to the capacity of landscape to 

give an enduring sense of belonging (the arcadian trope). The second is the 

specificahy Austrahan trope of the anthropological landscape. Here, images of 
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tribal aboriginals are used to 'prove' 

the spiritual content of the 

Austrahan landscape. Bearing 

witness to this symbiotic 

relationship provides a secondary 

gain for white Austrahans, an access 

to spirituahty by proxy. During the 

film, the Aboriginal stockman Jacky 

'sings about the time his people 

owned this land, probably when they 

were happy'. It is not lost to 

audiences, of both that time and 

ours, that Jacky is singing a personal 

story of his own displacement in the 

shadow world of neither fully black 

nor acceptably white. 

Of the 16 landscape samples that provide the evidentiary basis of this thesis, 

some can be clearly argued as more successful than others in terms of general 

community acceptance. Films such as The Back of Beyond and Babe and 

landscapes like Glebe Park, A Folly for Mrs Macquarie and Alice Springs Desert 

Park attract popular loyalty. No simple formula can account for their enduring 

success. However, part of the answer hes in the consistent and seff-reinforcing 

poetics of each of these successful samples. Design forms reflect intended 

themes and are communicated using relevant styhstics. To participants and 

audiences, whether motivated by analysis or pleasure, these landscapes satisfy 

through their completeness. 

In some approaches to filmmaking and design, compositional elements are 

dehberately placed in oppositional friction to each other. These landscapes take 

i 

FIGURE 7.5 Chips Rafferty as Dan 
McAlpine in The Overlanders, intimately 
identified with the Australian landscape 
(Ealing Studios, n.d). 
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form when discordant elements crash into each other.11 Such works are 

destabilising and frequently audiences and critics don't know what to do with 

them. The real affection that is often expressed for harmonised landscapes is 

more laboured in these settings. In its place, a fiery intensity of controversy 

stands. Bent Street, discussed in Chapter 6 Landscape as absence, is an example 

of a landscape that divides it audience in this way. The tension between the 

poetics of the design and its heritage setting and cultural context create a black 

hole for some of its audience. For many others, Bent Street, is a kind of 

Arcadian urbanism. 

The Overlanders stands in complete contrast to this type of double-layered 

design strategy. It is a dehberately rhetorical essay on how the Austrahan nation 

can be re-formed using the events of World War II as its fomenting crucible. 

From our removed position in 2002, it is possible to underestimate the 

cumulative effect of two world wars and a major economic depression on the 

Austraha of 1946. Post-second world war restructuring of Austraha would see 

enormous pubhc infrastructure schemes such as the Snowy Mountains Hydro

electric Scheme and an upsurge in immigration programmes to provide sufficient 

labour. However, Austraha in 1946, was still defined by Prime Minister John 

Curtin's statement, made in response to Japanese attacks on Austraha, that: 

this country shall remain forever the home of the descendants of those people who 
came here in peace in order to establish in the South Seas an outpost of the British race 
(Curtin cited in Department of Immigration and Multicultural Affairs, 2001). 

Importantly, Curtin makes no recognition that an Austrahan home might include 

Aborigines who, despite figuring in many cultural representations, were not to be 

recognised as full citizens in their own country until 1967.12 

1 1 A recent Australian example is The Garden ofAustralian Dreams (2001), sited at the Museum of 
Australia. Interpretations of this landscape depend on how a participant forges relationships between many 
familiar (water, paths, trees) and unfamiliar (maps, blue poles, cube pavilion) formal elements. 

1 2 According to some authors, progressive moves in relation to Aboriginal rights during the late 1930s 
ceased with World War Two, although old-age pensions were granted to Aborigines in 1942 . At the end of 
the War, political focus lay with rebuilding the Australian economy, and social policies were directed to this 
end. The idea that Australia could continue as an 'outpost of the British race' was untenable in a world 
dealing with millions of (non-British) people displaced by war. A shift in the concept of 'Australia' 
occurred from a literal replication of British culture to a nation where cultural diversity was acceptable 
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Unlike the pohtical brief of Curtin, Harry Watt was commissioned to make a 

fictional piece of popular entertainment with the initial purpose of raising 

flagging morale. As filming progressed during 19451 3 it became obvious that 

Japanese surrender was likely. The tone of the film became less one of boosting 

a war effort as encouraging national re-construction. During one scene Dan 

McAlpine and the reprobate Corky (John Fernside) argue about the future of the 

undeveloped, as they see it, north of Austraha. Corky suggests they form the 

Northern Territory Exploitation Company and 'carve up the Territory. McAlpine 

responds angrily in defence of an emerging shared nation: 

McAlpine: We've exploited our south for 100 years and torn the heart out of it. 
Corky: You mean leave it to the cattle kings? 
McAlpine: Leave it to Australians, ordinary Australians . . . it's a national job 

Corky, too big for little people like you. 

This scene is one thread of a nation building discourse. Other strands, such as 

the ambivalent relationship with Britain and challenges made by the arid 

landscape, also shape this weave. Throughout the film, images of diverse 

landscapes (coast, grasslands, desert woodlands) and characters (Aboriginal 

stockmen, adventure-seeking Scot, Enghsh rogue, struggling Austrahan farm 

labourers) are coiled around dramatic events of drought, crocodile attack, 

accidental injuries and a cattle stampede, to form a vessel which viewers take to 

be Austraha and its future. 

provided common liberal, democratic values and behaviours were shared. In a much grosser form, this is 
the policy that affected Aborigines. Known as assimilation, this government policy was officially defined in 
1965 at the Aboriginal Welfare Conference as: All Aborigines and part-Aborigines are expected eventually 
to attain the same manner of living as other Australians and to live as members of a single Australian 
community, enjoying the same rights and privileges, accepting the same responsibilities, observing the same 
customs and influenced by the same beliefs, hopes and loyalties as other Australians (Aboriginal Welfare 
Conference cited in Australian Government Policies & The Aboriginal Peoples 1945-1991, n.d.). 
Ultimately this policy would fail with tragic personal and cultural costs to Aborigines. Whatever noble aims 
motivated assimilationist policies; a trenchant arrogance lay behind it. Somehow proponents suggest that 
culture is reducible to a series of discreet attributes bearing no relationship each to the other. Aboriginal art, 
stories and skills (such as tracking or stock-handling) are seen as desirable but nomadic or kinship lifestyles 
that support these practices threaten white values. This logic allows Australia to celebrate Aboriginal 
cultures as a national culture at events such as the opening ceremony of the Olympic Games in Sydney in 
2000, while Aboriginal Australians still experience disadvantage that is both gross and measurable. 

1 3 Filming began in April 1945 at the North Head quarantine station in Sydney, before relocating to Alice 
Springs and Roper River. 
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Dan McAlpine's muster is a literal drove from the west coast of Austraha, 

through the centre to Queensland and, at the same time, a metaphoric making of 

individual and collective character. Stuart Cunningham (1987a) identifies the 

'refined, avuncular masculinity' of Chips Rafferty in The Overlanders. This, 

combined with the 'specularisation' of the landscape, forms a seamless union of 

people and place. In this landscape, Austraha is represented as a nation 

determined by its physical landscape, where success depends on human respect 

and a uniform resolution of acknowledged differences. In other words, The 

Overlanders is a spatial container, shaped by natural and cultural materials, 

which contains an idea of a unified, consistent nation - 'Austraha'. 

Earher in this Chapter, I referred to Davidson's historical account of citizenship 

in Austraha that traces the shift from a communitarian society, where full 

membership is restricted to whites, to a multicultural citizenship. Aesthetically, 

The Overlanders represents the high end-stage of communitarian representations 

of Austraha. The film also illustrates Tom O'Regan's argument (1997) that 

Austrahan film of the 1940s and 1950s was documentary in character, providing 

local and international audiences with largely 'observational essays'.14 In these 

productions, specific storylines tend to be dominated by a meta-narrative of 

national identity formed through interaction with landscape. 

The two types of materials (designed landscapes and films) that are the 

evidentiary samples within each Chapter of this project are offered as 

complementary to each other, not contrasting. That is, they provide material 

evidence of the four broad landscape patterns (dehght, absence, nation, hope) 

14 The Overlanders premiered in Sydney on 27 September 1946 and ran for an unprecedented five months. 
British, European and American seasons followed with enthusiastic critical and audience response. On the 
basis of the fdm's commercial success, Ealing Studios developed an ongoing Australian production 
schedule. Bitter Springs (1950) is the best known of these features. Plans for additional productions failed 
due to a lack of either government or commercial investment and Ealing closed its Australian studios and 
relocated to Africa and more available finance (Pike and Cooper, 1980). 
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that characterise Austrahan landscape responses. I have deliberately not tried to 

compare landscape types (coast, rainforest, desert), historic periods or aesthetic 

approaches. The samples are representative of a landscape pattern and chosen 

because they have something clear and well resolved to say. The next sample, 

Place of the People Design Competition (POPDC), picks up the theme of 

multicultural citizenship and, like The Overlanders, is a response to a brief to 

represent a nation. 

Place of the People Design Competition (National Capital Authority, 2001) 

Three landscape samples in this project are not authored in the obvious sense of 

an identifiable designer or filmmaker. Reid Street, Wilcannia is an ad-hoc 

homage to changes in Austraha's rural economy and stasis in black-white 

relations. Reconciliation Bridge Walk, in Chapter 8, is an ephemeral authorship 

by citizens and white and indigenous bureaucracies. Place of the People Design 

Competition (POPDC) is even less fixed in its authorship. While a physical 

landscape, Commonwealth Place, Canberra (FIGURE 7.6) now exists as a result 
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FIGURE 7.6 View of Commonwealth Place during construction, against the High Court 
of Australia, Canberra (Boden, 2002). 
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of the POPDC, it is not it, but its brief, that really interests me. 

Commonwealth Place (designers Durbach Block Architects and Schaffer 

Barnsley Landscape Architects) was opened in late July, after an extended delay. 

The project became caught in a conflict surrounding the adjacent Reconciliation 

Place}5 also decided by a design competition. Two major pubhc works became 

locked in irresolution, and inevitably so. We aren't entitled, as the POPDC 

aUowed, to buUd a monument to Federation that ignores colonisation. We 

shouldn't, I think, mis-use our moral agency as designers to memorialise 

Aboriginal stories in Reconciliation Place, as an alternative to pohtical redress. 

So it seems perversely right, but no doubt distressing to people who worked on 

these landscapes, that these two projects, should be marooned by Walter Burley 

Griffin's artificial lake in a void of genuine governance. We deserve and should 

demand better than such tawdry pohticisation of landscape architecture. 

Satire about Canberra, the planned national capital of Austraha, abounds. It is, 

as the joke goes, a 'good sheep paddock ruined' and synonymous, in the minds 

of many Austrahans, with pohtical antics, rorting and excessive privUege. 

Commentators intehectualise these criticisms, levelling charges that Canberra is 

physicaUy and symbohcaUy disconnected (Werrick cited in WaUiss, 2001) from 

Austraha and seen as empty and meaningless (Headon cited in WaUiss, 2001). 

The forthright views of Anbarra elder Frank Gurrmanamana, as told by the 

anthropologist Rhys Jones, offer the most powerful criticism of Canberra. On 

seeing Canberra for the first time, Gurrmanamana gazed across Canberra's 

15 Reconciliation Place appears to have two motivations. The first is the National Capital Authority's view 
that the Parliamentary Zone needs to be made more accessible to the Australian public and international 
visitors (see National Capital Authority (2000) Report of the Parliamentary Zone Review). The second can 
be argued as an attempt by the Australian Prime Minister to gesture towards reconciliation without 
addressing the formal issues of a treaty or apology. A collaborative team, led by architect Simon Kringas, 
won the design competition (see Footnote 19). Following objection by some Aboriginal people and other 
Australians concerning the imagery of the design, the Prime Minister's Office announced in June 2002 that 
completion of the project would be delayed indefinitely. 
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ordered geometry and dramatic landscape vistas despairing that 'this country bin 

lose 'im Dreaming' (Gurrmanamana cited by Jones in Haynes, 1998, p. 33). 

The existence and location of Canberra was a product of the federation of states 

to form a commonwealth in 1901. The choice of a new city as the capital 

avoided escalating the existing rivalry between Melbourne and Sydney, both of 

which argued for the location of the new capital in their respective cities. 

Canberra is, in this sense, an artificial city formed out of a natural limestone plain 

and its surrounding hills. It is also a planned city, shaped by design precedent 

but ignoring the cultural landscapes of pre-1913 white settlement and mihennia 

of indigenous interaction with country. 

Canberra represented the aspirations of democracy, prosperity and stability that 

seemed possible at the start of the twentieth century. It also carried the spirit of 

Austraha as a nation of 'One People', as the rhetoric of Federation said. This 

symbolic unity hid a more complex story. While it is true that federation was 

achieved not through war but by pohtical dialogue, it can't be assumed that 

Austraha is a 'natural' nation (if such a thing exists). The geographical unity of 

Austraha as an (largely) island continent, and the relative ethnic uniformity of its 

colonisers, pointed towards many common interests. However fine differences 

are often most strongly felt and issues such as the varying economies and natural 

resources of the States, regional loyalties and even convict or free settler origins, 

comphcated the process of forming a single nation. Part of the challenge of 

Federation was the development of a national iconography that could become an 

international and domestic shorthand signifying 'Austraha' and 'Austrahan' 

values. This was the task encoded in the brief of the Federal Capital Design 

Competition (FCDC) for the new city of Canberra in 1911. 

The history of the FCDC and its winner Walter Burley Griffin (with Marion 

Mahony Griffin who rendered the exquisite plans) has been detailed by Harrison 
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(1995), Weirwick 

(1988) and Vernon 

(n.d.). Much of the 

controversy is 

famihar, involving a 

mix of intransigence, 

inertia and ego 

common to 

controversial pubhc 

works. Griffin won 

the FCDC by a 

majority (not 

unanimous) vote and 

these circumstances of dissent shadowed the reahsation of his plan. Canberra 

today bears the broad imprint of Griffin's landscape plans, although few of his 

architectural proposals have been reahsed. His 1911 design for a national capital 

of 25,000 sits today in a suburbanised city of over 300,000 people. Many local 

residents have a suburban focus that hterally bypasses Griffin's capital as 

expressed in the Parliamentary Triangle. 

However, loyalty to the vision of Griffin remains strong among many planning 

bureaucrats who are keen to 'refresh' his vision (National Capital Authority, 

2000, p. 14). Echoes of these loyalties and the historical conflict they subtend 

are found in the competition brief for the POPDC. The competition sponsor is 

the National Capital Authority (NCA) that, under Commonwealth statute, 

manages the planning and development of the National Capital function of 

Canberra.16 The N C A describes its responsibihties as an historic mission in the 

POPDC brief, that of 'guaranteeing that the promise of the city plan and the 

ideals of the founders are reahsed' (National Capital Authority, 2000, p. vii). 

Detailed references are made in the brief to Griffin's unrealised plan and the 

State and municipal functions are the responsibility of the locally elected ACT Government. 
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FIGURE 7.7 Plan of Canberra (1911) by Walter Burley 
Griffin, drawn by Marion Mahony Griffin (National 
Capital Authority, 2000). 
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opportunity that is provided by the POPDC to 'reinterpret and make manifest 

Griffin's intent' (National Capital Authority, 2000, p. 23). 

Walter Burley Griffin's design for 

Canberra is triumphed as a brilliant 

integration of created land and water 

axes that responds to the natural 

geometry of the site and symbolic 

requirements of a national capital 

(FIGURE 7.7). Landscape architect 

and Griffin scholar Christopher 

Vernon, identifies Griffin's plan as 

'cultivated, monumentalised nature', 

as though the design of Canberra was 

'a nation's garden' (Vernon, n.d.). 

! tots*** S i 
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FIGURE 7.8 Griffin's diagrammatic plan 
of the intersection of landscape, 
government and community (NCA, 2000, 
p. 21). 

The design is centred on a dominant land axis linking Capital Hill in the south to 

Mount Ainslie in the north. This axis is bisected by an east west water axis 

artificiaUy formed by Lake Burley Griffin. It is at the juncture of these two axes 

that Griffin proposed the development of a pubhc place that could act as a spatial 

expression of the symbolic joining of government (judiciary, legislature and 

executive) and people (recreation, education, pubhc amenity) (FIGURE 7.8). 

Unrealised untU now, references to Griffin's original proposals legitimate, 

through the seal of history, the contemporary aims of the POPDC to: 

provide a space that welcomes visitors and encourages gatherings and events and 
celebrations; a place that will provide a forum for the Australian people (National 
Capital Authority, 2000, p. iii) 

With detahed references to Griffin's historic design for Canberra and the 

extensive Parliamentary Zone Review by the N C A in 2000, the POPDC brief 

determined the foUowing principles. Taking into account that the Place of the 

People must be physicaUy and conceptuaUy 'accessible to aU Austrahans' 
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(National Capital Authority, 2000, p. 15), the competition required that any 

design must reflect: 

• The political and cultural role of Australia's capital 
• Federation and Australian democracy 
• The achievements of individual Australians in all areas of endeavour 
• The diversity of Australia, its peoples, natural environments, cultures and heritage 
• The unique qualities of Australian creativity and craftsmanship (p. 15) 

General design criteria were for a pubhc place with: 

• A sense of scale, dignity and openness 
• A cohesive and comprehensive layout 
• A large forum for public ceremony and debate 
• Intimate, enjoyable spaces for individuals and groups 
• A dynamic program of national, state and regional events 
• Public facilities that are accessible and affordable (p. 15) 

Specific criteria called for a development of around 12,000 square metres that 

respected site levels and the existing land axis vista. The design was required to 

be cut into the site and protected on three sides from predominant harsh winds. 

The floor level should ahgn with the existing lake edge pathway. These 

requirements would maximise comfort in an exposed site and also ensure that the 

new development does not interrupt views from Old Parliament House. 1 7 In the 

necessarily laboured language of design competition briefs, these criteria reflect 

the more passionate hopes of the earher Parliamentary Zone Review, which in 

recommending the POPDC hoped for a 'Great Verandah - a welcoming space 

for ah visitors that exemplifies Austrahan hospitality' (National Capital 

Authority cited in Walhss, 2001). 

The POPDC brief is a lengthy document (53 pages) with extensive supporting 

documentation including detailed site plans, elevations and sections. Its styhsh 

presentation reflects the behef of the N C A that 'the site has no equal for the 

development of a pubhc place of such national value' (National Capital 

Authority, 2000, p. 16). The brief is deferential to Griffin's vision, often using it, 

The elevation of Parliament House is such that it will allow Commonwealth Place (the name to be gjven to 
the site when it is officially opened) to be clearly visible, although not disturb views of the land axis as it 
sweeps along Anzac Parade towards the Australian War Memorial and, finally, Black Mountain. 
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by association, to signify that the POPDC is, like the 1911 plan, a making of 

national history through designed place. 

Design competitions are notorious for their capacity to fail to produce the result 

so optimistically imagined in the brief. Sometimes the failure comes at the time 

of implementation when budgetary, administrative and pohtical constraints 

compromise the potency of a winning design. A n earher stage of controversy 

can be the selection of an entry that defies aspects of the brief and wins on the 

basis of innovations that are only possible because competition rules are broken. 

The most obvious shaping of the body of work submitted in a design competition 

is the brief itself. The hteral brief, which for the POPDC was outlined earher, is 

an indicator of requirements, but only its critical interrogation (as distinct from 

hteral interpretation) fleshes out the logic of a competition. Where and on what a 

brief is silent tells as much about the likely outcome of a design competition as 

its detailed conditions. It is a case of the negative space defining the positive 

form of an object, in this instance design schemes. 

In the Preface to the POPDC brief, Ian Macdonald, then Federal Minister 

responsible for the N C A , credentials this design competition by referring to 

previous similar events for 'national icons like the Austrahan War Memorial, the 

High Court of Austraha, the National Gallery of Austraha and the new 

Parliament House' (National Capital Authority, 2000, p. hi). The suggestion 

here is that better pubhc (landscape) architecture is produced when many ideas 

are 'on the table'. The jury can become involved in a comparative debate, 

various ideas are tested and the possibility of combining elements from different 

designs exists. An open, competitive process also suits the symbolic tone of the 

subjects of competitions that are commonly inspirational buildings (parliaments, 

courts, museums) or places (memorials, pubhc fora). 
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The brief for the POPDC is a conservative document, with a very prescriptive 

ideology. Despite the reahty that many elements of Griffin's plan were 

unrealised, the POPDC is presented as a kind of baton change from the best 

(Griffin) to the minor runner of a relay team. The great strides of Griffin are 

presented as a rhythmical meter to which successive designers in the 

Parliamentary Zone should respond. As much as the POPDC is a celebration of 

Austrahan identity, it is a tribute to the existence of Canberra, the beautiful but 

unloved capital of Austraha. 

The N C A defines its mission 'to build the National Capital in the hearts of ah 

Austrahans' (National Capital Authority, 2000, p. vii). Expressed this way the 

task seems one of moral 

improvement (impressive 

capitals are a necessary 

accoutrement of nationhood) that 

will be difficult to achieve (place 

attachment cannot be designed 

into a space). The Place of the 

People, as part of the National 

Capital, is required to present a 

prideful narrative of what 

Austraha is and what it is to be 

Austrahan. The current landscape of irrigated, maintained exotic grass is 

described as 'shabby and fragmented' (National Capital Authority, 2000, p. 12). 

This assessment is true in comparison with a national space like the Washington 

Mall (USA), but inflames many Austrahans who see their own local landscapes 

as so much worse (FIGURE 7.9). A national capital like Canberra, planned, 

nurtured and expensive, celebrates the paradox of democratic nationhood. It is, 

like other planned capitals, the vision of an ehte but is also expected to have 

universal, popular resonance. 

FIGURE 7.9 The NCA's description of the site 
as shabby is relative (NCA, 2000, p. 11). 
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The POPDC assumes 'Nation' as a general construct, demanding an agreed 

vision of Austrahan. The brief allows that the Place of the People might be used 

for 'national rallies' (National Capital Authority, 2000, p. 3), but places greater 

emphasis on lifestyle distractions such as 'a place to meet and enjoy coffee or a 

meal... a place to sit in comfort and watch activity on the lake' (National Capital 

Authority, 2000, p. 16). Dissent is spatially possible in the POPDC, but the 

overwhehning tone is of a 'good times' landscape that reminds of the easy-going 

virtues of Austraha.18 

The most glaring rent in this seamless construction is reconciliation with 

Aboriginal Austraha. At the time of the competition, the Federal Government, 

under the leadership of John Howard, officially endorsed a process of 

reconciliation between white and black Austraha. While refusing to apologise to 

Aboriginal people for historical acts of white transgression against them, Howard 

endorsed a symbohc program of reconciliation, including the design of 

Reconciliation Place 1 9 within the Parliamentary Triangle. This gesture, which 

has been widely criticised as diversionary, partly explains why the POPDC brief 

is so silent on reconciliation issues. The listing of the Aboriginal Tent Embassy 

on the Register of the National Estate is referred to, but the brief is silent on the 

critique of the ideahsed democratic Austraha that its presence in the 

Parliamentary Triangle offers. A spokeswoman for the Tent Embassy, Isobel 

Coe, has criticised the Place of the People as another incursion on Aboriginal 

land symbohcahy, but also literally, given the adjacency of the sites. Gestures of 

Aboriginal resistance to the development have been made, including camping 

Demonstrators seized by the desire to show political dissent are assisted by the NCA publication The 
Right to Protest: A Guide that provides advice on how to organise a protest or march in the Parliamentary 
Zone. 
1 9 A competition was also used to develop the design for Reconciliation Place. The successful entry by 
architect Simon Kringas and his collaborative team, including Aboriginal representation, consists of a 
pathway and installations running east-west behind (to the south) Commonwealth Place. A condition of 
entry to this competition was the inclusion of an indigenous person in each design team. Indigenous people 
were included in the judging panel. One of the major elements developed in the winning entry are the 
stories of Aborigines of mixed race who were separated from their families under official assimilationist 
policies of Australian governments. Aboriginal people who identify as part of the Stolen Generations, have 
varying views about their stories should be used. Increasing distress has been expressed about how this 
material is to be included in Reconciliation Place. 
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and tree planting on the site and the flying of the Aboriginal flag from the 

construction site fence. 

The Aboriginal Tent Embassy is itself a highly controversial expression of 

dissent, not least among Aboriginal communities who are divided about its 

appropriateness. Canberra residents and many visitors express distaste that its 

shamble of structures should be permitted on such a prominent site. However, 

regardless of these concerns, its existence points to the inarguable consequences 

of colonisation. At least one strand of government, The Austrahan Heritage 

Commission, acknowledges its cultural relevance in its listing on the Register of 

the National Estate. It seems appropriate that the National Capital Authority in 

its claims to represent all Austraha should do the same. 

The POPDC brief fulfils what Gassan Hage describes as white managerialism. 

Images of black/white relations, cultural tensions and social conflicts are 

'aUowed' as proof of the existence of a tolerant democracy. The brief is sUent on 

the symbols or narrative devices that designers might explore, except to imply 

that they reflect a nation in control of its diversity and complexity. In her 

critique of the POPDC, landscape architect JiUian WaUiss also expresses 

frustration at the conservatism of the brief. She regrets that the body charged 

with both protecting and developing a nationaUy acceptable icon such as 

Canberra is so limited in its aspirations. 

However, in tracing the ultimate success of particular design competitions (Edge 

of the Trees at the Museum of Sydney, Austraha and the Jewish Museum in 

Berlin, Germany) back to the cahbre of the brief, WaUiss makes an astute 

observation. In support of her argument she quotes James E. Young, an authority 

on translation of Jewish cultures, who argues that the authors of the brief for the 

Jewish Museum must share in the ultimate success of Daniel Lebeskind's design 
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because, they put 'questions at the heart of the design process' (Young in 

Walhss, 2001). 

In contrast, there are no questions at the heart of the POPDC except those of the 

most programmatic kind. By this I mean that the brief sets a series of functional 

and technical requirements that should be met in an aesthetically grand and 

historicahy respectful design solution. No redefinition of 'nation' or 'Austraha' 

is sought. No problems are posed, except those that are common to ah design 

briefs resolving site constraints, developing appropriate styhstics and meeting a 

budget. Rather than proposing challenges, the brief skirts around a series of 

absent questions. What is the relationship between the Parliamentary Zone and 

the municipal city that surrounds it? How should such generahsed concepts of 

an Austrahan nation sit in the indigenous landscape of the local Ngun(n)awal 

people? Can environments of such a planned scale ever be taken into the hearts 

of citizens? If only some Austrahans can come to love this place, who is chosen 

and who forsaken? In any event, should this design overtly reference 

Austrahanness? If it does, which Austraha? Conversely, what about an imagery 

that fixes this space to this time and no other? In a zone that is dominated by a 

sequence of architectural events (National Gallery, National Library, Parliament 

House, High Court), what can a landscape space offer? FinaUy, these are 

questions about what should be celebrated and what mourned about Austraha? 

Seventy-three entries were received from teams of architects and landscape 

architects by the time the POPDC closed in May 2000. The competition jury 

chaired by the President of the Senate, Senator Margaret Reid, included 

architects Glenn Murcutt and Juhani PaUasmaa; landscape architects Gay 

Williamson and James Hayter and former members of the Federal Parhament, 

Barry Cohen and Peter Durack. The jury announced on 18 June 2000 that it had 

unanimously selected Durbach Block Architects and Schaffer Barnsley 

Landscape Architects as winners of the competition. 
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FIGURE 7.10 Detail from the Place of the People Design Competition 
winning entry by Durbach Block Architects and Schaffer Barnsley 
Landscape Architects, humanising their design form (National Capital 
Authority, 2002). 

The winrting scheme was judged by the panel as 'beautiful in its simphcity' 

(National Capital Authority, 2002) and respectful of Griffin's dramatic land axis 

(FIGURE 7.10). Its sculptured upper terrace, 'cup-shaped' amphitheatre and 

crescent-shaped water feature satisfy the international-modern idiom of the 

Parliamentary Triangle. It is a satisfactory response to the brief, but surely that 

document could have been bolder, or at least, less precious about what Austraha 

is and what it could become? 

Mallboy (dir. Vince Giarrusso, 2000) 

At the end of a long, reflective interview about his film, the writer/director of 

Mallboy, Vince Giarrusso, relaxed into a sardonic mood. Speaking of his film, 

he commented that the distributor was releasing it in local cinemas on Austraha 

Day 2001. He continued 'so it's everyone's patriotic duty to see it, really' 

(Giarrusso in Mohtorisz, 2001). And it is. 

Mallboy is the perfect antidote to the grand vision of landscape captured in the 

Parliamentary Zone or the sentimentahsed optimism of The Overlanders. 

Mostly, it is the shout of protest at the breathtaking egomania of the International 

Gateway, the final sample of this Chapter. Since both these works share a 

common landscape setting (Melbourne), they form an unintended dialectic. Two 

less similar contributors to a dialogue are hard to imagine. Mallboy is a 
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commentary about ordinariness, failure and inequality in Australian suburban 

life. A fragile suburban infrastructure is exposed in its images of degraded and 

wistful landscapes. It offers a wasteful, sordid and depressed poetics where 

hopes are tiny. In contrast, the vivid girders of the International Gateway 

structure a conquering procession into the city of Melbourne, allowing us to 

bypass suburbs shaped by the presence of hght industry and a history of 

agricultural production. Taken together, these two landscapes offer a 

commentary on the urbanised Austrahan nation from the most local to a 

globahsed view. 

At the beginning of this Chapter, I suggested that designed landscapes endure 

because of the intricate involvement they have with their setting. Partly I am 

referring to what is described in landscape architecture (and other physical 

design professions) as 'site responsiveness'. This describes the dehberate 

consideration of physical and cultural conditions of a site in the context of the 

requirements defined in the project brief. However, consideration is not the same 

as acquiescence and there are many postures that the designed landscape can 

strike with its setting. Not ah of these are harmonious and many reject the 

naturahstic school of landscape design that argues for the ^visibility of the hand 

of the designer.20 Perceptions about a designed landscape and its setting can also 

arise from the phenomenological values of the designer, economic compromises 

during implementation or how varying audiences interpret the landscape. 

Despite these complexities and the impossibility of ever unravelling them, I think 

it is true that a sensuous consciousness of a design and its setting make for an 

imageable, enduring, made place. 

Mallboy broadly fits a genre of Austrahan film described by Liz Jacka as 'Social-

Realist' (Jacka, 1988). Originating in the 1980s, this genre was an antidote to the 

This naturalistic position represents only one approach in landscape architecture. However, every 
landscape architect will recognise, but also be irritated by John Denton's strategy in relation to the design 
for the International Gateway 
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1970s flourishing of period films such as The Getting of Wisdom (dir. Bruce 

Beresford, 1977) and Picnic at Hanging Rock (dir. Peter Weir, 1975) and the 

contrasting ocker films of The Adventures of Barry Mackenzie (dir. Bruce 

Beresford, 1972) and Alvin Purple (dir. TimBurstall, 1973). Jacka (1988) 

describes the defining features of the Social-Realist genre as showing relatively 

straightforward production values and socially conscious subjects. She suggests 

that: 

The subject is either a 'social problem1 defined by the media and other discourses that 
construct that problem, or it is a socially oppressed individual or group. Favoured 
groups have been migrants, blacks, the working class, youth, derelicts, prisoners (p. 
91). 

In Mallboy, the audience experiences three days in the life of fifteen-year old 

Shaun (Kane McNay). The 'visual diary' constructional form of Mallboy creates 

both intimacy and urgency. The film swoops quickly into the details of its 

characters' lives with httle narrative circling around broader contexts. This 

speaks to the aspirations of writer/director Giarrusso for the audience's total 

'immersion' in Shaun's life (Giarrusso cited in Colbert, 2000) and also reflects 

his adoption of 'respectful filmmaking' (Urban, 2000b) . Brendan Lavelle, 

director of photography on Mallboy, reflects that 'we wanted the camera 

subconsciously to reflect that these weren't characters you laughed at and put in 

a box from a middle class point of view' (Lavelle cited in Urban, 2000b). 

To achieve the 'respect' for the characters in Mallboy that Giarrusso aspired to, 

the film was spht into 'objective' and 'subjective' scenes. In objective scenes, 

the camera was held at Shaun's eye level to signify the director's (and by proxy 

audience's) behef in the sometimes-bizarre conditions of the character's life. In 

these shots, the camera was mounted and statically held Shaun in view. For 

scenes where the intensity of Shaun's reactions was an important way to reel in 

2 1 Giarrusso has expressed his admiration for this style of filmmaking as exemplified in the work of British 
director Ken Loach Poor Cow (1967), Days of Hope (1975), Riff-Raff (1991) and My Name is Joe (1998). 
Filmmaker Rhys Graham, describes Loach's style as creating an 'observational distance to the characters 
and narrative that is intended to be non-judgemental and lacking in visual or stylistic interference' (Graham, 
2001). This filmmaking strategy has an obvious political intent aimed at exposing structural social 
inequalities, not to mention middle-class audience prejudice. 
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the audience, mobile camera techniques were used. This included dollying, 

cranes and hand-held shots. However, the majority of the film is shot at Shaun's 

eye level, a common cinematographic technique that creates credibility (We see 

what Shaun does, so it must be true). Through this technique we experience the 

double of watching Shaun watching. 

The risk of creating an observational distance between the audience and the main 

character in a film is that it creates a viewing experience that is both detached 

and potentially judgemental. While avoiding this pitfall, Giarrusso has been 

criticised for presenting too many narrative threads that stand only for 

themselves and are never fully woven into the fabric of the film. Critic Joe 

Wong (2000), voices this in his complaint about Mallboy: 

Yes, it's a slice of life, but the problem with such snapshot-style storytelling is it often 
leaves plot elements unsatisfactorily incomplete. We know Shaun's sister is pregnant, 
but how, and why, and by whom? No answer. 

Shaun hves with his crumbling family in an outer northern suburb of 

Melbourne.22 He has left his unit, a residential facility that aims to refocus 

adolescents who truant from school, risk-take and are on the edge of crime. His 

mother, Jenny (Nell Feeney) is lost in a world of poverty, drugs and materialism. 

She loves Shaun and his older sisters desperately and erratically and clings to the 

dream that their father, Sam (Brett Swain), will come home when he gets out of 

prison. The family is bound together by love, habit and desperation. Through 

her loneliness, Jenny wants Shaun home; away from the risk that the unit might 

offer him a way out and away. Her fears grow when Sam visits the family 

bringing, in the one hand, some drugs and on the other, his new ghlfriend. 

Shaun is under pressure: his mother's expectations, scrutiny by social workers 

and goading by his friends. He experiments with glue sniffing, dope, sex, 

Although the specific location of his house is not made clear in the film, its proximity to Northland 
Shopping Mall implies Shaun lives in Preston. The exterior scenes were shot on location as close to 
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shoplifting and wagging school. Home is conflict and the unit controls what you 

do. Only the shopping mall, Northland23, offers food and relaxation, people to 

meet and things to buy or steal. 

Mallboy features three contrasting locations, using them to represent aspects of 

Shaun's life. They are the shopping mall, Northland; adjacent parkland of 

Darebin Creek and his home and backyard (FIGURE 7.11). With the exception 

of the wilder creek, these places are shown as consumerist worlds where 

experience is over-processed and over-packaged. It is clear to the audience that 

Shaun's world is shared by a very broad section of 

Austrahan urban society - very often us. The mall 

is full of things to buy and images to assume. At 

home, only the crunch of Cheezels and the fizz of 

Coke punctuate the constant drone of the television 

Conversation at both the mall and hving room is 

grunted and functional, but escalates shrilly over 

whose turn it is to get the smokes or who bludged 

money from whom. This is a depressing and 

bleakly repetitive world where getting drunk and 

stoned become peak experiences. The texture of 

Mallboy is an intimate representation of 

postmodern suburbanism described by Robert 

Merton (1998) as 'fragmentation, commercialism, privatism and retreatism, ... 

the end of Utopian hope' (p. 48). 

Northland as possible. However, the interior house scenes were shot on location in Reservoir and 
photographs of living rooms in houses in Sunshine were used as the basis of set designs. 
2 3 Northland Shopping Centre is a privately owned retail development of around 70,000 square meters 
located in the light industrial and residential northern suburb of Preston. Around 3,000 people are employed 
at the Centre, making it the largest employee in the area. About 9 million visits are made per annum to the 
Centre, which also acts as a public transport interchange. Unlike other malls, Northland draws heavily on its 
'total trade area' with 82% of customers being local (typically this figure would be around 75%) (WSC 
Consultants Pty. Ltd., 1997). Reasons for this include geographical restrictions (Yarra River to the east and 
undeveloped land to the North) and lower socio-economic status of residents that curtails their movements. 
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FIGURE 7.11 
Promotional poster with 
Shaun and friends shown 
in the backyard (Urban, 
2001). 
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Since the camera is always held at some distance from the characters in the mall 

and home scenes, the audience is encouraged to be similarly observational rather 

than judgemental. After ah, although many of the audience of a film like 

Mallboy belong to a different economic class, our daily spatial patterns are not so 

dissimilar. The malls of the middle class may be more understated and offer 

better architectural finish, but they offer similar illusions of freedom and 

individuahty24. Audiences quickly reahse that the film is about us; urbanised 

Austrahans - a poorer, less hopeful, maybe less redeemable us - but us none the 

less. 

Shaun's home, the mall and adjacent Darien Creek parklands offer three 

predominant spaces in which his life is played out. Jake Wilson (2001) 

evocatively describes Shaun's movement between these places as the 'pulse' of 

the film. This bears out the broader spatial truth that 'the pubhc city ... [finds] 

expression in two primary landscapes: the marketplace and the residential 

community' (Judd, 1995, p. 144). Counter-intuitively, of the two the 

superficially more personal space of home is the less significant. Home, as an 

emotional experience and a spatial entity is problematic to Shaun. Its interior is 

dominated by the emotional chaos of his sisters and mother in a physical setting 

of 'no books, videos, fluffy toys, big television, [and] lots of ashtrays' (Beyond 

Films, 2000). As a young man, home is both security and trouble. Shaun often 

retreats to the backyard, although this presents itself as an alien, neglected 

landscape. The absence of his father and emotional struggles of his mother mean 

that the backyard lacks the association of cubbies, sandpits, rabbit hutches or the 

struggle for the tomato ripe by Christmas that pattern a richer Austrahan 

childhood. There are few memories and no dreams, but in the backyard Sean can 

escape the welcome-home party for his father that descends from his mother's 

amiably drunken dance to Suzi Quatro, to her humiliation and violent beating by 

his estranged father, Sam. 

See Scenes From A Mall (dir. Paul Mazursky, 1991), for an account of affluent Americans 'at the mall'. 
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The dominant location in the film, both visually and narratively is the shopping 

mall Northland. Filmed on location at Northland Shopping Mall in the western 

suburb of Preston, the mall scenes see Shaun slough off his real-world delinquent 

identity and experiment with new personae. He flirts, steals, sells drugs, eats and 

meets friends within the cavernous mall. It offers him physical and emotional 

comfort, a place to be nurtured in the way a secure home might have done. 

When the physical space of the mall bores him Shaun always has the arcade of 

video-games with their virtual worlds and fantasy experiences. 

The mall offers, as Judd (1995) puts it, both 'carnival' and 'fortress' (p. 151 & 

152). Performers, spruikers, commissioned art and hvely displays of 

merchandise entertain visitors in a pohced environment. However, it is an ironic 

twist that Shaun has httle money to enter the carnival of consumerism and that 

the fortress of security cameras and guards is aimed to regulate him. Shaun, 

like many young people26, fears the security guards, 'post-modern sheriffs]' 2 7 

Shopping malls are commercially motivated and, in support of this, many recreational opportunities are 
offered. These include organised shoppers clubs aimed largely at isolated women, entertainment such as 
school holiday shows, exhibitions of local interest and displays such as kinetic art installations. Many of 
these attractions coupled with freely accessed areas such as food courts make malls especially attractive to 
young people. However, the carnival atmosphere of a mall is a simulation of social freedom that belies the 
moneymaking imperative. Malls paradoxically tantalise consumers with images of freedom and relaxation 
but cannot tolerate abandoned or dissenting behaviour that may arise and disturb consumption. Being full of 
energy, under-occupied, risk-taking and less powerful is all many adolescents need to frighten shopping 
malls into security over-drive. A considerable international and local literature analyses the social 
conditions and impacts of the shopping mall (Liggett and Perry, 1995), (Sorkin, 1992), (National Crime 
Prevention, 1999), (Crawford, 1992), (Sandercock, 1997) and (White, 1990). Two major ideas emerge with 
specific consequences for landscape. The first of these is common to all cited research and relates to the 
creation of two worlds; the middle-class haven of the mall and the marginalised surrounds for the spatially 
disposed. The second idea developed in (Crawford, 1992) raises the mall as a kind of template that now 
guides many spatial experiences; hotels, museums, office buildings and cultural centres. Features in these 
surrogate malls include visually stimulating environments developed around a theme with well-placed 
punctuations for shopping and eating. These spaces, non-places as Auge calls them, establish that 'the 
world of the shopping mall - respecting no boundaries, no longer limited even by the imperative of 
consumption - has become the world' (Crawford, 1992). 

2 6 Young people are not the only focus of mall security as a public controversy in the United States in 1988 
shows. There, a 71-year-old man was threatened with a one-year prison sentence for attempting to distribute 
pamphlets calling for world peace. His sentence, which was ultimately quashed, provoked national 
questioning of mall culture and the curtailing of civic freedoms (Hagerdorn, 1989). 
2 7 Regulating how young people behave is a prime focus of security within shopping malls. Numerous and 
conflicting claims by young people, their parents and shopping mall managements to police, members of 
parliament, and human rights commissions led the Commonwealth Attorney-General to commission a study 
of young people's use of public space. The resulting report Hanging Out (National Crime Prevention, 1999) 
surveyed young people's experiences in shopping malls throughout Australia, highlighting successful 
strategies at reducing conflict at the malls. At Northland, young people and security guards worked to 
devise an agreed code of behaviour for all parties. This required security guards to move away from a 
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(Citysense, 2001), although grudgingly respects them as the only real source of 

discipline in his life. 

The heady atmosphere of the mall is reinforced in contrasting shots of the 

peripheral landscape; the bleak car park, congested access roads and scruffy 

adjacent parkland. These landscapes, the film accurately suggests, exist for most 

of us only in as much as they define and reinforce the space of the mall. They 

are transition zones, unpleasant necessities to be moved through as quickly as 

possible. 

Shaun, however, has a different experience of the parkland and creek, which he 

sees, after taking drugs, as a fantastic, romanticised landscape. Although his 

dream like state is heightened by drug use, these lyrical landscape scenes refresh 

the audience with memories of childhood exploration. Passionate advocate for 

Melbourne's northern suburbs, Phil Cleary2 8 remembers a childhood at Merri 

Creek (to the west of Darebin Creek but also flowing through a similar degraded 

urban and industrial environment to the Yarra River): 

Over in the Merri Creek as a kid you could wander- there was no authority figures to 
impose on you - and you could be a free spirit ...I spent a lot of time at the creek 
dreaming of how things could be (Cleary cited in Spadaro, 1999). 

In Mallboy, the creek represents a moment of escape (for us as much as Shaun) 

and in several scenes we see him running almost joyously along its banks. 

'police guard approach' (National Crime Prevention, 1999) and young people to accept that certain 
behaviour can be intimidating to other users of the mall. Additional resources were provided by mall 
management, including performance space for indigenous students from Northland Secondary College and 
retail traineeships for Year 10 students. It is reported that the atmosphere at Northland has improved as a 
result of these initiatives as there is an emphasis now on 'creating opportunities rather than simply reacting 
to problems' (National Crime Prevention, 1999). 

2 8 Phil Cleary achieved notoriety when, as an independent, he won the seat of Wills in 1992 that had been 
previously held by former Labor Prime Minister Bob Hawke. Cleary presented a maverick persona, a 
prominent VFL player and coach and university educated son of a working-class family. One of his sisters 
had been murdered by a former lover who was initially successful in his defence on the grounds of 
provocation. Cleary's initial political focus was aimed at tightening laws in relation to violence against 
women, however, it quickly broadened. During his four year term in Federal Parliament, he championed an 
ambitious Australian nationalism that tried to resist its historical companions of racism and xenophobia. 
Cleary stood unsuccessfully for the Senate in 2001 on a platform of environmental protection, support for 
Australian arts content, human treatment of asylum seekers and a republic with a popularly elected president 
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Suddenly he turns, and then terrified, runs some more. We are unsure, as the 

psychological conundrum goes, i f he is running towards something or away. 

These scenes have a clear-grained,29 haunting quahty and act for Mallboy's 

director and cinematographer as a metaphor for the 'edginess of Shaun's 

character and circumstances' (Beyond Films, 2000). It is as if the degraded yet 

intricate creek edge is a visual expression of Shaun's inner, fragile potential. 

The three landscapes of the film are, with the exception of the domestic interior, 

consistent with geographic reahty. That is, Shaun's house is located close to 

Northlands from where it is quick walk to Darebin Creek. This congruence of 

filmic and real geography is unusual in cinema, primarily because of budget 

logistics. In Chapter 3 A work of art is a he, the question of landscape 

representational authenticity (should a film be shot in the landscape in which it is 

set?) is raised. There I provide three answers (helpfuhy[!] 'Yes', 'No ' and 

'Maybe') that pivot around the creative intent of the film. Mallboy takes an 

almost documentarist approach to the question of congruence between script and 

life, which is reinforced by the temporal coherence of the narrative over its three 

days. What Jake Wilson (2001) describes as the 'attending to ... geographical 

reahty', is an enormous asset in the film, forming an essential part of its 

respectful framing of Shaun's life. 

So far, it may be easy to see why Mallboy is an affecting film, but less 

transparent as to why it can be viewed as a filmic essay on the formation of 

nation through landscape. The film almost fetishises the specifics of its location, 

to the level of identifiable houses, graffiti and well-worn path shorts. It may be 

an exaggeration that you could find the same discarded Coke bottle bongs still in 

the creek - but not so very far from the truth. Mallboy's vehement locahsm can, 

Cinematographer Brendan Lavelle used a fine-grained, daylight balanced film stock (EXR 50) to ensure 
good visual clarity, especially when the film was blown up from super 16 mm to 35 mm film (Beyond 
Films, 2000). 
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like Jane Austen's 'bit of ivory', be understood as fragment that describes a 

more general world. Giarrusso through his pohtical activism, formed out of his 

experience as a youth worker in Melbourne's northern suburbs, does not intend 

Mallboy to end at the margins of Darebin Creek. Where The Overlanders and 

Place of the People are aspirational visions of nation embodied in landscape, 

Mallboy is an account of hopes gone awry. A film like Mallboy democratises, 

even sentimentalises, the landscape not of the visionaries but the sightless 

majority. Speaking of his short pohtical career, Phil Carey's assessment can also 

stand for Giarrusso's filmic jibe at the self-satisfied boastings of the Austrahan 

nation: 

I articulated the disenchantment - not in a populist, racist way but I think in a decent 
and thoughtful way. In a way, I brought the national cameras to Coburg (Cleary in 
Spadaro, 1999). 

This is what Giarrusso has achieved, holding fractured images of a nation in a 

single lens. He tells us of an Austraha that we don't really want to see: the 

weedy creek-side track, imprisoned palm tree court at the mall and rusted Hihs 

swing set of home. Perhaps Giarrusso's sardonic plea to see his film on 

Austraha Day makes greater sense than even he, himself, would allow? 

International Gateway, Melbourne (1999), Denton Corker Marshall Pty Ltd 

(DCM) 3 1 

Prefacing Note 
No other sample in this project has left me so divided, as this dramatic work. I 
both see and know within myself the impulse for the 'big' design gesture but also 

Novelist Jane Austen described her writing, with excessive self-effacement, as ' . . . the little bit of ivory on 
which I work with so fine a brush as produces little effect after much labour' (Austen cited in Hill, 1901). 
3 1 D C M was founded in 1972 by Melbourne architects John Denton, Bill Corker and Barrie Marshall. Better 
known designs include Exhibition Centre in Melbourne, Governor Philip Tower in Sydney and the 
Australian Embassy in Tokyo. DCM has a broad, internationally based practice and shows particular 
interest landscape and cultural heritage issues. Recent design of a visitor centre at Stonehenge in England 
has extended to a complete reworking of the approach to the site and a reassertion of the value of this world 
heritage cultural monument. The scheme has been delayed following objections from national and 
international planning and heritage authorities. DCM was awarded the Royal Australian Institute of 
Architects Gold Medal in 1996. 
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sense the fundamentally arrogant politics that allowed it into being. I always 
enjoy arriving in Melbourne and like my time under and through those 
improbable, thrusting beams. For me, and I know others, it feels like a land of 
freedom in space, akin to the girl in Giorgio de Chirico's Melancholy and 
Mystery of a Street (1914), bowling her hoop along the empty street. Like her, I 
feel caught between optimism and foreboding, but also knowing that both states 
are illusions of paint and steel. D C M describes the initial at-speed experience of 
the red beams as the illusion of a screen that gradually becomes perforated by the 
spaces between. Each time I experience that fracturing screen, it is those spaces 
that interest me more. The question forms: What local natural and social eco
systems are atomised in the presence of such a gesture to the authority of the 
state? 

International Gateway (Gateway) is like the patriarch Tej Puri in Monsoon 

Wedding (dir. Mira Nair, 2001). Charming, gracious and rich, Tej comes to 

Delhi to offer support for the wedding of Aditi and Hemant. His superior wealth 

estabhshes his status as head of the bride's family ousting her own father (his 

brother) from this ceremonial role. In this honoured position, it is Tej who 

welcomes important guests to the elaborate marriage ceremony under the 

marigold laden pandal. Swathed in a pink ceremonial turban, the patriarch offers 

a complete expression of Indian family, culture and rehgion. However, the joy 

of the wedding with its heady anticipations of food, the sangeet and relatives 

making fools of themselves is rent violently as Aditi's cousin, Ria, tells of her 

sexual abuse by Tej when a httle girl. What to do: break traditional codes of 

respect within the family risking pubhc shame or support Ria and her young 

cousin who now also appears at risk? Aditi's father decides, and the wedding 

regroups, going on in the Delhi monsoon, with its former patriarch expelled. 

So it is with DCM's Gateway. While not debased like Tej Puri, Gateway shrieks 

of similar bombast and effect. Both make a victorious punch in the air, in Tej's 

case of family; in Gateway's the triumph of a city-state. In both worlds there is a 

scent of something not quite right. The illusions are lustrous and extravagant but 

we ah know that such worlds are usually held up by someone's losses. D C M has 

created a spatial experience of complete sensory saturation, but the visual 

perforations let in information of other worlds over which Gateway towers. John 
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Denton, in an impressive piece of architectural demagoguery, tells how 'we had 

to tell them [Project Landscape Architects] to go away. They would get in the 

way of the clarity' (Denton cited in Susskind, 1999, p. 72). He is right in one 

way. Landscape architecture has too strong a tradition of letting the aesthetics of 

vegetation act as a surrogate for design. And, he is also wise in another, for a 

good landscape architect knows, in a deep way, that we are influential but 

temporary parts of bigger ecological systems, far less controllable than we 

imagine. 

You could think, from this introduction, that D C M has committed a kind of 

social crime, rather than merely provide a design in response to a brief for a 

striking city entry. As this section will show, their transgression is not against 

the hypothesised city of Melbourne, but what can be argued as the community of 

Melbourne (more accurately those who claim to protect it). D C M show a form 

of mutualism, where I take that in the ecological sense as the term that describes 

different species hving together in a relationship beneficial to both. In this case, 

DCM's mutual partner was the then State Government of Victoria, led by 

Premier Jeff Kennett.32 D C M earned the unofficial title of'court architects' 

during Kennett's term in office, reflecting the number of prominent projects 

designed in those years and a similar kind of personal mythos.33 

3 2 Jeff Kennett led a Liberal Government of Victoria from 6 Oct 1992 to 19 October 1999. His 
government's policies seemed shaped by economic rationalism tempered by Kennett's patrician interests in 
areas of the arts (he appointed himself Minister of the Arts). His political tactics were generally agreed to be 
divisive, but supported by sections of the community who argued that Victoria had suffered economically 
and in terms of general confidence under previous Labor governments led by Joan Kirner and John Cain. 
Kennett's sympathisers were prepared to trade off due process in the interests allowing him freedom to 
pursue his maverick vision of a revitalised Victoria. Major architectural developments were part of this 
program. 
3 3 Barrie Marshall accepts that a rash of distinctive DCM projects during Kennett's period in office may 
produce an associative relationship in the mind of the public. He is quick (and right) to point out that these 
three major projects (Exhibition Centre, Museum of Victoria and Gateway) were won through either a 
competitive tender or competition process (1999). These works do, however, form a historical sequence 
through which political and social values of the time are revealed. DCM's architecture is not a tectonic 
representation of the economic rationalist policies of Kennett but it speaks to similar aspirations for an 
aggressively transformed Victoria 
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The relationship between pohtics and architecture is complex, contextual and ah 

pervasive. Governments benefit from popularly successful schemes and as Bil l 

Corker puts it, architects enjoy pubhc work because 'it's of a scale that is 

exciting to work on' (1999). However, with the security that government brings 

as a chent, Corker describes them as 'usually a good client' (1999), comes 

restriction. 'We don't' as Barrie Marshall says 'make the work. We are 

commissioned by other people to do the work and we're commissioned with a 

whole lot of constraints apphed to us' (Marshall cited in Clark, 2000). As 

interesting as it might be, disentangling the relationship that Marshall is 

describing is not within the scope of this chapter. Whether through influence or 

association, much of the flavour of Kennett's premiership is carried in Gateway, 

which, as ironies will, was completed just before Kennett lost government in 

1999. 

Gateway appears in this chapter not as a national landscape in the sense of it 

representing Austraha, but as an example of identity formation that is analogous 

to that process. In other words, although Victoria is a state of Austraha, the 

forming of its identity (that it is something distinct, even superior to be 

Victorian) is expressed in a designed landscape. By elaborating the poetics of 

Gateway, I aim to show another way in which a landscape is made to stand for an 

idea of a nation/state by drawing on archetypal landscape/architectural forms. 

This discussion will again draw on an appraisal of the constructional form of 

Gateway, its theme and styhstics. 

The State Government of Victoria, led by Premier Jeff Kennett, was responsible 

for commissioning Gateway as part of its 2 billion (Austrahan Dollars) privately 

funded3 4 Melbourne City Link. The project was designed to connect three 

Reflecting the general move from public to private funding for public infrastructure, City Link was 
constructed under a Build-Own-Operate-Transfer agreement between the Sate Government and City Link 
developer Transurban City Link Limited. The concession for all toll roads has been granted to Transurban 
for 34 years. The Melbourne City Link Authority was established in 1994 as the State Government agency 
responsible for the facilitation and oversight of the project. 
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existing freeways and improve road transport around and into the city of 

Melbourne. A central intention hsted in the official Concession Deed between 

the State Government and Transurban City Link Limited was to: 

• develop aesthetically pleasing and architecturally significant structures to enhance 
the city of Melbourne;... 

• minimise environmental and social impacts along the Link and its feeder roads 
(City Link Authority, 2001) 

These aims were part of a larger set of objectives that identified transport 

efficiency, profitability, miriimised costs to the State Government and anticipated 

economic benefits through improved transport competitiveness. Community 

opposition to the City Link project was largely pohtical, based on concerns about 

privatisation of pubhc infrastructure and the introduction of hefty road tolls. 

Specific environmental issues were raised in relation to parts of the proposed 

system and several councils expressed concern that local roads would be choked 

as drivers tried to avoid tolls. 

The specific brief for Gateway came to D C M during the final tendering stages of 

the entire City Link project. Transurban City Link Limited, one of two final 

bidders, approached D C M asking for a design for a gateway to be used as part of 

a final hour approach to win the contract. It is generaUy considered that DCM's 

proposal 'tipped Transurban's bid over the finish line' (Funder, 1999b). D C M 

had responded to a brief that caUed for the development of a precinct that would 

impress visitors arriving in Melbourne. The design was to be 'memorable' and 

'symbolise the city' (Funder, 1999b) although the design program for achieving 

this was left open. In addition to road engineering specifications, noise 

abatement adjacent to pubhc housing towers was crucial. 

The environmental aesthetics of roads is a long-standing irritant among urban 

designers, who argue that overly engineered solutions are rationahsed in a 

rhetoric of false functionalism. As long ago as 1952, the Austrahan landscape 

designer Edna Walling pubhshed The Australian Roadside (Waning, 1952), 
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which recommended the conservation of remnant native vegetation on road 

margins and argued that new roads should be actively designed for visual and 

ecological benefits, not just transport engineering efficiency. Walling's 

prescriptions and those of British landscape architect Dame Sylvia Crowe in her 

canonical The Landscape of Roads (Crowe, 1960) point to arguments against 

solely functional modernist road design of the mid-twentieth century.35 Roads 

are often argued to be placeless experiences between points of interest or, more 

poetically, 'ambient space between destinations' (McAuliffe cited in Wilken, 

2000). 

However, hyperreahsts such as Paul Viriho and Jean Baudrillard challenge that 

such an everyday event as driving a car can be relegated to such ̂ significance. 

They argue that there is a relationship between driving and the mass media. 

Viriho, for example, concludes, with great interest to this thesis, that 'what goes 

on in the windshield is cinema in the strict sense' (Viriho cited in Friedberg, 

1993, p. 203, note 1). 

I am not suggesting that D C M approached the design of Gateway intentionahy 

motivated by post-modern theories of the relationship of cinema to the everyday. 

As an aside though, it is interesting to recall John Denton's (1996) identification 

as an architect with the process of filmmaking: 

We like to see it as we see a director shaping a film-an idea, an image, a feel; the 
knowledge of every movie he or she has ever seen; the movies already made, the ones 
planned that never happened. 

As sophisticated designers and deeply immersed global citizens, D C M know, 

with us, that driving is a cinematic experience formed in speed (100 k/ph or 

more/24 frames per second) with a seated occupant-viewer. The scene in the 

windshield is an assault of images yielding a fluid visual experience (after 

Wilken, 2000a). Driving, like watching a film, is full of other distractions 

See The View from the Road (Appleyard, Lynch and Myer, 1964) for an account of the aesthetic 
experience of the highway landscape in the United States at around the same time. 
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(thoughts, conversations, sounds) as well. It is a 'multiform operation ... 

characterised by fleeting and distracted grabs' (Wilken, 2000b). 

Though the experience of entering a city in the 21 s t century will most often be 

fast and fractured, design questions that derive from a less mechanised age still 

demand attention. The way that a city is protected, approached and revealed is a 

dynamic process on foot, by horseback or in a car. D C M approached the design 

form of Citygate acknowledging this fundamental of urban approach, while also 

noting the 10-15 seconds that a driver would have in the precinct. The scheme 

needed to respect that drivers' approach Gateway on a curve and at speed 

causing perceptual distortions. It was also an issue that some people will 

experience Gateway only once, while commuters might have a daily experience. 

D C M recognised that 'it didn't have to be fully comprehensible in an instant, but 

it had to make an impact' (Corker cited in Funder, 1999b) 

This need for 'impact' draws on primal elements of urban form dealing with how 

a city images itself to its citizens and visitors. More basically, 'impact' in urban 

design is an expression of the 

distribution of power at a given 

time. Urban planning is, in part, 

a narcissistic strategy not only 

enabling ways of life, but 

boasting of their achievement. 

A spectacular example from the 

classical world makes this point. 

On the ridge at La Turbie in 

Alpes-Maritimes in the south of 

France stands the Trophee des 

Alpes (FIGURE 7.12). Built in 6 
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FIGURE 7.12 Trophee des Alpes, La Turbie, 
France (Trophee des Alpes, 2001). 
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B C , this monument was around 50 metres tall and marked the highest point 

before the descent into Gaul. On the instructions of Caeser Augustus, a 19 metre 

long inscription was carved on the Trophee listing the names of local tribes 

whose resistance to the Roman Empire had been crushed. Fourty-five names of 

vanquished tribes appeared. The Trophee suggested Roman military superiority, 

but was also meant as an articulation of the benefits of Roman civilisation - its 

scale, engineering and architecture were evidence of this alone. Inescabably, it 

also pointed to the hopelessness of local resistance. Trophee des Alpes is a kind 

of grim folly, in the sense of an architectural event placed to punctuate, and 

therefore, organise a spatial sequence. 

The form of 

Gateway has been 

forged out of 

these issues of 

approach, speed, 

novelty and 

pohtical intent. 

D C M took 

archetypal design 

forms of the city 

wall (red beams), 
FIGURE 7.13 International Gateway, Melbourne (Boden, 2001). 

colonnade (red columns), folly (yellow beam), bridge (acoustic sound shell) and 

moat (ornamental pond) and cleverly abstracted them into both a sculptural 

object and a kinetic experience (FIGURE 7.13). Bil l Corker describes the 

evolution of its form: 

. . . we though lets make a symbolic city wall which is the line of red sticks. The 
freeway going through them would be a contemporary gateway. . . . So we had the 
symbolic city wall, then we knew that as your approaching on a curve things are going 
to shift around in your bi-parallax. Then we thought the incline . . . might loosely 
frame the opening and become a sort of deconstructed or extended portal. Another 
component of the gateway is the sound tube .. . and we saw that as . . . part of the 
sequence of the fun of entering the city (Corker cited in Funder, 1999b). 
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I have aheady touched on the thematics of Gateway, broadly identifying these as 

relating to a representation and fabrication of an identity of a city and state, and, 

by extension a government and an architectural practice. Gateway's styhstics 

can be seen as a combination of DCM's modernist aesthetics and references to 

Melbourne's manufacturing history and hopes for economic renewal (FIGURE 

7.14). Barrie MarshaU signals the clear intention of D C M to use Gateway as an 

advocacy for 'clever Victoria' (MarshaU cited in Funder, 1999b). AdditionaUy, 

FIGURE 7.14 Melbourne's industrial skyline (Boden, 2001). 

the use of bold, oversized coloured-forms that create huge blocks of colour 

visuaUy simplifies a complex, multi-stimuli setting (FIGURE 7.15). 

Bold designs usuaUy agitate 

communities into comment. 

In the case of Gateway, much 

of this is an attack on how 

the design looks (in contrast 

with how it came into being). 

A Melbourne taxi driver, for 

example, kept a record of his 

passengers' comments during 

the first months after 

Gateway's opening. To 

some of his fares, Gateway FIGURE 7.15 Simple forms minimise driver 
confusion in DCM's International Gateway (Boden, 
2001). 
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was ' "a technicolour eyesore", "a visual monstrosity", "another yellow peril', 

"will date very rapidly", "it's crass and vulgar, it should be in Sydney'" (Funder, 

1999b). 

More sustained criticism tends to look past the form and style of Gateway and 

skewer its thematics on one of those bright-red, steel posts. Satirists Michael 

Leunig and Rod Quantock, who both use humour as a manque for social 

commentary, argue that it is the cultural values of Gateway, rather than its 

surface appearance, that offend. Leunig, for example, argues that: 

There is no sense of this thing having evolved in some organic matter. There's nothing 
textural about it. This doesn't make it bad but it does say something about our time, 
about our civic life, our political life (Leunig in Funder, 1999c) 

Rod Quantock more directly links the project to the Kennett government and its 

controversial standing in the community. Gateway he beheves, is 'about power. 

... about the government and something about the firm of architects who have 

become ... the architects laureate to the government' (Quantock in Funder, 

1999c). Even Haigh Beck, 3 7 in a staunch defence of DCM's Melbourne projects, 

concedes that their pohtical origins he with a 'benign dictator you might call 

Jeff (Beck cited in Funder, 1999c). This he sees as inevitable, arguing that 

'enhghtened despotism' (Beck cited in Funder, 1999c) is the only way to achieve 

a major pubhc work 'with a very clear message' (Beck cited in Funder, 1999c). 

Haigh Beck's phrase, 'a very clear message', helpfuUy captures the argument of 

Gateway's detractors as well as describing DCM's 'evolutionary modernism' 

This comment refers to a sculpture by Ron Robertson-Swann that was commissioned by the Melbourne 
City Council in the early 1980s. Much public reaction to the modernist, bright yellow steel sculpture 
adverse so the Council had the piece secretly moved to a dingy location by the Yarra River. The work was 
vandalised and the whole experience provoked the artist to claim state censorship and violation of his moral 
rights. The controversy descended to the absurd becoming the subject of cartoons, comedy skits and jokes 
and seemed to be resolved by both sides exhaustion with the whole issue. Ironically, development of the 
Southbank precinct has created a prestigious contemporary location for the work where it is now beached as 
a piece of 1970s artistic flotsam that has lived a far grander life than its artistic merit deserved (Holt, 1999). 

3 7 Haigh Beck, Professor of Architecture at the University of Melbourne, is enthusiastic about DCM whose 
work he describes as 'exciting' (Beck in Funder, 1999a) and creating 'very, very important civic 
monuments' (Beck cited in Funder, 1999c). 
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(Denton Corker Marshall Pty Ltd, 2000). What for Beck and D C M is a luminous 

clarity in Gateway is, for Michael Leunig, 'a very trite loud fanfare' (Leunig 

cited in Funder, 1999c). Three things are disturbing Leunig here. The first is the 

geometric, technological, anti-organic form of Gateway that, naturally, the 

creator of 'Mr Curly' would find disturbing. The second is a more deeply 

embedded critique of the vanity of the modernist architect aspiring to social 

Utopia through their design. Thirdly, Leunig is asserting his right as a 'rebel' 

against the 'revolutionaries' of D C M . 

The difference between the rebel and the revolutionary raised here is owed to 

Jean-Paul Sartre as told by Christopher Hitchens in Letters to a young contrarian 

(Hitchens, 2001). In his essay on Baudelaire, Sartre draws a contrast between the 

rebel who, as Hitchens describes it, 'secretly quite wants the world and the 

system to remain as it is' (Hitchens, 2001, p. 120) and the revolutionary who 

'wishes to overthrow and replace existing conditions' (Hitchens, 2001, p. 120). 

The rebel depends on the existing order to have something to rebel against; the 

revolutionary needs it gone to achieve the fantasised Utopia. To be a 

revolutionary is, as Hitchens says, 'obviously no laughing matter' (Hitchens, 

2001, p. 120), an uncanny observation considering Quantock and Leunig's 

occupation as comic rebels. 

D C M has developed a breathtaking metaphor for the striding, innovative 

successful nation/state. It is a revolutionary act in its technology and also the 

confidence of its vision. To work as an enduring landscape (one that is taken 

into collective regard) it needs to enter into a conversation with its audience. It 

especially needs to respond to rebellious, critical voices, like Leunig, who 

questions its boasting certainty. 
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Afterword 

When I began this chapter I though it might be an account of the types of design 

forms that stand for nation in the selected films and designed landscapes. Would 

overtly Austrahan imagery predominate: would this be suggestive of Aboriginal 

Austraha, national icons, vernacular or international-modern aesthetics? Instead, 

in each sample, the consuming issue has been the forging of an imaginary nation 

on the anvil of landscape. It is the process of nation that has captured me, most 

significantly the tension between revolutionary and rebellious Australias. During 

the course of this chapter, specific imagery has become secondary to the process 

of how a nation is represented. 

I have tried to elaborate, through the samples of this Chapter, four broad 

approaches to Austraha as a nation. The Overlanders whip-stitched a whole 

from fragments; Place of the People Design Competition sacralised Austrahan 

values in the temple of Canberra and Mallboy made a negative space drawing of 

dirt-level, suburban Preston, suggesting it as a cipher for Austraha as a whole. 

These three samples looked in, around and down. Gateway is the sample with a 

relentless focus up and out. Its full name, International Gateway, explains this. 

It tells us, after all, that it was never meant for us. 

Nations are as much fantasy as geo-political reahty - at least when you are not 

on the aggressive end of them. It is this that makes the challenge of their 

representation irresistible to designers. In this challenge, resisting the anomie of 

international-modern, while avoiding the danger of nationahst bathos, always 

remains central. 

•291 • 



.8. 



landscape is hope 

Mosaics of territory Kevin Lynch (1962, p. 21) 

During this project I have tried to try to follow Spinoza's advice, 'not to deplore, 

not to laugh, not to detest, but to understand' (Spinoza cited in Hage, 1998. p. 

21). Specifically, I have aimed to interrogate the poetics of the 12 samples 

examined so far against the broad themes of landscapes as dehght, absence and 

nation. 

Each sample has been both yielding and elusive; 

a mix that at times has confounded me. At 

points moderately deterred, I have nonetheless 

proceeded, I hope like Adrian Martin's termites, 

that is, inside these works. Each sample has 

been investigated in terms of its poetics and the 

context from which these derive. For each, 

something of the logic of the form, theme and 

styhstics is estabhshed. The criticisms of others 

are included where possible and of course, my 

own thoughts intrude. Would you know how I 

felt about these works and what I consider could 

be positively carried forward into good landscape 

Chapter Map 

» Folly for Mrs 
Macquarie (Client: City 
of Sydney; Designer: 
Fiona Foley) 

© The Back of Beyond 
(dir. John Heyer: 1954) 

• Amy (dir. Nadia Tass, 
1998) 

© Reconci l iat ion Br idge 
Walk, Sydney 
(National Council for 
Aboriginal 
Reconciliation & around 
250,000 people) 

architectural practice? 

Partly, I would like that answer to be uncertain. What I think about these 12 

landscapes should be evident, but not, I hope just in terms of a personal 
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attachment. I have repeated throughout the last Chapters that this is a project 

based in landscape architectural practice. Therefore analysis is essential, but not 

an end in itself. This final Chapter allows me the opportunity to explore positive 

approaches to making landscapes in Austraha in, as the title suggests, hope. 

I am not making a special claim for the level of resolution in this thesis. It's just 

that, as I leave it, I need to compress its ambiguities into springboard for action. 

Even the most dispassionate researcher engaged with a narrow question makes 

an interstitial space. M y space has been defined; on the one hand, by cultural 

studies approaches; and on the other, by landscape architectural canon. At times 

these pressures have provided invaluable shape. Occasionally in their 

^compatibility, they have been awkward to handle. Writing from another world, 

the Jungian Robert Johnson (1986) suggests that the middle years are the 

drawing in of the extremes of personahty into a mellowed character. This is 

elsewhere often described as the middle ground and evokes the rewards of lush 

pastures and fat complacencies as compensations for dechning vigour. Johnson 

sees it differently, arguing that this is the narrowest space but most necessary 

space that more resembles a knife-edge. 

The knife-edge of this project has been how to join abstract ideas about 

landscape with the practice of landscape architecture. A n example might help 

me here. When I first began reading in what could broadly be described as 

cultural studies I was struck by the use of the world imaginary. Actually, I was 

confused. Imaginary, to me was a creative mind let loose to roam, shape and 

suggest. Imaginary came from the imagination and was the source of ideas that 

could enter into the complex process of materialising into reahty. It was not that 

I imagined that there could be a single way of viewing the world, nor that over 

time (or even at the same time) that an individual's view wouldn't constantly 

shift. I could also see how dominant 'imaginings' crushed dissent. 
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As I read more, I felt less certain. Writers seemed able to delight in the 

imaginary. They often engaged in complex genealogies of the word '- 'Where 

first in Lacan? Is Ricouer's definition better? How did the imaginary influence 

Foucault?'. After settling these questions, in swampy writing that I often found 

elusive, the imaginary was apphed to some example to hand, a filmic moment for 

instance, in an often-impenetrable analysis. Sometimes the writing was unclear 

and worse, an ugly scrape (although I did learn a lot about the colon). Much of 

what identified as cultural studies1 struck me as a kind of inteUectual 'gotcha' -

competitive, narcissistic and surprisingly insincere. Everything seemed a 

detached construct, except I knew these writers would never be so casual with 

the essentials of their own hves. 'Mind the gap' passengers are advised when 

leaving a train and I knew just what this meant. M y gap was between the 

imaginary and real landscapes of Austraha, and I'd just hit the tracks. 

The rules of this game were opaque. I was still clinging to a profession infected 

with modernist hopes of 'making a difference'.2 More than this, landscape 

architecture, like other design professions, wanted to make a beautiful, 

imaginative difference. The tone of this ambition is weU captured in the Pritzker 

Jury Citation honouring Luis Barragan, which describes architecture as a 

'sublime act of the poetic imagination' (Hyatt Foundation, 1999). I felt coyly 

embarrassed about the emotionahsm of my attachment to this vision amidst such 

'cerebral' company (as Woody Allen would caU it). I felt, like many landscape 

architects do in the company of architects, defensive and self-justifying. 

'My mother's consolation to me as a child on meeting a personal attack was that it always said 'more about 
the critic than it does about you'. Here the situation is also true. Even I can see the prejudice and 
resentment leaking out of this criticism of cultural studies and that what I am really talking about is bad 
cultural studies. The work of intellectuals will often be opaque to even a relatively skilled reader. No one 
expects complex physics to be accessible and just the presence of the word culture won't always allow for 
an easy familiarity. Gassan Hage makes this point well in his brave and very funny introduction to White 
Nation where he laments that his Granny (standing for spontaneous ravings based on limited or hearsay 
experience) is taking over the place (Hage, 1998). 
21 don't mean to imply that social agency is only an issue for landscape architecture. One of the most 
persuasive roles for cultural studies is suggested by Meaghan Morris (1988) when she describes it as 'a 
discipline capable of thinking the relations between local, regional, national, and international frames of 
action and experience (assuming that these frames necessarily involve many politics of race, gender, 
sexuality, and class) (p. 117). 
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Clearly these imaginary landscapes of Austraha were something I aheady 

worked with, but there was a real landscape too. I had been educated to look for 

connections, how ecologies fitted together and how interesting, through their 

fragility, edges were. Although, many landscape architects are uneasy with our 

self-anointing as 'stewards of the land', we do have a methodology to approach 

the functional planning of exterior space. What, of course, we often lack is an 

imaginary one, or more precisely a way of connecting to the imaginary worlds of 

our (often ih-defined) chents and spatial participants. We tend not to be 

reflexive about our actions, nor define our agency. We form over-rigid cultural 

analyses that are regressive. We expect to work with landscape, the source of 

human power, yet at collective levels fake pohtical neutrality. Much of this is 

the poison that comes with the chalice of professionahsm - protecting territory, 

being expected to know and fearing shame. 

I felt, after four years of thinking about this material, in two parallel worlds 

(cultural studies analyses of film and practitioner approaches to designed 

landscape) with an increasing urgency that the reluctant parties should meet. The 

imaginary in each world seemed a possible bridge but only if I could capture why 

I had chosen to look at both film and designed landscape to begin with. There is 

a strong hterature within landscape architecture describing design process and 

analysing its real-world-apphed results. Less developed, though increasing, is 

the willingness of landscape architects to enter even the fringes of other 

inteUectual worlds. This is partly due to the uneasy relationship between 

university education in landscape architecture and the experience of professional 

practice in the private and pubhc sectors. It also derives from an introverted 

professional insecurity and then there are the barricades that other discourses 

erect around themselves (ours no less transparent). Despite aU this, it seemed to 

me that Austrahan feature filmmakers very often worked with real and imaginary 

landscapes, using a logic famihar to landscape architecture. 
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As it happened, a tangential source, The Imaginary Australian: Anglo-Celts and 

Identity 1788 to the Present (Dixson, 1999) clarified my problem and resolved, 

what I had constructed as the imaginary divide. Historian Miriam Dixson (1999) 

articulates a need for Austrahans 'to integrate - not 'balance'- the positive and 

negative sides of our identity and our history so as to move towards a new 

synthesis' (p. 2). She is impatient with the recent mood of hesitation among 

some white intellectuals, typified in historian Ann Curthoy's lament that T 

cannot find words for myself, stumbling around with phrases like Anglo-

Australian' (Curthoys cited in Dixson, 1999, p. 2). Dixson (1999) is irritated by 

'negativity of this order ... [that] damages pohtical agency, our ability to take 

charge of our fives and country' (p. 2). 

Dixson is highly critical of post-structurahst views of nation that argue, as 

Graeme Turner sees it, that 'ah versions of national identity must be ideological 

formations, culturally constructed and provisional' (Turner cited in Dixson, 

1999, p. 90). She argues that nation is not solely invented or constructed and 

looks to Paul Ricoeur's idea of the imaginary.3 Ricouer describes the imaginary 

of a society as an 'opaque kernel... that is constitutive of a culture before it can 

be expressed' (Ricoeur cited in Kearney, 1984, p. 37). The imaginary or 

'foundational mytho-poetic nucleus of a society' (Ricoeur cited in Kearney, 

1984, p. 37) hes buried in discourse (what is said) and praxis (how and what is 

hved). Ricoeur does not fix the social imaginary in rigid relationship to a fixed 

myth. Instead he argues for the processes of perpetual interpretation and 

reinterpretation. Most importantly, given nationahst violence legitimised by 

selective reference to myth, our approach to the imaginary must be alert. 'Myth' 

as Ricoeur argues 'will always be with us, but we must always approach it 

critically' (Ricoeur in Kearney, 1984, p. 39). 

3 Dixson (1999) finds Lacan's imaginary wrongly argued and pessimistic because it 'does not view the 
unconscious as the source of a uniquely human creativity, a marvel to be harnessed as much as mastered or 
converted' (p. 20) 
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The imaginary, understood in this way, has complete resonance with what I 

understand as the creative foundations of the design professions generaUy and 

landscape architecture in particular. Working criticaUy with myth integrated into 

a physical context gives some hope for the sublime poetics envisaged by 

Barragan. In the imaginary Austrahan landscape, the embracing of the myth 

seems, at least to me, essential to fine film and designed landscape. 

Landscape architecture is a practice, which is not the same as saying the only 

way to practice landscape architecture is at a drafting table or (less archaicaUy) 

by using design software. It has an apphed focus and constructs the world as sets 

of problems to be solved. This brings with it an urgency to act, often merely by 

refining the steps of the weU-worn dance of design method (brief, site analysis, 

concept designs, master plan, detah drawings). Rarely in everyday work is there 

the time or budget to question anything fundamentaUy. Much work involves the 

apphcation of a formulaic solution in a race against the accelerating budgetary 

clock. It is difficult to escape this rhetoric of practice, by seeming to open up 

more complexity than is aheady confusingly present. The paradox, of course, is 

that good creative practice (in both film and design) demands it. 

Each of Chapters 4-8 has four samples used to elaborate an imaginary landscape 

theme. Also present in each of these chapters is a theoretical motif vivifying, I 

hope, to the analysis. Ross Gibson and Catherin BuU theorised the Austrahan 

picturesque in Chapter 5, Marc Auge's non-place appeared in Chapter 6 and 

Hage's white nation shaped Chapter 7. Despite their professional identifications, 

each of these writers is a cultural analyst in the same way that Meaghan Morris 

(1998) identifies the work of Tom O'Regan and Stephen Muecke. Writing of the 

approach of these and other authors, Morris says: 

These projects are all engaged in some way with contesting images of policy . . . with 
its failures and absurdities; with how people live with its operations and unforeseen 
consequences . . . with how all this 'living' exceeds .. .the demands and the desires of 
the policy imaginary, (p. 118) 
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At the start of this Chapter, I indicated a shift in my feeling for (in contrast to my 

appreciation of) the landscape samples of this Chapter. This is for a circular set 

of reasons, none of which comes first and all of which reinforce each other. 

The four samples in this Chapter are Folly for Mrs Macquarie (designer Fiona 

Hall, 2000), The Back of Beyond (dir. John Heyer, 1954), Amy (dir. Nadia Tass, 

1998) and Reconciliation Bridge March (2000). Each of these samples is 

sympathetic to their subject although they conceive of it in different ways. They 

are responsive to their site, brief and audience and use memorable and affecting 

aesthetics: their poetics are coherent. There is a consciousness in their creators 

of the process of making and a simultaneous yielding to the irreducibihty of 

creativity to a knowable formula. Their makers have considered the ethics of 

their agency as filmmakers and designers. They embrace a democratic imaginary 

Austraha but are not silent about a national reahty of violence and disjunction. 

Their use of landscape offers multiple possibihties to many audiences. They are 

pohtical in their humane engagement with the history of their times but not 

overly didactic. They embrace dissent. 

The motif that organises the samples in this Chapter derives from built 

environment theory. It seems right that this also reflects a move in this final 

Chapter to a more exclusive landscape architectural voice. 

Critical Regionalism 

Architectural theorist and historian Kenneth Frampton (1983) raised the idea of 

critical regionahsm in a rebelhously titled article Towards a Critical 

Regionalism: Six Points for an Architecture of Resistance. Frampton describes 

and develops the idea of critical regionahsm as an answer to the enduring 

question-to-action 'What is to be done?'. The problems he sees in the design of 

the built environment (in the early 1980s) are argued in The isms of 

§ 2 9 9 i l 



landscape is hope 8 

contemporary architecture (1982), where he challenges architecture to reunite 

'building, dwelling, cultivating, and being' (Frampton cited in Johnson, 1994, p. 

188). Critical regionahsm stands between the 'potential liberative role of 

modernism ... [and] ... global imperatives of production and consumption' 

(Frampton, 1988, p. 10). It is not a style or design movement, but rather a post

modern intellectual stance (without the architectural adornment of bricolage that 

is identified with postmodern architecture). Essentially, it is the mediation of the 

universal by regional knowledges of topography, climate and cultural patterns of 

land use. Critical regionahsm advocates sensuous place, an active working of the 

imaginary in terms of the gritty, insistent reahties of a region. 

Frampton's regionahsm is critical in that it aims to avoid the regressive 

sentimentality that might otherwise come to mind. It is not technologically 

averse or conservative. Neither are regions proposed as static geographies with 

impermeable boundaries. However, Frampton leaves it to architectural historians 

and theorists Alex Tzonis and Liane Lefaivre to really give the critical aspect of 

this approach its bite. 

Tzonis and Lefaivre (1990), like Frampton, suggest that critical regionahsm 

offers an alternative to internationalist design that is 'anomic, atopic and 

misanthropic' (p. 29). Critical regionahsm advocates the framing of a sense of 

place but consciously so in a 'strange act of displacement' (Tzonis and Lefaivre, 

1990, p. 31). In the end, audience response to the local is 'deautomatiz[ed]' 

(Tzonis and Lefaivre, 1990, p. 31). Critical regionahst design is simultaneously 

famihar and awry and breaks the 'sentimental embrace' (Tzonis and Lefaivre, 

1990, p. 31) between designs and their consumers. Thus, Tzonis and Lefaivre 

(1990), optimisticahy conclude, a 'pricking of the conscience' (p. 31) occurs. 

Critical regionahsm finds a receptive site in landscape architecture where 

consulting the genius of the site remains our foundational mytho-poetic nucleus 

(post-structuralist decentering of logos notwithstanding). Each of the landscape 
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samples in this Chapter expresses a critical regionahst stance, which provides a 

way of understanding (not a recipe) for these works. They are works that are 

simple and clear, initiated by a single-minded vision but made in the minds of us 

all. 

A Folly for Mrs Macquarie (designer Fiona Hall , 2000) 

'Ornamental architecture in Botany Bay!' exploded a contributor to the British 

journal the Quarterly Review in 1823, 'How could it enter into the head of any 

human being to adorn pubhc buildings at the Bay . . . ' (cited in Proudfoot, 1992, 

p. 65). Not only had it entered the head of Lachlan Macquarie,4 Governor of 

New South Wales (1810-1821), but its feverish pursuit cost him his 

contemporary reputation5 and personal equanimity.6 Or this is the historical 

commonplace. 

Fiona Hah does not directly draw on research by historians Lenore Coltheart and 

Peter Bridges (2001), but ah implicitly agree that Elizabeth, Macquarie's second, 

younger wife (26 to his 44 on first meeting) deserves greater recognition. After 

all, it was Elizabeth's creative talents that had first impressed Macquarie who 

later praised her 'good taste ... [in the] .. .very pretty new gravel walk' 

(Macquarie cited in Macarthur-Onslow, 1992, p. 505) she had designed at her 

4 Major surviving works include St James' Church, Sydney; St John's, Parramatta; the Hyde Park Barrack; 
the Government Stable; Government House, Parramatta and Windsor Courthouse. Numerous works have 
been lost. 
5 Macquarie's ambitious building program included over 150 buildings and public works and 276 miles of 
roads was not universally favoured in the Colony of New South Wales (Coltheart and Bridges, 2001). Free 
settlers argued that convict labour was needed for productive work rather than buildings 'not necessary for 
this generation' (Blaxland cited in Coltheart and Bridges, 2001, p. 31). However, the Sydney Gazette, an 
unofficial organ for the Governor, remarked on the 'daily increasing Beauty and Improvement' (Coltheart, 
2001, p. 32) of Sydney, due to Macquarie's ambitious urban plans. Macquarie's excesses and reluctance to 
curtail his vision led to an inquiry into expenditure in the colony by Commissioner Bigge in 1919. 
Following his report, Macquarie's successor, Sir Thomas Brisbane, was directed to implement 'a more 
uniform and simple style of architecture' (Coltheart and Bridges, 2001, p. 32). 

6 Macquarie returned to Britain in 1822 and began an attempt to restore his reputation, which had been 
damaged by Bigge's report. Financially weakened, he finally managed to secure himself a pension but died 
before he received its first instalment (Broadbent and Hughes, 1992). 
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family's estate in Scotland. She was, Coltheart and Bridges (2001) claim, the 

'perfect partner' (p. 25) for Macquarie, sharing his interest in urban improvement 

as a way 'towards Improving a New Country' (Macquarie cited in Coltheart and 

Bridges, 2001, p. 26). 7 

Whether Elizabeth's involvement in colonial architecture was a manifestation of 

Scottish enhghtenment utihtarianism or 'a continual tale of indulgence, 

scheming, subterfuge and waste' (Broadbent, 1992, p. 159) is not at issue for 

Fiona Hah. As much as a Folly for Mrs Macquarie (Folly) memoriahses 

Elizabeth's idiosyncrasies, it makes of her a trope of the colonised, 'upside-

down' Austraha. Curator Deborah Edwards, writing on Hah's work, argues that 

it represents a 'transplanting [of] the exotic onto the exotic' (Edwards, 

2001/2002, p. 266). Put this way, colonisation can be seen as a collision of 

strangeness on ah sides. 

Folly was commissioned as part of the Sydney City Council's Sydney Sculpture 

Walk, originally curated by Sally Couacaud. The Sydney Sculpture Walk is 

installed in Sydney's city precinct, aUowed an innovative and ongoing 

commissioning process 'investigating memory, history, identity, language ... as 

they relate to the city's environment and character' (City of Sydney, n.d.). The 

ten works in the Walk8 are not dehberately linked, except, as they become so, as 

they are experienced by their audience. 

7 Jane Franklin, wife of a later governor of Van Dieman's land, famously sniped that Elizabeth 'was the 
governor of New South Wales' (Broadbent, 1992, p. 167) such was her influence over design and planning. 
8 In what is almost a mandatory experience in public art in Australia the half-completed Sculpture Walk (20 
works were envisaged) has been shelved. Lord Mayor, Frank Sartor, argues that this is an inevitable part of 
post Olympics 2000 belt-tightening while curator Sally Couacaud claims plans to revitalise the Museum of 
Contemporary Art have stripped the project of necessary funds. Couacaud resigned in May 2001 in 
response to the downgrading of the curator's position for the project. Her replacement, Brigette Leece, has 
advised that project funds are to be exclusively used for conservation of existing works for the foreseeable 
future (Conquistador, n.d.). The always awkward relationship between funding for new works as against 
maintenance costs is one all landscape architects are familiar with. 
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Located to the north of the grounds of Government House, Folly faces towards 

Mrs Macquarie's Point, then through to the head of Sydney Harbour (FIGURE 

8.1). It was a landscape 

Elizabeth Macquarie knew well. 

Nearby, at the edge of the 

Domain is the natural sandstone 

seat from which she liked to 

enjoy the panorama of the 

harbour. To indulge this 

pleasure further, Lachlan 

Macquarie had a 3-mile scenic 

road built in 1816 to her plan 

that aUowed others to enjoy the 

spectacular views, creating 'a 

plaisance such as few capitals of 
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FIGURE 8.1 Location of Folly for Mrs 
Macquarie (City of Sydney, n.d.). 

Europe can surpass in extent and beauty' (Mundy, 1852, p. 56). 

Seen from a distance, HaU's instaUation resembles a neo-classical Gothick 

structure, the favoured design style of the Macquaries.9 This is known in 

landscape architecture as a foUy. In choosing this form, Fiona HaU makes 

several points. A foUy is UteraUy a structure of limited use bunt to satisfy or 

amuse the whim of its, necessarUy wealthy, owner. Follies, so-named to indicate 

the foolishness of their commission, are used as elements of surprise in design, to 

catch the eye and organise perceptions of the landscape. Their architectural style 

varies, but offers a coded account of landscape and other cultural values 

prevalent at the time of their design. Frequently they offer protected seating that 

aUows best use of the landscape view framed by their architecture. 

9 The Macquarie style is a melange of neo-classicism, Scottish Gothick (pre-Victorian phase of nineteenth 
century Gothic Revival) and English picturesque. Joan Kerr and James Broadbent note Elizabeth's desire to 
'improve' the Australian landscape in a similar way to Catherine Moreland in Jane Austen's Northanger 
Abbey (Kerr and Broadbent, 1980). To assist in this task she brought to Australia Edward Gyfford's 
Designs for Elegant Cottages and Small Villas which was published in 1806 in London (Macarthur-Onslow, 
1992). Elizabeth also used illustrations of medieval buildings, Gothic churches and Scottish castles as 
inspiration and to brief the Acting Colonial Architect, Francis Greenway (Kerr and Broadbent, 1980). 
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The tradition of a pleasure house in a garden dates to the ancient world but 

reached a crescendo in the follies, belvederes, temples, menageries, aviaries, 

sham-castles, artificial ruins, bath-houses and gazebos of the English picturesque 

landscape movement (Jackson-Stops, 1989). Observed from a distance they are 

symbols of colonising wealth. Experienced from within they can inspire inflated 

feelings of power, but fear, also, of the awesome landscape on display, is never 

far away. 

Hall's Folly is a 

rotunda with a base 

of striated Gosford 

sandstone 

(Edwards, 

2001/2002) that 

doubles as an area 

of sunken seating 

(FIGURE 8.2). A 

wrought iron, 

transparent, filigree 

cupola crowns the 

base with a false 

ceiling towards the 

apex. The Folly 

measures 5.75 x 4.5 

metres and is set in 

an area of lawn, 

overhung by a large 

Moreton Bay Fig. 

7 1 v « \ 

I 

I t t * 

FIGURE 8.2 Folly for Mrs Macquarie, Sydney (Boden, 2002). 

• 3 0 4 B 



landscape is hope •8a 

Images of bones, sailors knots and 

barbed wire are forged into the 

wrought iron, complicating the 

overall reference made in Hall's 

work to the dehcate crafts of lace-

making, knitting, beading and 

tatting (FIGURE 8.3). 

The title of the work chosen by 

Hall is both a sympathetic and 

ironic gesture to Elizabeth 

Macquarie, who appears from 

historical accounts to have been 

determined, compassionate and, in 

her husband's assessment, 'ready 

to put up with any fare and fatigue, 

as well as a most pleasant, cheerful and agreeable companion' (Macquarie cited 

in Cohen, 1979, p. 20). She was, in addition to her intentions to bring 

'civilisation, protection and order to the poor, orphaned children and Aborigines' 

(Macarthur-Onslow 1992, p. 505) of the Colony, an advocate for her own (as she 

saw it) good-taste.10 James Broadbent (1992) casts a caustic eye across the hst of 

her more extreme architectural contributions, which brought Macquarie's 

governorship to an end: 

Gothick forts for mundane defences, a Gothick castle for a stable, a Grecian obelisk for 
a milestone, classical temples to house waterpumps, a classical prospect tower for one 
lighthouse and a Chinese pagoda for another, a medieval lodge for the payment of 
road-tolls and an ornamental arcade .. . for the growing of vines (p. 162). 

These were the 'fugacious toys' that so offended at least one witness to Bigge's 

Commission of Inquiry into the affairs of the colony in 1819 (Broadbent, 1992, 

FIGURE 8.3 Detail of ironwork, Folly for 
Mrs Macquarie, Sydney, showing evidence 
of Hall's sources - handcrafts, barbed 
wire, skeletons and the Norfolk Island 
Pine (Boden, 2002). 

1 0 Elizabeth Macquarie was, as wife of the governor, expected to support his activities. This situation had 
both its benefits and costs. While the extent of her interest and influence is unparalleled, forerunners existed 
if on a more modest scale. Wife of Governor King, Anna, was responsible for a geometric, classical garden 
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p. 162) that was ultimately to destroy Macquarie's governorship and immediate 

reputation. 

Hall's reference to Elizabeth's hteral and behavioral follies combined with the 

landscape conventions of the time can be seen in Fiona HaU's choice of a title for 

her instahation. The title alone, even if the work has not been seen, catches both 

the historical and contemporary conditions of the colonisation of Austraha. 

HaU's work is often clever in this way, but not for an instant does she aUow 

herself to be caught up in the distraction of wordplay. 

The iconography of Folly is like ink in water, diffusing in simultaneous but 

different directions. There is a strand, briefly mentioned which points to 

traditional feniinine decorative arts with which HaU has a long fascination.11 

There is also the use of styhsed Norfolk Island-pine fronds that form the bulging 

cupola. Here HaU acknowledges her 'ongoing fascination with the infiltration of 

plants into human existence: pohtical, social, sexual, medical, metaphysical' 

(HaU cited in Morrel, 1994, p. 9). She also gestures (whether knowingly or not is 

unclear) to the planting of a Norfolk Island-pine by Elizabeth Macquarie in 1815 

quite close to the site of Folly. Surviving until 1945, it was know during 

Elizabeth's time as the 'Wishing Tree' (Cohen, 1979), although what it might 

grant is unclear. 

The iconography of the work also suggests the disappointment of colonisers on 

finding that the wood of the elegant Norfolk Island-pine 'snapped like a carrot' 

(Hughes, 1988, p. 101). In the iron-lace ceiling, bones of indigenous smaU, 

mammals, moulded from skeletons held in the Austrahan Museum, acknowledge 

an ecology destroyed by colonisation. Styhsed shipping knots, an axe and scythe 

at Government House that was later overhauled in picturesque taste by Governor Bligh's daughter 
(Coltheart and Bridges, 2001). 
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and barbed wire point to Elizabeth's life as joint patron of the open-air prison of 

the Colony of New South Wales. At the pinnacle of the cupola is a clasped 

dagger, taken from the crest Macquarie commissioned to represent his 

Governorship. Its shockingly aggressive imagery underhes the many acts of 

violation (and violence) that forged the Colony. It also speaks, in an imaginative 

sense, to Elizabeth's own suffering, for though she felt content in her marriage, 

she endured loneliness, five miscarriages and the death of her only daughter, 

whom her husband had brutishly insisted be named after his adored first wife. 

Finahy, and very importantly, there is a complicity between Fiona Hah and 

Elizabeth Macquarie as two creators of great pragmatism and wit. The festoons, 

transparent paintings, crystal decorations and Chinoiserie lanterns that Elizabeth 

commissioned for her official parties accord, in their innovation and exuberance, 

to HaU's self-declared 'element of fun' (Morrel, 1994, p. 9). These two women 

would have understood this aspect of each other weU. 

Fiona HaU's Foley for Mrs Macquarie is an elegant, clever and responsive work. 

It considers universal relationships of humans and landscape in a very specific 

historical circumstance. It is not so much layered as spun with possibihties for 

interaction. FunctionaUy successful, both dehcate and sturdy and responsive to 

site and history, Folly is resolved in its poetics. Its presence mediates so many 

couplings: Fiona HaU and Elizabeth Macquarie; indigenous and exotic ecologies; 

colonial and post-colonial Austrahas; architecture and landscape; femininity and 

masculinity; foUy and wisdom. 

In its critical regionahst complexity it both soothes with the famihar and disturbs 

with aU its inversions. Folly for Mrs Macquarie is an artistic bringing into being 

of a lament by Elizabeth Macarthur, coincidentaUy Elizabeth Macquarie's good 

Hall's use of craft techniques is never sentimental. For example a 1993 work, Medicine Bundles for the 
Non-Born Child, incorporates a layette knitted from finally shredded Coke cans in a mordant comment on 
the intersection of corporate culture and new born life (Morrel, 1994). 
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friend. Her comments, made in 1791, stand as a continuing prophesy for the 

unfinished process of landscape colonisation of Austraha: 

We are at present here rather in an unsettled state, which is not very agreeable in any 
Country, & is particularly unpleasant here (Macarthur cited in Hughes, 1984, p. 35). 

Fiona HaU's Folly for Mrs Macquarie is notable for its expression of curiosity, 

rather than simplistic judgement. It is not that HaU lacks a view (the references 

to extinct fauna make that clear) but having got the pubhc's attention, she avoids 

the wagging finger of laboured iconography. A Folly for Mrs Macquarie was an 

innovative pubhc art commission given to an artist who both addresses and 

destabilises the chosen site. That she does so with such inteUectual and material 

exceUence is hope. 

The Back of Beyond (dir. John Heyer, 1954) 

Alexander Tzonis and Liane Lefaivre (1990) speak of a critical regionahst stance 

forcing a 'hard cognitive negotiation' (p. 31) between a consumer and 

architecture. This precisely describes the sensuously inteUectual force that The 

Back of Beyond (1954) exerts on its audience. In its tissue-layered complexity, 

Heyer's docu-drama12 offers what The Age reviewer caUed a 'typicaUy 

Austrahan paradox' (Else, 1968, p. 154). What was hteraUy meant was that an 

'essential' account was given of Austraha through the depiction of a smaU, then 

relatively unknown part of it; the BirdsviUe Track. However, the 1954 Age 

review stimulates thoughts of the more complex and rewarding paradoxes that 

critics and audiences find to be so continuaUy central to our pleasure in this 

The Back of Beyond is conventionally categorised as a documentary on the basis that it represents mostly 
factual events and characters. However, its use of fictionalised material and actor voice-overs of real people 
stretch 1950s conventions of the documentary. 
1 3 On its release, The Back of Beyond's humanistic values and poetic social realism saw it slotted into the 
British social realist documentary tradition exemplified by John Grierson's films. Eric Else in his 1968 
study guide to the film describes it as 'the last of the great romantic documentaries . . . vigorous and life 
affirming' (p. 173). Later critics (Cunningham, 1987) (O'Regan, Shoesmith and Moran, 1987) (Gibson cited 
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In their tub-thumping, post-structurahst analysis of Austrahan film, Albert 

Moran and Tom O'Regan (1982) suggest two consecutive but opposing 

discourses of national cinema; the documentary tradition14 of 1940 to 1960 and 

the post-1960 art film. These discourses have their temporal overlap in the 

1950s, currently the most contested decade in Austrahan social history and, 

exactly when The Back of Beyond was made. 

Moran and O'Regan (1982) suggest that the pre-1960s documentary form, which 

usually dealt with social themes, became a tool for civic education and 'active 

citizenship' (p. 164). They argue that an ideal of nation building is represented 

in the documentary form in a narrative with an exphcitly local or regional focus. 

The successful resolution of this area-specific problem, such as agricultural 

production (Harvest Gold), hostile race relations (Bitter Springs), even eroticised 

sibling rivalry (Sons of Matthew), could stand, by extrapolation, for the 

possibility of a unified, vigorous Austraha. 

A n essential device in estabhshing local identity in any film is the exterior 

location shot. In the Austrahan documentary tradition, this was elevated to 

whole productions being largely filmed in outdoor locations.15 Landscape in 

these films becomes not so much a decorative adornment to a narrative but an 

'active ingredient' (Moran and O'Regan, 1982, p. 165). 

in O'Regan, 1987) argue for a less rigid categorisation. Stuart Cunningham (1987), for example, argues that 
the film's narrative is elliptical rather than linear. He identifies a series of'delegated' narrators in contrast 
to the 'voice-of-God' of social realist documentaries. The Back of Beyond represents a 'negotiated 
difference from the prevailing paradigm of representation' (Cunningham, 1987). Part of the cleverness of 
Heyer's film is the multiplicity of possible readings it encourages while remaining always irreducible. 

1 4 This defines an approach that included what could be categorised as documentary and narrative feature 
films. 
1 5 O'Regan (1987) also attributes the preference for outdoor location shoots to the 'cottage industry' 
production conditions of the Australian film industry from the 1940s to late 1960s. Failures in government 
and private investment in the film industry and rapid advances in the technical quality of Hollywood 
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Moran and O'Regan (1982) 

conclude that Austrahan 

documentary cinema between 

1940 and 1960 was 'an art 

cinema uriinterested in art' (p. 

171). However, in their 

legitimate research interest in 

leap-frogging to 1970s art-

cinema, the complexity they 

allow documentary films tends to 

be compressed. The Back of 

Beyond clearly owes much to a 

documentary tradition and in this 

M l 

FIGURE 8.4 The Back of Beyond is filled 
with simple elements presented in 
aestheticised tableaux (Screen Network 
Australia, n.d.). 

sense looks back to problems of nation building that arose in the post-war 

reconstruction 1940s. The Back of Beyond is certainly an art film and, in 

defiance of Moran and O'Regan's (1982) otherwise helpful categorisation, 

consciously interested in its own artfulness (FIGURE 8.4). 

In a fascinating (in content and the mere act of assembling these interesting 

voices) discussion about the film between Tom O'Regan, Albert Moran, Brian 

Shoesmith and Ross Gibson (O'Regan, Shoesmith and Moran, 1987), Gibson 

raises the vanguard sensibihty of The Back of Beyond. He argues that Heyer's 

film uses a 'minimalist narrative' similar to that of Patrick White's novel Voss 

(1957) and the explorer Charles Sturt's journals. This act of dissent, as Gibson 

describes it, sidesteps the flat reahsm and overblown romanticism that are 

common responses to extreme landscapes. Gibson continues: 

There is a preparedness [in The Back of Beyond] to admit the minimal effects that this 
story-telling has on the location in which the story is set, a preparedness to admit that 
no story here has an enduring effect unless you are willing to start the story again each 
time it ends (Gibson cited in O'Regan, Shoesmith and Moran, 1987). 

features forced Australian filmmakers to develop an alternate production 'look'. The exoticism of the 
Australian landscape, even to local audiences, was a unique resource. 
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The Back of Beyond was funded by the Shell Film Unit, a division of the Shell 

Petroleum Company. Shell's first Austraha film was the silent The Petroleum 

Industry (1927). Thirty films were made before World War 2 when production 

necessarily stalled before re-commencing in the 1940s (Shell Company of 

Austraha Limited, n.d.). Documentary production then continued until the mid-

1960s when the company moved from direct film production to co-sponsorship 

of film and television with organisations such as Film Austraha and the 

Austrahan Broadcasting Commission (now Corporation). Shell's motivations for 

funding its own film unit seem to be opportunistic (an under-funded available 

market niche), nationahstic and commercial. Head of the company in Austraha 

from 1955 to 1961, JRC Taylor summarised these motivations neatly in the 

aphorism that 'Austraha's future is Shell's future' (Taylor cited in Shell 

International Limited, 2001). 

John Heyer joined Shell in 1950 following a successful career with the 

Austrahan National Film Board. 1 6 His previous credits included Men and Mobs 

(1947), The Valley is Ours (1948) and second director and co-writer on The 

Overlanders (1944). Remaining with Shell in Austraha until 1958, Heyer 

produced eight major documentaries, although The Back of Beyond is accepted as 

his most popular and creatively significant film17. 

In keeping with the general aims of the SheU Film Unit, Heyer was briefed to 

produce a documentary film that would capture the 'essence of Austraha' 

1 6 John Heyer (1916-2001) began his filmmaking career in Melbourne as a sound engineer with Eftee films 
and Cinesound Productions, working (among others) with Charles Chauvel, Damien Parer and Frank 
Hurley. Heyer directed a number of propaganda films during World War 2 and was appointed producer to 
the Australian National Film Board in 1948. After his period as Director of the Australian Shell Film Unit 
he worked for Shell in London as an executive producer. He returned to Australia to work for the Australian 
Broadcasting Corporation before, again, returning to London. Heyer has 22 film credits ranging over 
production, direction and scripting. However, his long-held ambition to film Xavier Herbert's novel 
Capricornia was unrealised (Screen Network Australia, n.d.). 
17 The Back of Beyond was popularly and critically acclaimed, winning film prizes at Venice and Edinburgh 
(1954), Montevideo and Trento (1954), Capetown (1955) and Johannesburg (1956) (Screen Network 
Australia, n.d.). Seven hundred and fifty thousand (750,000) Australians or roughly 10% of the population 
saw the film in the first year of its release (Shirley and Adams, 1983). The Back of Beyond was screened 
truck was not shown using Shell petrol (Wolcott, 1955). 
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(Screen Network Australia, n.d.). His budget of £12,000 was restrictive, but 

production pressures alone are not responsible for The Back of Beyond"s 

imaginative approach. Other filmmakers, for example John Kingsford-Smith 

(The Inlanders 1949), with similar budgets and briefs, had made unimaginatively 

prosaic documentaries about outback life. 

Heyer, with his broad feature and documentary experience was, in addition, 

advantaged by his politicised aesthetics of social-reahsm. His aim, for 'all [his 

emphasis] films' (Heyer cited in Else, 1968, p. 7) was to achieve 'different levels 

of awareness' (Heyer cited in Else, 1968, p. 7). This was possible where the 

'design and movement and the conflict of ideas' (Heyer cited in Else, 1968, p. 7), 

or the poetics of a film, were, as Heyer put it, 'right' (Heyer cited in Else, 1968, 

p. 7). 

Ostensibly, The Back of Beyond tells the story of 

the mailman Tom Kruse (played by fiimself) who 

each fortnight travels a 300-mile track from 

Marree in South Austraha to Birdsvihe in 

Queensland (FIGURE 8.5). The film follows his 

journey along the Birdsvihe Track in a braided 

narrative that incorporates history, culture, 

landscape and myth. While Kruse is the 

attractively affable central motif of the film, the 

narrative loops around other characters and 

histories (FIGURE 8.6). Strands of Afghan, 

Aboriginal, White, machine, fossil, modern, 

ancient, woman, child, man, animal are made in a 

looped continuum. 
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FIGURE 8.5 Birdsvillc 
Track, location map (Flinders 
Ranges Research, 2002). 
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The repetitive groove of the Track and its reinventing circularity resemble the 

shellac phonogram records that Kruse's 

assistant Willie (William Henry Butler) uses to 

serenade his boss in his incongruous dance by 

Cooper's Creek. When the usually dry creek is 

in flood, Kruse punts his load across to a truck 

on the other side. In between the six or seven 

trips it takes to shift a load, Willie winds up a 

record and cooks a steak, while Tom sweeps up 

a dressmaker's dummy in a hvely jig. The 

close-up of the spinning disc, that breaks the 

medium shot sequence of Tom's dance, is an 

image of endless repetition and elusivity, that stands for the whole film. 

FIGURE 8.6 Tom Kruse, The 
Back of Beyond's 
ordinary/extraordinary star 
(Screen Network Australia, 
n.d.). 

The Back of Beyond presents itself in its first few frames as a single story of a 

collective project: 'The growth of the Nation' (Else, 1968, p. 133) so the titles 

declare. Shell's trade- mark, however, is first on screen announcing not only the 

Company's funding of the film but its endorsement of this national vision. 1 8 

Almost immediately, through both image and the spare voice over narrative 

(spoken by Kevin Brennan), we understand that the Track is a more complex 

place: 

Where prehistoric animals Diprotodon and Kronosaurus 
Dead a million years 
Lie unburied 
And mingle now their bones 
With a horse, the camel 
And the white man (Heyer, 1953-1954). 

As in Britain, Shell in Australia funded a lateral range of operations that produced more than just 
economic gain for the company (although this aspect can't be overlooked). By 1959, for example, Shell's 
mapping unit had surveyed all navigable roads in Australia and developed, in many cases, the only reliable 
maps for many years. Relying as it did on fossil fuelled vehicles, tourist and other commercial development 
of isolated areas in Australia was clearly in Shell's interests. However, the creative freedom given to Heyer, 
and his quick promotion in the Company, suggests an enthusiasm for more than mere profit (Shell 
International Limited, 2001). 
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At the same time, the landscape is ancient, historic and contemporary. It is a 

place for humans and animals; native (Diprotodon and Kronosaurus) and exotic 

(horse, camel, white man) and prehistoric and modern. Aboriginal people, 

Whites and Afghans move along the Track in fluid relationships, both mutual 

and exclusive. The Track is a traditional and modern trading route, from the 

ochre and pituri (chewable plant product similar in effect to tobacco) of the 

Aboriginals to the stores and mail of its modern dwellers (Aboriginal, White, 

Afghan). In this setting, the story of the mailman, Tom Kruse unfolds, but not in 

the straightforward line that the introductory title; 'This is the story of one of 

them [outback rrailman] and the people he serves.' (Heyer, 1953-1954), so 

casually suggests. 

According to the post-production script, 16 sequences each covering several 

related scenes, form the film's structure. It is worth reproducing in full as it 

conveys the film's unified but digressive narrative: 

TITLES Foreward 

INTRODUCTION Map - The Birdsville Track 
Prehistoric animals 
Vanished race 
Explorers 
White settlers 
Tom Kruse (TK) 

M A R R E E Town in the desert 
Camel wagon 
Tom Kruse and William Henry 
Bejah and the graves 

^DEPARTURE Train arrives 
TK unloading in his yard 
Mailbags from the train 
Mary's letter 
TK - loading outside P.O. 
TK departs 

- picks up boys 
- Bejah 
- Mary's letter 
- Drops boys at gate 
- away 

TRAVELLING (Leyland Truck) Out in the desert 
Past cattle mob 
Past hot bore 

NIGHT RIDE NIGHT BOG 

ETADINNA STATION Malcolm packs his swag 
Mrs Oldfield on radio 
Jim Oldfield writes a letter 
Tom Kruse arrives 
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William Henry and the cliildren 
Tom Kruse departs 

COOPER CROSSING Introduction - Unloading and camp 
Flying Doctor relay 
Crossing 

- Tom Kruse falls in 
- Rough weather 
- Northside unloading 
- Evening shadows 
- Night crossing 

VAWFD A MAMMA AjtlCCIYYNJ /M!nli+\ 
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Jack the Dogger 
Tom Kruse arrival 
Malcolm soliloquy 
Dieri responses 

TRAVELLING (Open Air Truck) 
( lODAY) 

Stoney Plains 
1\Ai il nf t rvn 
Sand hills 
Mungerannie Station 
Channel Country 
Clifton Hills station 

RUINS (Yesterday) 

LOST CHILDREN 

DUST STORM 

BIRDSVILLE Tommy and the goats 
Lessons in the sand 
The Policeman 
A man rides into the desert 
Joe the Rain-maker/The parched country 

BUSSTOP 

1 BIRDSVILLE ARRIVAL 

(Heyer, 1953-1954) 

Most sequences centre on Tom with the voice-of-god narrator amplifying his 

actions. This common technique of the off-screen narrator is used to convince 

audiences of the veracity of the film. In other words, some one outside the frame 

'authorises' the on-screen action. In The Back of Beyond, these gestures to off

screen space are reinforced in the frequent use of tracking and panning shots. 

Both these types of shot stimulate an audience's interest in the edge of the unseen 

world. 

A simple 4-shot sequence at the end of the Introduction (Sequence B) illustrates 

Heyer's use of off-screen space (FIGURE 8.7). Shot 21 is a medium close shot 

of Tom in his sand-bogged truck, banging on the door in frustration and sets a 

context for the action. Tom's shouting 'Come on! Come on! Come on!' 

(Heyer, 1953-1954) creates tension and anticipation. The next shot (22) is an 

extreme close-up shot of the truck's wheel spinning in the sand, reinforcing the 
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possibility of failure. Shot 23 looks down 

the Track and shows the wheel freed and 

moving towards the traction plates. Shot 24 

is a long shot of Tom's truck ploughing over 

the sand hills towards the camera. In this 

sequence of shots, lasting around 11 

seconds, both the location of Tom's 

immediate situation and the off-screen 

future and past of the Track are shown. The 

technique used here is not unique to Heyer's 

filmmaking, but part of the general 

vocabulary filmmakers use to create 

cinematic space. What is special in The 

Back of Beyond is how Heyer uses 

technique to reinforce a multi 

focal/temporal/spatial narrative - and in the 

1950s which is so often compressed in 

Austraha in hybrid images of Holden cars, 

circle skirts and early footage of Johnny 

O'Keefe. 

I mentioned earher the legitimising tone that 

the voice-over narration gives to a film. 

This effect is, in The Back of Beyond, 

exaggerated by the spare, original and 

poetic quahties of the script. It is also heightened by the shghtly hectoring 

almost urgent delivery by the narrator, Kevin Brennan.19 John Heyer is credited 

as the writer of the narration that Brennan dehvers which was mostly written in 

the genteel air of Beecroft in Sydney, after three months spent with Tom Kruse 

FIGURE 8.7 Shot sequence from 
The Back of Beyond showing 
Heyer's use of off-screen space 
(Else, 1968). 

The vocal track was recorded on location but revoiced in Sydney using professional actors. Bejah (the 
Afghan camel driver) praying is the only sound recorded on location (Else, 1968). 
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on the Birdsvihe Track. The Austrahan writer Douglas Stewart is credited 

(with Heyer) for dialogue and narration and Janet Heyer2 1 and Roland Robinson 

are acknowledged as script collaborators. These other contributions to the 

writing are significant, but it is clear, from the changes made to the location 

script in Heyer's handwriting, that he had a naturally economic and poetic 

approach to dialogue. His inclination was to underwrite with the effect that 

drama is heightened as the audience's attention is held by the cadences of blank 

verse. 

Heyer also tended to edit his work as production progressed. These changes, 

which often amounted to cuts of about a quarter, can be seen in the fo ho wing 

example. The Aboriginal use of the Birdsvihe Track is described in the pre-

production script: 

Trading ochre and pituri 
From the southern ranges 
For quartzite spearhead 
and black stone axe 
down from the Northern Gulf (Heyer, 1953-1954) 

On location Heyer cuts it to: 

Trading ochre and pituri 
From the south 
For the black stone axe 
Of the north (John Heyer's hand written annotation in Heyer, 1953-1954). 

Observing the simplification of dialogue in this example is also a helpful way of 

approaching the film's thematics. 

Although born in New Zealand, Douglas Stewart (1913-85) is claimed as an Australian writer, poet and 
playwright. His productive career of over 50 years spanned both creative and public worlds as a writer, 
editor, reviewer and arts patron (Ballyn and Doyle, 1996). His great interest in painting, enhanced by his 
marriage to the artist Margaret Coen, and natural gift with imagery led to work expressive through its 
striking abstraction. 
2 1 Janet Heyer also acted as production co-ordinator during the five-week location shoot. The film script 
used by John Heyer on location is heavily annotated in both his and another person's hand, the handwriting 
suggesting a woman. It is possible that these script annotations, which include dialogue changes are Janet 
Heyer's (Heyer, 1953-1954). She is certainly given prominence in the promotional leaflet released by Shell 
in 1954, which shows a photo of her on location co-ordinating the production via a portable radio 
transmitter. 
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While The Back of Beyond overflows with narrative content, its themes are not so 

easily reducible. I have chosen this adjective carefuhy because the narrative is, 

as the sequence outline above makes clear, open and direct. Observing the 

changes Heyer made to the ochre and pituri quatrain (above) shows something of 

an approach that can also be found in the film's thematic complexity. The 

removal of some geographical (southern ranges, Northern Gulf) and 

anthropological details (the quartzite spearhead, an implication of a complex 

trade pattern) leaves a spare, more abstract image. It doesn't, as might be 

possible, disengage the film from its landscape place. Instead, the audience is 

sucked up by the off-screen space that is repeatedly invoked in the open dialogue 

and cinematographic technique. We are given less detail in this film, but more 

freedom to imagine and anticipate what is to come. It is unnecessary, for 

Heyer's purposes, for us to know the rituals of Aboriginal trading along the 

Track. Equally, how Tom came to the job or why the camel-Bejah's cousin died 

are not necessary details to engage the audience. 

To have been given these specifics would suggest that The Bach of Beyond really 

is, as the titles say, the story of the outback mailman and the people he serves. In 

a simple and often moving way it is: from Tom's resourceful humanity to 

Malcolm, the Aboriginal stockman, who 'wants to go back to his own country' 

(Heyer, 1953-1954) yet remembers the Lutheran missionary, Father Vogelsang 

as the one 'who grew me up' (Heyer, 1953-1954). However, The Back of 

Beyond is much more than a filmed ethnography of the Birdsvihe Track. In its 

de-dramatised diverging narrative, poeticised scripting and gesturing to off

screen space, The Back of Beyond is an abstracted account of the transformative 

possibihties between people and landscape. 

I have found it difficult with many of the landscape samples used in this project 

not to become seduced by the authority of their completed form into losing sight 

of the mechanisms of their making. A way around this has been for me to 
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repeatedly ask the deceptively simple 'What else could they be?' as a way of 

becoming more aware of what they are. Made loosely in the documentary genre, 

funded by a multi-national oil company and created in a climate of post-war 

reconstruction, The Back of Beyond could easily have been very different. I am 

always reluctant, by temperament and my own experiences of the collective 

process of making a landscape, to credit authorship as a product of solo genius. 

However, the technical competencies and sanguine creativity of John Heyer are 

remarkable. The democratic (gender possibly aside) and imaginative profundity 

of The Back of Beyond comes, in large part, from this adroit filmmaker. In a 

marginal note to himself on the handwritten first draft of the shooting script, 

Heyer says enough for us to more generaUy understand his critical and humane 

approach: 

Cooper Crossing 
Silence is suddenly broken by a mixture of [word indecipherable] gossip, telegrams, 
messages and call signs-: each developed sufficiently to be meaningful, each cut off by 
the other at a point that heightens its interest, and each contrasting or conflicting with 
the other to add satire and humour (Heyer, 1953-1954). 

The Back of Beyond is, as critical regionalism advocates, 'a strange act of 

displacement' (Tzonis and Lefaivre, 1990, p. 31). Heyer takes one of the least 

'developed' areas of Austraha where non-white spatial histories and practices 

predominate and forms a filmic essay that loosely attaches itself to the post-war 

project of nation buUding. What optimism there is in this film is not drawn from 

a single vision of a lusty Austraha buUied by bush heroes out of a harsh 

landscape. This description is more recognisably true for The Overlanders (dir 

Harry Watt, 1946). Instead, it is the elastic possibihties that the physical 

landscape offers, almost banal in its severity, for a range of experiences. The 

BirdsviUe Track is, like aU landscapes, a shifting place. Heyer makes us aware 

of the Aboriginals, Whites and Afghans and their finely-grained relationships 

with landscape. Sometimes there are intersections; sometimes experiences are 

worlds apart. 
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At the film's end, Tom Kruse has us won over with his tolerance, practicahty and 

bulging-cheeked grin, but he is still only partially the film's star. The landscape 

is always central in The Back of Beyond as a physical presence, determinant of 

human histories and for sensual effect. Heyer's film allows local experience, 

which, in the process of filmmaking, is 'criticised' by technology, history and 

mythology. Having shown the complex landscapes of the Birdsvihe Track, The 

Back of Beyond ends with an ideal of landscape as a site for dissent, 

transgression and reinvention. Heyer makes us the good companions of Tom 

Kruse, but at the same time fixes our envy on an unknown figure who, in the 

final frames of The Back of Beyond disappears into the desert only to turn up on 

the coast, some weeks later, with a new name. It is, after ah, the imaginary 

relationship with landscape that we ah want. 

Amy (dir. Nadia Tass, 1998) 

Thomas Sotinel (2000), film critic for Le Monde is certain about Amy. 'Its 

director' he argues 'seems unable to decide what sort of film she wants - a 

comedy, melodrama, soap opera or social satire'. In her unsuccessful attempt to 

hide this uncertainty, Sotinel argues that Nadia Tass assembles dramatic and 

playful images 'qui ne dit rien [that have nothing to say]' (Sotinel, 2000). 

I am using this criticism to immediately admit that Amy is a film where creative 

good intentions don't always make it into the final work. Even Sotinel concedes 

that this is a failure of what he admits to be a formidable cinematic experiment: 

the genre-bending 'displaced' musical comedy or 'comedie musicale d 

contretemps1 (Sotinel, 2000). It feels a httle risky attaching an argument to a 

sample with such obvious flaws, a bit like defending a friend for not much more 

reason than the fact that she is a friend. The point being that this defence is, at its 

base, really a self-defence. 
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Part of what I am defending here is a creative right to fail and an 

acknowledgement of the risks (and great benefits) of bringing an idea into 

physical reahsation. It seems an obvious point to make, but films and landscapes 

that remain as scripts and plans are always partial creations.22 Physical making is 

a test of the integrity of the script or design and always offers something, 

however problem-fihed we find its reahsation. This is, as the aphorism says, 'the 

beauty of the thing done badly'. 

However, the opportunities for directors and designers to undertake major works 

are, especiahy in Austraha, infrequent. Stories of Austrahan films spending 

years in gestation while funding and distribution deals are made reflect this in 

relation to filmmaking. Even the premiere of a film, doesn't guarantee its 

theatrical release. A recent example is the feature Walking on Water (dir. Tony 

Ayres) which was premiered at the Adelaide Festival in 2002 but whose 

commercial release has been stalled to maximise 'market opportunities' (Tony 

Ayres, personal communication, April 2002). In circumstances of pressured 

finance, the transformation of any script or plan via the entanglements of 

filmmaking and landscape construction, into a physical reahty that the original 

writer/designer might even partially recognise, impresses me as remarkable. 

There are so many risks in the process of implementation, aside from flaws in the 

poetics of the original design or script. 

Amy suffers from weakness in its script, largely in characterisation, and a range 

of production problems mainly attributable to budget constraints and some 

directorial self-indulgence. Despite this, Amy is an 'interesting' film (a 

disingenuous term of criticism, but well meant here). What it offers, as a sample 

in this Chapter, is its optimistic exploration of how the redemptive quahties of 

landscape find their place in the ordinariness of the film's main setting, a run-

This is not an argument that unimplemented scripts and plans are somehow 'less' than completed films 
and designed places. 
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down street in Melbourne. It is a bringing home of the more lofty landscape 

ideals seen in previous chapters. 

Two landscapes appear in Amy. Both come to life best by repeating the phrases 

that overseas critics use to describe them (terms that leak more meaning than 

their authors may have intended). The opening scenes of the film take us to a 

rock concert. On the giant video screen at the concert images of the singer and 

pulsing audience give way to scenes of dryland wheat country. The singer 

circles joyously around a laughing child. Their kelpie dog grins and flicks his 

tail in an endorsement of the wholesome Austrahanness of the scene. A twin-

gabled timber cottage slumps in a stubbled paddock. The child plays near a dead 

tree, romanticised by the camera as picturesque 'busyness' for the eye (a long 

way from the truth of the tree's poisoning by a raised water table and too much 

salt). 'The Outback!' spots Lou Lumenick of the New York Post (2001) 

catching, through his mistake, some of the emotional aridity of these early scenes 

but missing the 'golden summers' impressionist references that the film is 

actually gesturing towards. 

Later, the film's landscape setting moves to a pastiche of a working class 

Melbourne suburb. In the fictional Mercer Street, timber cottages hst on uneven 

stumps and warehouse roofs form a mundane, zig-zag silhouette. The landscape 

surfaces are grey, drab and serviceable. It is a landscape that, even when not 

seen, is evoked in Thomas Sotinel's melodramatic description: 'miserable et 

pittoresque en diabW (Sotinel, 2000). 

Both these international critics, who are freed from the burden of 'niceness' that 

reviewers suffer in the small Austrahan film market, capture the importance of 

the landscape setting to the audience's understanding of Amy's themes. This is 

not a film where scenery fills the screen while we impatiently wait for a twist in 

Contrast this with Mallboy in Chapter 7 Landscape as nation. 
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the plot. Nadia Tass and writer/cinematographer David Parker have a social 

vision that drives the story of this film, one that depends on the landscape of a 

real and imaginary city, or more precisely Melbourne. 

The imaginary identity of cities often finds striking expression in film. On 

Location: Sydney, a recent exhibition at the Museum of Sydney, catalogued how 

that city has been depicted in film for around 100 years. Stills from The 

Sentimental Bloke, Bliss and Mission Impossible 2 (M:I2) show how references 

to a famihar urban landscape can help seduce audiences into a film's 

representational paradigm. Of course the cinematic quahty of cities is not 

distinct to Sydney. Even in a film such as M:I2 where Sydney Harbour 

dominates ('Sydney is a spunky thing' suggests critic Tony Squires (2000) 'most 

of us have been sleeping with her for years') audiences detect that references to a 

specific city can also be a more general cinematic code. This code ranges across 

a spectrum of historically tenacious attitudes to cities from places of social and 

personal dysfunction to sites of individuation and freedom. 

Amy extends the specific relationship that Tass and Parker have with Melbourne 

(they are not alone as lllmmakers in this) while also developing an imaginary 

urban form supportive of their social aims of enhanced community. These two 

faces of the urban landscape in Amy are not easily separated. Neither are they 

handled cinematicahy as well as they could be. However, their presence in a 

film, ostensibly dealing with personal loss and grief, makes for a sophisticated 

representation of landscape in Austrahan narrative film. 

Nadia Tass and David Parker collaborate on films that are often described as 

'quirky' (Hah, 1998)24, although other critics describe this as an interest in social 

reahsm (Schembri, 1998). Malcolm (1986), Rikki and Pete (1998) and Mr 

See Sandra Hall's review ofAmy, which also provides an account of the rise and fall of the quirky, 
Australian fdm (Hall, 1998). 
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Reliable (1997) share with Amy an eccentricity that Susan Dermody (1988) 

identified in the late 1980s as a loosely formed genre in Austrahan film. 

Eccentric films show 'an urgency, a playfulness, a provisional quahty to them; 

they are made in the interstices, on the sly, without air-conditioning' (Dermody, 

1988, p. 133). A great number, Dermody (1988) also observes, are made in 

Melbourne (p. 133) 

Amy tells the story Amy Enker (Alana De Roma), daughter of WiU Enker (Nick 

Barker), lead singer of the fictitious rock group The Zinks and Tanya Rammus 

(Rachel Griffiths) (FIGURE 8.8). In the film's early scenes Amy and Tanya are 

hving in a run-down farmhouse. Through flashback scenes we become aware 

that some terrible event connected with the death of her rock-star father has 

traumatised Amy who is no longer able to speak or hear. Tanya also seems 

remote and depressed. Social workers, alerted by Amy's absence from school, 

appear prompting Tanya and her daughter to flee 

to Melbourne. 

Here, without money (WiU's manager has seen to 

that) Tanya moves into a dUapidated inner-

suburban street. Her neighbours are wWmsical, 

desperate and offbeat: Sarah (Kerry Armstrong) 

bashed by her violent, predatory husband BUI 

(WUUam Zappa) and their son Zac (Jeremy 

Trigatti); Mrs MuUins (Mary Ward) a thin-hpped, 

geriatric lawn-hoser; brothers Luke (TorquU 

Nelson) and Wayne (Sullivan Stapleton) 

endlessly at work on their Holden Charger and misanthropic songwriter Robert 

(Ben Mendelsohn) and his sister Anny (Susie Porter) mutteringly vengeful after a 

disfiguring hairdo. 'Pungent' (Thomas, 2001) is how Kevin Thomas, L A Times 

film critic describes this neighbourhood, capturing aU of its intensity, but not 

much of its laconic goodwiU (FIGURE 8.9). 

FIGURE 8.8 Promotional 
poster for̂ 4wy 
(Independent Media 
Foundation, 1999). 
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While Tanya works hard to avoid the circling 

social workers and find a cure for her daughter, 

Amy cautiously begins a friendship with Zac, and 

then expands her trust to Robert, who has 

discovered that the httle girl can communicate, 

but only by singing. This lever into Amy's 

trauma finahy allows its release, but not before 

several tragi-comedic storylines are developed. 

FIGURE 8.9 Amy's 
Melbourne weatherboard 
(Cagnants, 2000). 

The relatively simple narrative is mainly shown in the present and driven largely 

by character. Flashbacks and reprise of the central dramatic motif (the rock 

concert where Amy sees Will electrocuted) are used to inform the audience of 

events otherwise known only to the main characters. The film is comphcated 

(and enriched) by the intensity of characterisation of Amy's friends and 

neighbours and its critical regionahst landscape sub-plot. This sub-plot has two 

parts, an elegiac homage to Melbourne and the imaginary landscape of an ideal 

community. 

As noted earher, Susan Dermody (1998) correctly observes that when Melbourne 

filmmakers shoot their films using that city, they commonly make 'eccentric' 

filrns. When these quirky films incorporate social reahsm, you can almost 

guarantee that Swanston Street, St Kilda or an inner northern suburb will be 

battling each other for time on-screen. I am not sure that Dermody's implication 

that Melbourne appears more in filrns than Sydney is right, but certainly what is 

shown is very different. Sydney's use of its suburbs (as opposed to city) is a 

relatively recent phenomena in f i lm 2 5 and even in what director John Ruane so 

2 5 See The Boys (dir. Rowan Wood, 1998), Erskinville Kings (dir. Alan White, 1999) and Two Hands (dir. 
Gregor Jordan, 1999). 
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cleverly describes as 'the love in a shared household genre' (personal 

communication, January 12 1999), the Harbour Bridge or Opera House usually 

sneak their time on screen. 

Dermody (1988) suggests that the 'ugly beauties' (p. 134) of Melbourne offer 

themselves to the camera more readily than the glittering Sydney cityscape 

(FIGURE 8.10). By this she means that the introverted, even ambiguous, 

landscapes of Melbourne can be worked for their cinematic possibihties in a way 

that Sydney's more obvious cityscape 

can't. A more pragmatic point needs H H I H H f i l ^ H E l H i H H 

also to be raised here relating to flSi^Bl^^H^^^^Hfl 
increasing costs levied by governments ^ ^ ^ ^ ^ ^ ^ ^ H B B I E ^ H 

and private owners for the use of ^ ^ ^ H h S B m S ^ H I i I 

favoured locations. •BHBHESS^HBEBJjgaBHB 

The weak Austrahan dollar and FIGURE 8.10 Melbourne's 'ugly 
production conditions have made beauties' are central to Amy's visual 

and emotional landscapes (Cagnants, 

Austraha the fastest growing destination 2000). 

for international, especiahy American filmmakers (AusFilm, 2001). This has 

had many inadvertent flow-on effects for local filmmakers including prime 

locations now being beyond small production budgets. The landscape of a low-

budget feature must always be considered as a pragmatic, and not solely 

aesthetic, choice. And the tendency to find artistic explanations for the look of a 

film or designed landscape needs always to be tempered by consideration of the 

processes and conditions of production. 

The differences between Sydney and Melbourne that Dermody is proposing 

(remembering that she was writing in the late 1980s) have the potential, if pushed 

too far, to revisit the shghtly silly rivalry between these two Austrahan cities. As 

an outsider, because I hve in the artificial capital created to sidestep the entire 
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issue, I can see the broad suggestion of Dermody's idea. However, a 'Melbourne 

is . . . ' type of statement is a type of reduction that I have tried to work against in 

this thesis. So the city that Melbourne that I am describing is very much Nadia 

Tass's personal city (because she strongly identifies with it as her childhood 

landscape). It is also the result of a tacit collusion between audiences and 

filmmakers about what Melbourne is. 

Representing psychological trauma in film, especially where it manifests in 

alienating behaviour, has the potential to derail a film on set and in its finished 

form. Tass and Parker use long road sequences of 'real' Melbourne (Swanston 

Street, Punt Road, Royal Parade) to anchor the film and resolve the anxiety of the 

audience who are disarmed by this oddly beautiful child and her damaged 

friends. These scenes also seduce parts of the audience who have a sentimental 

relationship with these places and have been well trained to 'help' Melbourne 

into cinematic being. Longer landscape sequences are punctuated by textual and 

place references. We see the word 'Melbourne' on buses, trams, buildings, 

phone book, street signs and a boy's T-shirt. Identifiable Melbourne places, such 

as the Yarra skyline, Southbank, Victoria Markets, the Bourke Street Mall and 

Botanic Gardens are prominent. 

Melbourne's identification as a civilised and urbane landscape is promoted in a 

long sequence where Robert, recognising the confining effect of Mercer Street on 

Amy, takes her to a park. Robert sings this to her, asking her if she would like to 

go to the park in the next street. Considering the setting of Mercer Street, we 

logically expect a modest pocket-park, perhaps with pre-formed play equipment. 

Instead, Amy (and a seduced audience) thrive in the allees or elms, smooth 

lawns, sculpture and gardenesque plantings of a hteral and imaginary formal 

park. This sequence is presented as a continuous space but is, in actuahty, a 

montage of landscapes. The ending of Amy's mutism is directly due to Robert's 

agency but the filmmakers are clear that a significant part of this arises in the 

trope of personal hberation through the experience of landscape. 
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I mentioned earlier that Melbourne is the preferred setting of Austrahan 

eccentric-social reahst films of the mid 1980s to early 1990s. These include 

Dogs in Space (dir. Richard Lowenstein, 1987), Nirvana Street Murder (dir. 

Aleksi Velhs, 1990) and Holidays on the River Yarra (dir. Leo Berkeley, 1991). 

However, the significant precursor On the Beach (1959) based on the novel by 

Neville Shute and directed by Stanley Kramer, first captures what will later 

become dominant imagery among Melbourne filmmakers. On the Beach is an 

apocalyptic film dealing with the annihilating effects of a nuclear war. 

Melbourne, initiahy protected by its outlying location in the southern 

hemisphere, is the last city ahve and knowingly awaits an inevitable destruction. 

In the emotionally lurid and eroticised environment (What would you do at the 

end of the world?), Melbourne stars as both an everyplace and specificaUy itself. 

On the Beach is justifiably recognised for its internationalist representation of 

Melbourne and avoidance of'down-under' cliches. However, as critic Adrian 

Danks (1999) points out, there is a joke, especiahy recognisable to locals, of 

Melbourne's pretensions to urbanity. Although very favourably received on 

release, On the Beach is noted as much for the quip attributed to its female lead 

Ava Gardner, that if you wanted to make a film about the end of the world 

Melbourne was the ideal location. The irony is that the comment was 

apocryphal, fabricated by the journalist NeU JiUett as a kind of in-joke, which his 

sub-editor faUed to detect (Stay in Touch: Ava - aU is revealed, 2000). That the 

joke could be sustained says something about Melbourne's urban landscape and 

its here/everywhere (where 'everywhere' is a Europeanised urban form) 

representational bind. 

The playing out of Tass's social agenda pushes Amy into a speculative, fantasy 

landscape. This generahsed landscape sits in a distinctive Melbourne landscape 

just outlined. 'Real' Melbourne is shown as a redemptive place for Amy and 

Tanya, for example the scene of the night ht Yarra skyline is a glittering end to a 
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long road sequence of the two fleeing their country home by bus. Melbourne 

provides the broad setting for Amy's healing but it occurs in an imaginary 

landscape that is offered as a tawdry, but ultimately functioning community. 

Amy's thematics deal obviously with loss, grief and healing. A way of capturing 

both the social as well as the psychological focus of the film is to describe the 

theme as communication in community. Tass and Parker's interest in 

community has personal origins and also reflects prevalent social anxieties about 

declines in feelings of safety and wellbeing. Whether people's actual experience 

of their neighbourhood is diminished or just different is beyond this project, but 

certainly the rhetoric of social anxiety is prevalent in Austraha, especiahy its 

cities. 

Through the 1970s into the early 1980s, social dislocation tended to be presented 

in Austrahan film through images of individual suffering such as homelessness, 

addiction and family breakdown. Fran (dir. Glenda Hambly, 1985) was a 

controversial example of this type of fihn, dealing with personahsed issues of 

violence, alcoholism and poverty. Damaged men and women seemed to be 

offered, in these types of film, as the shocking evidence of a failure in social 

pohcies. By the 1990s, a shift occurred to ensemble, multi-narrative filrns where 

characters and plotlines are often a-causahy connected. The Player (1992) and 

Short Cuts (1993), both directed by Robert Altman are international examples of 

this shift as are recent Austrahan features Lantana (dir. Ray Lawrance, 2001) and 

Mullett (dir. David Caesar, 2001). 

This transition in film runs parallel to other cultural shifts in the last decade, 

especiahy in relation to apphed social theory. It seems reasonable to argue that 

hopes for major structural shifts in society, as suggested, for example, in 

Marxism are gone. The fracturing of the possibility of a single view of society is 

also mirrored in the absence of a single answer. Of late, especiahy in urban 
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plarrriing theory, the shift has been away from meta-analysis or strategies to 

specific programs such a new urbanism26 and deliberative planning.27 

Amy reflects this shift, arguing that there is a decline in the resilience of civil 

society. Picking up the tone of Robert Puttnam's theory of social capital, to be 

outlined shortly, Amy focuses on individual, not structural collapse. Damaged 

individuals, so the film makes clear, suffer individuahy as well as straining their 

personal networks. As a result, participation in community processes reduces. 

Although the strategies of new urbanism (increased housing density, reduced use 

of private vehicles, walking distance communities) and dehberative planning (a 

participative planning process that incorporates and transforms values and 

individuals) are separate responses, they are linked by a behef in declining 'civil 

engagement and social collectiveness' (Putnam, 1995). Robert D. Putnam, 

Dillon Professor of International Affairs at Harvard University, has developed 

the idea of social capital28 to describe the level of civic engagement of a society. 

This, he argues, is a key predictor of the effectiveness of democratic government 

as well as individual well-being. Based on empirical studies of governance in 

Italy, Puttnam develops this idea in the evocatively titled Bowling Alone: 

America's Declining Social Capital (Putnam, 1995). Social capital is, as 

described by Putnam, the process of turning T into 'We' (meaning hberal 

democracies) (Putnam, 1995). Although Putnam's article is based on empirical 

research of civic participation in the United States, its central premise, 'social 

connections and civic engagement pervasively influence our pubhc life, as well 

as our private prospects' (Putnam, 1995), has relevance to other western 

democracies. 

See the Congress of New Urbanism (www.cnu.org). 
2 7 See Forester, J. (1999). The Deliberative Practitioner. Cambridge Massachusetts: MIT Press. 
2 8 The term social capital is most closely identified with Putnam however, as he acknowledges, appears to 
have been first used by Jane Jacobs (1961) The Death and Life of Great American Cities. New York: 
Random House. 
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I am not suggesting that Amy is a direct translation of any of these ideas into a 

film essay. Amy is not cinematic sociology. However, Tass and Parker are part 

of a broad inteUectual milieu, not just a filmmaking community. What remains 

my focus is how Amy's urban landscape meets the mythic logic of its narrative. 

Tass and Parker have a recurrent theme of the fragility of personal and social 

communication in their filrns. Their work is descriptive of this position but also, 

especiaUy in Amy, offers a vision of better communication and community. 

There is a strong Utopian current in the films of Tass and Parker that flows 

through their hybridised (part real/part imaginary) landscapes. In Amy, the 

representation of landscape carries associations with a known landscape 

(Melbourne) and an imaginary better world - Mercer Street. 

'Don't see the pain inside me; don't see the part that died' sings Robert. Except 

that we do. Looking down Mercer Street, from Robert's junk-fiUed veranda, a 

series of grey, timber cottages form a ragged streetscape. BuUt close to the front 

boundary, no verges or street trees lift the uniformity of the landscape. Only Mrs 

MuUins' tiny patch of lawn brightens the muted tones of the landscape. In the 

background, warehouse and factory roofhnes, reference a suburb of inner 

Melbourne. 

Mercer Street is the work of production designer, Jon Dowding, who created the 

exterior and interior set in a disused munitions factory in Melbourne (Jinman, 

1998). Its reahsm draws on our famiharity with inner urban landscapes but 

Dowding adds surreal touches such as the hubcap coUection that decorates Zac's 

room, a single thong out of place on a shed roof and the scrap metal heap on 

Robert's veranda. Mercer Street looks more real than stage flats, but has some of 

the stylising and over-sizing of a set. This is reinforced by the improbable use of 

song and dance. At one stage, pohcemen break into a routine in Mercer Street, 

suggestive of both GUbert and Sullivan and HoUywood musicals of the 1940s. It 
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is the writing, direction and set that collude to make this possible, heightening 

the whimsy of Mercer Street. 

Amy's vulnerabihty allows the eccentricity of her neighbours to find, as she 

literally does, their voice. In a streetscape of buildings, crowded together with 

verandas and patios abutting the street, there is limited privacy. Fights, car 

maintenance or composing a song spill out of the confines of the timber cottages 

into the common space of the street. Views are shared and gossip or unasked for 

opinions are impossible to avoid. Poverty and proximity create a kind of 

'dishevelled' new urbanism, where neighbourliness survives. 

Nadia Tass' use of landscape in Amy is the tightest binding of the real to the 

imaginary of any of the samples so far. Each benefits from the presence of the 

other. Melbourne is made more humane because of the burlesque Mercer Street, 

which in turn, is earthed by the real city in which it is set. Uneven 

characterisation may let this film down but the shifting between scale (street/city) 

and reahty (imaginary/real) is the 'strange act of displacement' ((Tzonis and 

Lefaivre, 1990, p. 31) that critical regionahsm allows. 

The People's Walk for Reconciliation, Sunday 28 May 2000, Sydney Harbour 

Bridge ('Bridge Walk') 

It was the extraordinary ordinariness of it all that I found most moving. A l l of us old, 
young, politicians, celebrities made equal by an issue larger than us (Garvan, 2000). 

A designed space, the Sydney Harbour Bridge was planned as a transport link 

between suburbs on the north shore and the city. Its spacious carriageways were 

meant for private vehicles and pubhc trams, trains and buses. Walking across the 

Bridge has always been possible, but even the generous three metre footpath 

always feels perilous to me. The Bridge is a stohd design; more engineering than 

architecture, and it is hard, halfway across, not to become mtirnidated by its 
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looming bulk, 

the harbour 

below and 

phantasms of 

falling riggers 

and leaping 

suicides. The 
39 000 tonnes FIGURE 8.11 An advertisement exploits the familiarity of the Sydney 

' Harbour Bridge (toast rack) and Opera House (cups) (Kitchen, 2001). 
of steel, in the 

strutted arch above your head, impose an inarguable physicality. 
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The imaginary Bridge is quite different. 

Throwing of its material structure, Sydney 

Harbour Bridge becomes (among other things) 

impish, calhgraphic, elegant and romantic in the 

hands of creators magnetically drawn to represent 

it (FIGURE 8.11). More powerful than any of 

these visual representations is the imaginary 

Bridge, made by (at least) 150,00029 Austrahans 

who walked in support of reconciliation across 

the real half-kilometre arch-span in May 2000 

(FIGURE 8.12). 

FIGURE 8.12 Bridge Walk, 28 
In the final sample of this thesis I want to find the May 2000 (Giant, 2000). 

'extraordinary ordinary' of the imaginary landscape created by the Bridge Walk, 

borrowing from Anne Garvan's description of her experience of the real event. 

The exact number of Bridge Walkers is unknown ranging from 150,000 (Road Traffic Authority of 
NSW cited in Knox, 2000, p. 34) to then Federal Labor Opposition Leader Kim Beazley's estimate of 
600,000 (McGuinness, 2000). Walkers were encouraged to register, but many did not. The issue of how 
many walked became absurd when opponents to a formal reconciliation treaty, cited the 3.75 million 
Sydney residents who didn't march (Carlton, 2000) as evidence of popular support for their position. The 
most likely number of people who walked is 200,000 to 250,000. However, any estimate must also 
remember that 'there are about 40 million Americans who say they were at Woodstock' (Knox, 2000). 
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Garvan's civic engagement, the process of turning T into 'We' through the 

everyday act of walking, is a spatial experience drawing on place history and 

white and black relations. In this way, though the actual event was ephemeral, it 

is a piece of exterior spatial practice. In this sense, it is not a product of 

landscape architecture, but makes a completely worthy subject. 

Before considering the poetics of the Bridge Walk as a construction of landscape, 

I need to elaborate the inclusion of this trans-category sample (neither film nor 

static place) and what it offers to the critical regionahst approach. Firstly, the 

ideas about landscape in both film and designed place that have shaped this 

project make it a process, rather than an object. Seen this way the Bridge Walk is 

a dynamic spatial ritual and not a static event. Secondly, walking, whether as a 

nomad, flaneur or in everyday practice, is the literal and imaginative device that 

brings landscape to life. Thirdly, (as every skateboarder and landscape architect 

knows) transgressive uses of made landscapes humble ah designers in the face of 

the spatial intelhgence of formally uncredentialed participants. Fourth, a critical 

regionahst stance encourages landscapes that are rarely easy but usually apt in 

their negotiation of complexity (site histories, ecologies and functional 

requirements). Fifth, a bit of nest raiding is long overdue in the over-pohte 

profession of landscape architecture, for we've watched many architects, 

ecologists, geographers, phenomenological historians, developers and contractors 

make of with plenty of our eggs. 

Finahy, any thinking about Austraha needs to accept that while 1 milhon people 

may have marched for reconciliation in walks across the country, 1 milhon also 

voted for the nationalist pohtical party, One Nation, in 1998 (Boyle, 2000). In 

the face of such national ambivalence, many of us want to line up with Jinbai 

McGrady, a young Aboriginal man, who walked the Bridge. 'This walk is hope' 

he said (McGrady cited in Verghis and O'Rourke, 2000). He's right. The 

Bridge Walk offers pohtical and cultural hope in the face of our almost 
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overwhelrrring post-colonial troubles. Although ephemeral, this optimistic 

imaginary landscape deserves sohdly to be here. 

There is frequently an aptness in the imagery and structure of popular events. 

They seem, through processes that can be understood in many ways (Zeitgeist, 

collective unconscious, markets analysis), to draw on undertows in the culture. 

American futurologist Faith Popcorn describes this as 'brailleing the culture' 

(Popcorn, 2002), a term itself suggestive of intuitive guesswork. The Bridge 

Walk draws on walking, the bridge archetype and a felt, if unknown, history of 

the Sydney Harbour Bridge to create a spatial experience and an imaginary 

landscape. 

Walking is obviously linked to landscape and fundamentahy a part of landscape 

architecture. Access, approach and circulation are requirements of every 

landscape brief and are coded into government regulations and standards. 

Moving through space sets a functional challenge for a landscape architect. 

More importantly, movement, often by foot, is the mechanism that allows 

participants to use space and experience, forming it into landscape. The architect 

Luis Barragan (whose best works were in landscape architecture) shared his 

creativity with imaginary participants whom he termed his 'good companions'. 

Rather like a fihn audience who, as Metz says 'watch and help' a film into being 

(Metz cited in Turner, 1993, p. 112), Barragan's good companions make an 

architecture by co-operating with his sequences of architectural forms. 

Humans value walking as an everyday necessity and also a rituahsed act of piety, 

sacrifice, bravery and pleasure. Walking in a group suggests the possibilities of 

interacting with others but also offers the sohtary rhythm of individual footsteps. 

Walking alone offers an intense meeting with the self and the surrounding 

environment. "Walkin' and wondrin'" is how the popular song of the 1950s 

describes it (Merrill, 1953). Walking is linear for many of us (to/from) but 
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different for the nomad who is 'always corning and going, but more or less in the 

same place' (Benterrak, Muecke and Roe, 1996, p. 250). 

Walking finds a variety of expressions in contemporary Austrahan culture from 

rituahsed parades (sporting heroes, community festivals), marches (Anzaac Day) 

and demonstrations (anti-nuclear, Take Back the Night). Post-structuralist 

spatial discourses value walking as it suggests mobile, activated experience. 

Walking has achieved its niche in many Austrahan cultural studies analyses of 

the everyday that draw on these discourses. Glancing over current cultural 

studies journal contents yields many walking references. One recent title, 

Pathless Wilds: White women, Walking and Colonial Dis/Order (Bremer, 2000) 

is an example of the prevalence of these inteUectual shin splints. 

White walking has a place in Anglo-Celtic Austrahan Enghsh in phrases such as 

'waltzing matUda', 'walking out on the missus and kids', 'going on the waUaby', 

'padding the hoof, 'humping the bluey' and 'walking off the job'. Some of 

these uses are more historic-nostalgic than active, but not yet so deeply buried in 

cultural memory as to make them archaisms. 

Contemporary walking and associated imagery (maps, paths, roads, ground) have 

been used in reports, action plans and discussion papers by organisations 

involved in Aboriginal reconciliation. These include [my emphasis]: The Path to 

Reconciliation (CouncU for Aboriginal Reconciliation, 1997), Walking the Talk-

Commitments to reconciliation (CouncU for Aboriginal Reconciliation, 2000b), 

Roadmap for Reconciliation (CouncU for Aboriginal Reconciliation, 2000a), 

Walking Together (CouncU for Aboriginal Reconciliation, 2000c), Footsteps 

(Austrahans for Reconciliation, 1995-2000) and Finding Common Ground 

(Austrahan Broadcasting Corporation, 2001). 
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Probably the most popular Austrahan walking term is 'walkabout', although its 

layered meanings have ensured that it is not used in reconciliation discourses. As 

Jay Arthur (1996) explains in Aboriginal English: A cultural study, walkabout 

was initially used by Aboriginal people to describe moving through country to 

perform ceremonies, visit significant sites and generaUy affirm traditional lore. 

Aboriginal people working in non-traditional employment, such as the cattle 

industry, went walkabout in the lay-off season in mlfilment of their cultural 

responsibilities. 

White usage, however, is more ambivalent. It usuaUy implies wandering off in 

an aimless, even irresponsible way, the seriousness of which depends on who has 

gone walkabout, white or black. The foUowing example from my own chUdhood 

Ulustrates how walkabout functions as a semi-jocular idiom. The temptation of 

Mrs Farley's school canteen troUey was too much for me at Red HiU Primary. 

Spending aU my school banking money on white bread crusts each fortnight 

meant that I had to dawdle home indirectly so that I could rehsh their whipped 

butter and vegemite oozings. I had, as my famUy described it, 'gone walkabout' 

- as had the 20 cents banking money. 

A contrasting example comes from the early 1980s when affirmative action 

employment programs resulted in several Aboriginal people joining the staff of 

the A C T Tourism Office where I was working. Tony, an Aboriginal man, had 

the same habit as many of us of going out during work-time to pay a bUl, thereby 

sensibly avoiding the lunch-time crowds. His absence was always described as 

'he's gone walkabout - again!', while the rest of us had always 'just stepped 

out'. Overhearing this one-day, Tony laconicaUy rephed, 'No, I'm not going 

walkabout; just to Grace Brothers to pay the account'. 

A third white use of walkabout lends exoticism and authenticity to cultural 

projects. Often these are representations of Austrahan landscape in which 
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Aborigines are frequently 'naturalised' as (almost) fauna. The Austrahan 

National Travel Association journal (1934-1975) was called Walkabout as were 

filmmakers Charles and Elsa Chauvel's travelogues of the 1950s - 1960s. 

Ethnographic documentaries have also used the word in their titles, however the 

most famous use in Austrahan film is Nicolas Roeg's narrative feature 

Walkabout (1911). 

Many children's stories borrow the term, including Axel Poignant's Piccaninny 

Walkabout (1957) and Walkabout (1961) by James Vance. Translations of many 

of these works into European languages are common and, with the exception of 

French (where Wombat goes walkabout by Michael Morpurgo becomes La 

sagesse de wombat in translation) the Aboriginal Enghsh 'walkabout' remains. 

People go walkabout in Corahe and Les Rees' Spinifex walkabout: hitchhiking in 

remote North Australia (1953); architects go walkabout in Winston Burchett's 

catalogue of nineteenth century buildings in East Melbourne Walkabout (1975); 

mobile hbraries in Tasmania go walkabout in the short film Books go walkabout; 

even New Yorkers go walkabout in Percy Grainger's Harlem Walkabout. 

The idea for a people's walk to celebrate the successes of the retiring Council for 

Aboriginal Reconciliation30 ('the Council') did not, of course, come from a 

systematic consideration of the cultural meanings and resonances of walking in 

Austrahan culture. Like most great ideas, its origin is clouded. Ray Martin, 

Chair of the Council can't remember how either the walk or the use of Sydney 

Harbour Bridge was suggested. 'It just seemed like a good idea at the time' he 

recalled, 'from that silly seed grew this forest' (Martin cited in McQueen, 2000, 

p. 21). 

The Council for Aboriginal Reconciliation has been replaced by Reconciliation Australia, a non-profit, 
independent body with the more general aim of continuing the process of reconciliation. Former Liberal 
Party Federal Minister Fred Chaney AO chairs Reconciliation Australia (see 
httpy/www.reconciliationaustralia.org). 
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The Council was formed in 1991 in response to two pressures. The first was the 

last recommendation of the Final Report of the Royal Commission into 

Aboriginal Deaths in Custody (Johnston, 1991) that called for a formal process 

of reconciliation to reduce community division and bring justice to Aboriginal 

people. The second was the imminence of the centenary of federation where it 

was reasonably feared that Austraha's racism would be scrutinised domestically, 

in the region and further afield. Under its legislation, the Council was given until 

2000 to produce a blueprint for reconciliation, which would then be subject to 

parliamentary approval processes. 

The CouncU developed two reconciliation31 documents that were presented to 

national leaders at a formal ceremonial gathering at the Sydney Opera House as 

part of Corroboree 2000, a two-day event during National Reconciliation 

Week. 3 2 The CouncU recognised that many Austrahans wanted to acknowledge 

the achievements of this stage of the reconciliation process33 and also that 

enormous pubhc hostiUty existed in relation to the refusal of the Austrahan 

Prime Minister, John Howard, to apologise for the historic treatment of 

Aboriginal people, especiahy the practice of forced removal of chUdren from 

their families. With the support of the New South Wales Government, the 

people's walk and a free concert at Darling Harbour were planned. 

As a way of expressing pohtical dissent, protest marches are typicaUy planned to 

satisfy the needs of participants to express an oppositional view. They are a 

fascinating ritual that aUows anger to be both assuaged and refueUed. Marches 

often occupy streets, disrupt traffic and consume pohce resources, aU of which 

3 1 The documents are The Australian Declaration Towards Reconciliation and Roadmap for Reconciliation. 
Excerpts of both can be found at 
http /̂\vww.austlii.edu.au/au/other/IndigLRes/car/2000/16/appendices01.htm. 
3 2 National Reconciliation Week is an annual event that spans 27 May (the date of the 1967 referendum that 
granted the Commonwealth power to make laws for Aboriginal people and 3 June (the anniversary of the 
High Court of Australia's judgement in the Mabo case that overturned terra nullius). 
3 3 Many Australians have participated in popular expressions of support for reconciliation and an apology to 
the stolen generations including the Sea of Hands installation and by signing Sorry Books. 
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adds to their transgressive air. Throw in some jeering observers, badly rhymed 

'What do we want, when do we want it' slogans and rhetorical appeals to 

immediate, direct action by the Sociahst Workers' Party and the format is 

irresistible to anyone with a sense of social theatre, let alone social justice. 

The Bridge Walk differs from a typical protest march in a key way in that, like 

the process of reconciliation it celebrated, it had no rituahsed end. Walkers 

progressed slowly over the Bridge and then dispersed, many, but not ah, to the 

Darling Harbour concerts. There was no final gathering as a group, no celebrity 

exhortations, no calls to immediate action. The Bridge Walk was an innovative 

form, more process than event. Walking stimulated part of this form but only a 

bridge could gather it into an enduring experience of ease and power. 

In his novel, The Three-arched Bridge, Ismail Kadare writes that 'it sometimes 

seemed to me that human confidence, fear, suspicion, and madness were 

nowhere more deeply manifest than on ... [the] back [of the bridge]' (Kadare, 

1997, p. 143). His use of back, instead of the engineering term deck, animates 

the bridge, like the Troh in the game of Billy Goat Gruff who is understood by 

ah children as powerfully embedded in the architecture itself. In his story, 

Kadare tells of the enforced sacrifice of the builder who is bricked ahve into the 

pillars of his own construction to protect the longevity of the bridge. That an 

manimate bridge might be sentient is also found in Kate Grenville's novel The 

Idea of Perfection (Grenville, 1999). Grenville's hero, a contemporary engineer, 

is faced with destroying an old timber bridge to make way for his characterless 

replacement. He identifies the psyches of the timber-workers who built the 

bridge as part of its finished structure and feels his role akin to assassination. 

However, it is the German philosopher Martin Heidegger, who makes it 

impossible to cross a bridge in the naivety that its sum total is the physics of its 

design and the materials of its construction. Earher, at the end of the section on 
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walking, I used two of Heidegger's words: ease and power. I took these out of 

their original context in his essay Building Dwelling Thinking (1954) to recreate 

something of the experience of the Bridge Walk. Ease and power, as Heidegger 

used them, describe the way a bridge 'swings over a stream' (Heidegger cited in 

Bucsescu, 1996). The bridge is taken by Heidegger as an illustration of how 

building is related to dwelling. And the ideal of dwelling is important to us here 

i f we understand it as equal to the more accessible (and clumsy) homefulness. 

Dwelling is the expression of humans' experience of what Heidegger called 'the 

fourfold': earth, sky, divinities and mortals' (Heidegger cited in Bucsescu, 1996). 

When these elements are gathered together, they form the 'simple oneness of 

dwelling'(Heidegger cited in Bucsescu, 1996). Building is the process that 

makes a location for the fourfold. Of course a physical site or real world exists 

before any building occurs. However, once we start to use the term location, we 

have met a place with human boundaries. It is the bridge and our experiences on, 

under and across it that make the location of the stream. Heidegger's often 

quoted 'The bridge gathers the earth as landscape around the stream' (Heidegger 

cited in Bucsescu, 1996), illustrates this point. 

Heidegger's description of building is, not surprisingly, taken as an advocacy by 

the design professions. His imagistic, poetic writing with its frequent references 

to human making and design can feel like an enthusiastic affirmation against the 

dullness of everyday demands for functionahsm. Ah sorts of inflated design and 

designers have referenced Heidegger's work. The worst of these relate to claims 

that landscape/architecture can, of itself, create wholeness. Heidegger is clear on 

this point; 'only if we are capable of dwelling, only then can we build' 

(Heidegger cited in Bucsescu, 1996). 

At the beginning of this section on the Bridge Walk, I quoted Anne Garvan who 

spoke of the 'extraordinary ordinariness' of her walk. It may seem extraordinary 
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to suggest that the built form of a bridge could be so integral to this event. 
However, I want to argue that it is also very ordinary. To argue otherwise seems 
to me to suggest a world with none of the resonances that commonplace 
observations detect and convey. Anne Garvan and Martin Heidegger are 
companions in their shared recognition of surface and depth. Heidegger speaks 
about the bridge creating a location by which the stream can be understood. This 
location 'admits the fourfold and it installs the fourfold' (Heidegger cited in 
Bucsescu, 1996) in a double sense. The bridge is both a shelter for the four-fold 
and it is an ordinary bridge. It is, as Garvan (2000) tells us, ordinary and 
extraordinary. 

The metaphysical life of the Sydney Harbour Bridge sits along side its history as 

a symbol of nationahsm, civic pride and modernity. The idea for a bridge dates 

from at least 1815 when architect Frances Greenway suggested the need for a 

bridge to link the undeveloped northern shore of the Harbour (Hooper, 1989, p. 

150). A tender in 1900 sought plans and designs for a bridge, ignoring John 

Sulman's suggestion that a tunnel would offer a superior solution (Sydney 

Harbour Bridge, n.d.). One submission, by J Stewart and Company proposing a 

single arch bridge without pylons, was initiahy rejected on cost and aesthetic 

grounds. By 1911, J.J.C. Bradfield, Principal Design Engineer with the 

Department of Pubhc Works, had incorporated a similarly styled span bridge that 

was sufficiently elevated to allow for efficient navigation (The Sydney Harbour 

Bridge: History, n.d.). 

The Bridge was part of Bradfield's vision for an integrated pubhc transport 

system to meet the needs of the city of Sydney and its expanding suburbs. At a 

time when the population of the north shore was around 50,000, Bradfield 

planned a Bridge that would ahow easy transport for the 1,000,000 he estimated 

might hve their in the future. His prediction of 'mammoth liners of the future' 

(Bradfield, 1932, p. 16) indicates his commitment to modernist ideals of progress 
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through apphed technology and innovation. Bradfield was equally caught in a 

mythology of nation claiming, in fact correctly predicting, that: 

At times of national rejoicing when the city is illuminated, the arch bridge would be 
unique in that it could be illuminated to represent the badge of the Australian 
Commonwealth Military forces, the sun and crown, a fitting tribute to our soldiers, 
unparalleled in the annals of any nation (Bradfield cited in Prunster, 1982, p. 16) 

Although not the designer of the Bridge, Bradfield was instrumental in all 

aspects of the tendering and construction phases. It was, for example, his 

specification for a span bridge with granite faced pylons that guided many of the 

entries into the international competition that was held to determine a design. 

Such a design, to be simultaneously built from both sides of the Harbour using 

cable supports, by Dorman Long and Associates was declared the ultimate 

competition winner. 

Sydney Harbour Bridge was not an innocent construction. Vast amounts of steel 

and Moruya granite were required, tenants whose rented houses were demohshed 

were evicted uncompensated and 16 preventable deaths occurred. Despite the 

rhetoric of progress and the economic benefits of the Bridge to a post World-War 

1 economy (6,000,000 rivets!), construction was not universally supported. The 

Bulletin characterised the project as further evidence of urban excess at the 

expense of rural New South Wales. The 'vampire city' of Sydney was, yet 

again, 'sucking the life-blood of the suffering country' (Hooper, 1989, p. 146). 

At the Bridge's official opening on 19 March 1932,100,000 residents (Ellyard, 

1982, p. 126) walked across in a mass ritual which historian Peter Spearritt 

(1982) describes as 'a chance to participate in a most dramatic way' (p. 62). F.E. 

de Groote, a member of a right wing paramilitary group, added to the drama by 

hijacking the official ceremony and cutting the opening ribbon with his sabre. A 

pragmatic retying of the ribbon aUowed Premier Jack Lang to declare the Bridge 

officiaUy open after which a 2-kUometre parade foUowed before pubUc walking 

was aUowed. Three hundred and twenty-eight children headed the parade, 
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followed by 100 construction workers. Twenty Aborigines, including a child 

who had ridden over 900 kilometres to participate, 'entertained' the crowds with 

gum-leaf playing. Commercial groups, decorated floats and marching bands 

added to the burlesque atmosphere. Eleven people fainted and two died of heart 

attacks in the hvely event (Nicholson, 2000). This bridge walk was apohtical, 

but it was also extraordinary/ordinary and a last pubhc fling at hope before the 

grim years of depression and World War II. 

Although painted before the two spans met, Grace Cossington Smith's The 

Bridge in Curve and The Curve of the Bridge (FIGURE 8.13) capture the 

vibrating, Utopian hum of the Bridge's modern representation of nation. Smith's 

paintings are images that, according to critic Bruce James, diminish the mundane 

city in a force of upward momentum (James, 1990). They are almost 

hallucinatory images of a real-life, stohd Bridge, animated by the intangible 

energy of location. The Bridge in Curve and The Curve of the Bridge are cultural 

prototypes of the prediction of Reverend Frank Cash in 1930 that: 

The Bridge will provide for future generations, an object of admiration for the 
photographer, the artist, and the etcher. With the discovery of a fresh view point, the 
thrill of enthusiasm will light up the eye of the artist (Cash cited in Hooper, 1989, p. 
155). 
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FIGURE 8.13 The Bridge in Curve (1926), Grace Cossington 
Smith (National Gallery of Victoria, n.d.). 
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The thrih of enthusiasm (hterally to be inspired by the gods) defines the Bridge 

Walk as a cultural, pohtical even social event. How, though, is it a landscape? 

If we accept the concept of the imaginary (an expression of mytho-poetic 

nucleus) as applicable to many cultural forms, then landscape should be 

included. The Bridge Walk was a walked place permitted by a spacious physical 

architecture and a democracy that, at least in 2000, permitted relatively generous 

expressions of dissent by its citizens. Like the best landscape it was a process, in 

this case ephemeral, that built in unforseen ways on the spatial intentions of a 

physical designer, in this case to make a vehicular bridge. 

That the Bridge Walk was necessary is an honest admission of the terrible effects 

of white colonisation on Aboriginal people (FIGURE 8.14). That it took place in 

architectural representation of nationahsm and modernity was pointedly apt. 

That people walked and experienced a location made by a bridge deepened the 

experience. That the Bridge Walk avoided the common Austrahan responses of 

either 'melancholy' or 'shaUow heartiness' (Griffiths, 1997, p. 6) was a rare 

national occurrence. The Bridge Walk was a sensuous landscape, unsentimental 

and proud. 

It is hope. 

3 4 In Jungian psychology an enthusiasm is differentiated from an inflation (literally a filling with hot air). 
All designers could usefully remember this distinction. 
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FIGURE 8.14 An unofficial apology made to Aboriginal people at the Bridge Walk 
(The Australian Women's Weekly, 2000, p. 18). 



conclusion 

Crossing, granting, admitting, forging. 

These four words were chosen by Kitty Kovacs (1991) to capture, in her final writing, the 

'wholeness in plurality' (p. 41) of post-Franco Spanish culture. They are four words that 

Kovacs used to refuse the assumed centrality of the Castilian plain. Four words that fix 

themselves to the Spanish national landscape but also arc, over the curve of the earth, to 

ours. Four words to close a project but keep a conversation open about what we make, 

practitioner and participant, of landscape in Australia. 

Crossing, granting, admitting, forging. 

Edward Soja (1996) developed a trialectics of space he named First (physical), Second 

(mental) and Third space (social). Like Lefebvre, the proposer of trialectical 

geographies, he wanted to account for spatial experience in an analysis that was complex, 

intricate and intimate. Binary opposites (place/space, place/placelessness, place/non-

place), even when forged in a dialectical relationship, denied him these subtleties. 

Thirdspace draws from material and imaginary space, forging a site where space is 'lived, 

altered, contested and combined' (Miklaucic, 2001). 

This thesis sits in its 'thirdspace' in a relaxed and irritated relationship. Its 16 filmic and 

designed landscape samples approach their themes of identity and attachment in complex, 

often contradictory ways. They are lived, altered, contested and combined. No single 

way of representing landscape emerges, because none is possible. Gestures of delight, 

absence, nation and hope are detectable but, within each of the samples, a constant 

interplay between landscape and participants occurs. But how should landscape 

architecture (so stolidly 'real') be practiced and experienced in this slippery thirdspace? 

If we conjure a broad image of Australian landscape architecture it ranges over urban and 

regional settings, obvious and retiring practitioners, and concrete and speculative forms. 
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conclusion 

Apart from the legalities of professional registration, landscape architects recognise one 

another as mediators of a thirdspace made from real and imaginary landscapes. Issues of 

agency (how to act), culture (whose to represent), poetics (what to make), context (how to 

engage) and production (how to make) demand mindful attention. To take on landscape 

architecture is a fractal proposition. Specific actions are meaningless i f a recognition of 

the complete conditions of landscape architectural practice is absent. This project 

recounts many ideas about landscape developed by theoreticians and practitioners. It also 

develops a specific approach to how physical and filmic landscapes may be seen. Never, 

because of the condition that landscape is always fluid, subjective and contextual, can this 

type of academic work be seen as conclusive. 

At the end of a project like this people ask of you (as you ask of yourself) 'What have 

you learnt?' and 'Where does it lead?'. The first question is the more straightforward. I 

have learnt, and been struck by the paradoxes of what it means to take landscape as the 

representative vehicle for ideas about identity, whether they be national, regional, 

gendered or racial. The similarity between the obsessions and practices of filmmaking 

and landscape architecture and their beleaguered practitioners has impressed me as well. 

The eager way in which alert Australians respond to these landscapes and 'help' them 

into being has been fascinating to see. Finally, I have come to understand that real and 

imaginary Australian landscapes need to be brought into closer, unsettling, productive 

relationships and that landscape architects should be aware of their agency in this process 

i f our work is to hold significance. 

Australian film has been an instructive, pleasurable and sometimes elusive companion in 

this process. It has enabled me to see formal and technical issues in landscape 

architecture more clearly. It has opened me to a world of practitioners whose 

representational and imaginative challenges are familiar in my own profession of 

landscape architecture. It has confirmed that landscape in Australia, posed as a cultural 

and physical question, is real, imaginary and enduring. 
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conclusion 

To the second question, 'Where does it lead?' a tentative and hopeful answer that draws 
on Wittgenstein's (cited in Anscombe, 1961) advice that philosophers should preoccupy 
themselves only with philosophical questions. 

So it is with landscape architecture. We urgently need to take up the full responsibility of 

landscape architecture. We must probe a brief for its central questions and ensure that 

these are questions to which we can constructively respond, rather than irretrievable 

social or ecological damage often posed by governments, business or our own profession, 

as issues capable of solution through physical design. 

When we find questions for landscape architecture, we should equip ourselves, as 

individuals or in collaboration, with imaginative, critical and hopeful strategies that 

support the struggles of our post-colonial country in its crossing, granting, admitting and 

forging of identity through landscapes. This will enhance a rich, just and critical 

professional practice. 

In conclusion, we could usefully take for our own profession Wittgenstein's (cited in 

Rhees, 1981) instruction to philosophers: 

... only when everything is in place does the door open. 
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