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Process

Two concurrent methodologies have driven this practice-based 
research. The first is project-specific, combining various qualitative 
research tools with progressive design process; and the second  
is iterative and reflective, informed by an ontological approach  
to hone and address the research aims and objectives.

Fig. 116. Detail of installation 

process of Dust to Dust (2017).
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Methodology 1: Project-specific 

Project-specific process is shaped by my experience  

as a graphic design practitioner, whereby each stage 

progressively feeds into the next. This is augmented  

by Walter Benjamin’s philosophical methods of studying  

the ‘Archaeological’; the ‘Memorial’; and the ‘Dialectical’ 

to demythologise society (Benjamin cited in Gilloch 1996, 

p. 13). Site is the locus for each project. Narrowing my 

enquiry on a specific place, or one of its artefacts for 

interrogation, is a strategy to contest and reveal its origins 

and discursive narratives. This approach is contextualised 

by Benjamin’s ‘critique of the city as the locus of an illusory 

and deceptive vision of the past. False history is to  

be liquidated through the revelation and representation 

of a different, hidden past’ (Gilloch 1996, p. 13).

1. Research 

Stakeholder interviews: to determine parameters (mandatories  

for inclusion, logistic considerations, permits/ legal requirements)

Site analysis: conduct photographic documentation, map points  

of interest and geographical context

Identify and engage potential collaborators/participants in research

Conduct site-responsive research: 

•Archaeological (to understand the sites geomorphology,  

and its previous uses and/or habitation);

•Memorial (investigate the meaning and origin of the sites artefacts); 

•Dialectical (historiographic and geographic research to understand 

the diametric forces that have contributed to shaping it over time)

2. Strategy 

Identify appropriate case studies, based on the research  

and project parameters

Identify shortlist of potential sites for works

Identify aims and objectives

3. Concept Development

Identify conceptual themes

Content development: write site-responsive narrative 

Devise concepts for works (materiality, function, situation, timing, 

audience experience)

Testing of concepts (model making, in-situ)

Reflection: on how the conceived works address the aims  

and objectives

4. Creative development

Production of works (develop methods and tools for installation,  

obtain approvals/permits as necessary, finalise narrative script,  

liaise with stakeholders, identify augmentation of presentation  

(lighting requirements, signage etc)

Map audience experience, analyse, adjust as necessary

5. Creative production

Installation

Documentation (photographic, moving image)

De-installation

Timeline
  

Projects: 01 02 03 04 05 MP

2016 J
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Key: Project 01: Marking Time

 Project 02: A Place to Meet

 Project 03: Spectrum

 Project 04: Time Travel 

 Project 05: Dust to Dust

 Major Project (MP): Human/Nature
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Methodology 2: iterative development

Iteration and reflection has a longer trajectory; as ideas 

and learnings from previous works sow seeds for further 

development, and can’t be so neatly summarised in  

a progressive process. As methodologies they tend to run 

concurrently and in parallel to projects in development – 

as strategies to test, validate, repudiate and amend their 

effectiveness in meeting the research aims. This aspect  

of my research methodology is best summarised with 

specificity to works. The following projects have been 

developed through this iterative process of creative 

production, reflection and analysis – with each developing 

aspects of the previous that successfully addressed  

the research aim and objectives.

Project 01 Marking Time used a range of participatory 

strategies to engage the community in the deep time 

evolution of the area’s clay resource with counter-

monuments and anti-monuments (Doherty & O’Neill 

2011). Project 02 A Place to Meet proposed a counter-

monument that developed iteratively from the Marking 

Time residency: a sculptural ‘pedestal’ formed from river 

red gum which it’s community members could stand  

on to learn about the area’s evolution (Hoheisel 1985). 

Project 03 Spectrum marks a shift in my practice of moving 

past the embedded history of place to embrace the 

ambiguity of interpretation (Hillary 2017), with an 

interactive counter-monument. Project 04 Time Travel 

further investigated this ambiguity with an interactive 

projection installation, and denotes a further shift in  

my practice from counter-monument to anti-monument –  

to decidedly ephemeral form, redressing monumentality 

(Abramson 1999; Bell 2013; Duff 2010; Melvin 2002; 

Winter 1999; Young 1992). Project 05 Dust to Dust 

applied the anti-monumental principals of Projects 3 and 

4, revisiting methods from Project 1 to create a temporary 

anti-monument to the area’s history with locally sourced 

soil. Learnings from these works culminated in the final 

and major body of works Human/Nature, as a series of 

anti-monumental participatory relational experiences. 

A number of conceptual themes have developed 

throughout the works iterative development as creative 

strategies to meet the research objectives: 

Research objective Creative strategy

Bringing art into everyday life: Participatory research methods;   

  multi-faceted audience experience 

Reduce the human-nature  Encountering the sublime 

divide:  

Address sustainability  Materiality; ephemerality & transience; 

in place-making:  redressing monumentality  

Co-opt place as a space  Ambiguity and interpretation;   

for discovery: redressing monumentality  

Expand representation  Participatory research methods;   

to be inclusive & balanced: textual narrative

These strategies have developed iteratively as follows:

Bringing art into everyday life with  

participatory research methods

Within the research phase of developing works, I tested  

a number of strategies for inviting participation and 

collaboration. With Project 01 Marking Time, I experimented 

with several angles. Initially I contacted a number of local 

community groups as potential participants/collaborators 

in the project. Email correspondence was sent to each 

with an outline of the project, requesting advice on their 

interest in joining group discussions; informal drop-ins at 

the Research Lab; and/or attending a Time Walk. Feedback 

from this initial contact was helpful in gauging interest, 

with most respondents expressing interest in attending 

the Time Walks and dropping in at the Research Lab.  

As a result I opened the Research Lab for 10 x two hour 

sessions, with a view to incorporating community input 

into the field works. Attendance was good with at least  

a few visits each session, and the occasional large group. 

Whilst the direct link it provided the community with the 

project was successful, I found the aural history research  

I had already completed largely shaped the works and 

the narratives, and interactions in the Research Lab were 

more supplementary. From this I learnt that my process  

is more suited to allowing time for a considered outcome, 

than spontaneously incorporating new information.  

Many conversations however led down interesting  

and unexpected paths:

Facebook post, 8/11/16: Beautiful morning - so enjoying 

talking to visitors… So far today have chatted about the 

differences between the Chinese and Australian built 

environments and approaches to planning cities (and 

politics) – and a Scottish perspective on ancient geology. 

And it’s not quite 9am.

Instagram post, 24/11/16: Just signed off from the  

last Research Lab for my residency. Finished with a great 

conversation about time and space with a local brick-layer.

I also had some interesting encounters during the 

installation of the stencils, my favourite of which is pictured 

in Fig. 117 on the following page. This group of children 

were fascinated, and had all sorts of fabulous questions: 

‘Why is that art?’; ‘What’s it about?’; ‘What do the letters 

spell?’ (as they then raced each other to figure it out), 

and were blown away as I described the time spans in the 

formation of clay, and its transformation into brick. 

The archaeological and memorial research (Benjamin 

cited in Gilloch 1996) for Project 01: Marking Time was 

initially conducted by reviewing books, newspaper articles, 

and websites. After spending countless hours reviewing 

several sources in an effort to comprehend the areas 

geomorphology, I reached out to University of Melbourne’s 
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School of Earth Sciences. Dr Mark Quigley, Associate 

Professor in Active Tectonics and Geomorphology, 

generously volunteered to advise and assist, and his 

contribution to this aspect of the project was invaluable. 

I continued inviting collaboration from experts  

on subsequent projects: for Project 02 A Place to Meet,  

I invited the Wurundjeri Tribe, and local writer and historian 

Helen Penrose to act as advisors, and also consulted with 

an arborist to learn more about River Red Gums. Project 05 

Dust to Dust, I engaged with the local historic society, and 

a local pedologist (soil expert). Major Project Human/Nature 

I worked with the Friends of Kyneton Botanic Gardens, 

Kyneton Historic Society, and horticulturist and soil 

scientist Dr Peter May. I also invited participation from 

the Taungurung Tribe, which unfortunately didn’t come  

to fruition due to their other commitments. 

Throughout the course of this research I’ve come  

to view this consultative process as an integral part of my 

practice in bringing the process of art making into everyday 

life (Antliff 2014; Day 2017). Similarly, the experiences and 

conversations that are spurred by the works and the process 

of their creation are the desired creative outcome, and 

supersede the import of the physical works themselves 

(Froggett cited in Doherty 2015). Participation and 

collaboration is also crucial to imbuing projects with  

a range of perspectives: so that the works I introduce  

into public places embody inclusivity and diversity  

(Best 2009; Bishop 2006). 

In this way, my practice is aligned with socially engaged 

practice (Finkelpearl 2013). This approach is contextualised 

by an artistic frame of reference that has also influenced 

this development within my practice. The collaborative 

artist group Open Spatial Workshop (OSW: Terri Bird, 

Bianca Hester and Scott Mitchell) embrace the notion  

of the artist-explorer as pioneer of archaeological missions 

(Bourriard 2009): gaining new insights into place, and the 

relationship between research, experimentation, and 

presentation. Their recent 2017 exhibition at Monash 

University Museum of Art, Converging in Time, and the 

accompanying publication provided an in-depth look into 

their investigative method and their: 

‘increasingly complex and expanded understanding  

of site’ … leading ‘to more pronounced recognition of 

Melbourne suburbs, regional Victoria and indeed the 

Australian continent as ancient geological and 

historically rich sites of critical political, ecological 

and cultural significance’ (Day 2017, pp. 3-4). 

Within their research-driven process OSW address the 

complexities of place, and their broad thematic interests 

in geology, geomorphology, the anthropocene, 

colonisation, indigenous history, and an anthropological 

Fig. 117. Installing Flux (2016)  

at Brunswick Park alongside  

an inquisitive audience  

of local children.

Figs. 118 & 119. Spreads from  

Open Spatial Workshop: Converging 

in Time (Perimeter Books 2017) 

demonstrating OSW’s research 

methodology.

Fig. 120. Converging in Time 

(Monash University 2017):  

major museum exhibition  

by Open Spatial Workshop.
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view of humans relationship to place echo my own. On 

serendipitously discovering their project Fault exhibited 

in 2015 at Margaret Lawrence Gallery, Victorian College  

of the Arts, Melbourne, I learnt they had also addressed 

the evolution of Brunswick’s clay resource and cited a similar 

set of research they drew from, albeit with a very different 

creative outcome.

From shaping clay – to shaping a house – then  

a neighbourhood; Theaster Gates’ practice provides 

inspiration as an example of transforming place to revitalise 

a community. Gates embeds his practice within community 

to revitalise and transform it. ‘It’s not about the material, 

it’s about our capacity to shape things’ (Gates 2015). Gates 

first creative pursuit was shaping clay as a potter. As he 

started to experiment with other materials, he realised his 

creative impetus wasn’t about dedication to one material 

alone, rather the capacity to shape the world around us.

Bringing art into everyday life with  

multi-faceted audience experience

Project 01 Marking Time and Major Project Human/Nature 

each layered multiple access points, through field works, 

social media and the web as a strategy to weave them 

into everyday life (Lin 2015). 

For Marking Time I created a project website, 

Facebook page, and Instagram profile to augment the 

ephemeral field works with a virtual (and more widely 

accessible) way of viewing and experiencing them. The 

Facebook page featured theoretical and artistic research 

and inspiration. The Instagram feed and website featured 

photographs of the ephemeral stencil works in-situ, which 

were published along with short expository essays that 

elaborated on their siting’s history. This relationship between 

the virtual and the physical audience experience was an 

integral part of this series of works. In conjunction they 

created a kind of living magazine of place (Colors 1993); 

with the intention of expanding the audience’s 

experience/perspective of place. 

Integration of the virtual experience evolved and 

shifted with Human/Nature, operating within a different 

context. In contrast to the daily installations of ephemeral 

stencils in public spaces of Marking Time which were 

conducive to live daily social media/web updates, the 

ephemeral installations for Human/Nature were completed 

in advance of the festival opening and remained for  

its duration. The audience was instead encouraged  

to experience the works in-situ through the festival 

programming. The virtual web-based experience was 

addressed via the Friends of Kyneton Botanic Gardens 

website – which I overtook for the festival’s duration with 

live daily insights into the ideas behind the works. To drive 

people to the Friends website, I announced their publication 

Fig. 121. Still from Fault at RMIT 

Gallery by Open Spatial Workshop 

(Performing Mobilities 2015)

Figs. 122 & 123. Restoration of 

Stony Island Trust and Savings 

Bank (Rogers 2015) into Stony 

Island Arts Bank by Theaster 

Gates’ Rebuild Foundation
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daily via Instagram and provided the url link. This approach 

was tied in with funding requirements for the project, and 

although it ticked the right boxes for the community 

development grant – ultimately the website posts were 

more suited to the instant access of Instagram.

Maya Lin’s ambitious project What is Missing (2015) 

has been a valuable reference point for this multi-faceted 

approach. What is Missing creates a multi-faceted memorial 

for species that are extinct or will become extinct within 

our lifetime. It’s a work that shifts the idea of a memorial 

as being in one static place: to existing across multi-sited 

installations; a website and a digital and printed book.  

By providing multiple entry points for an audience it 

creates a rich and multi-layered experience that interrupts 

and arrests. Lin aims ‘to connect people to the species, 

places and natural phenomena that have disappeared, or 

will most likely disappear, if we don’t act to protect them’ 

and ‘is both a wakeup call and a call to action’ (Lin cited 

in Kolodziejski 2015). What is Missing uses these strategies 

to connect its audience with its message; and creates  

a locus for a community of action.

Project 01’s Time Walks opened a completely 

unexplored direction in my practice; shifting my typographic 

narratives into a spoken and embodied experience; 

developing on the ephemerality of the preceding series 

of stencils; and exploring the potential for a performative 

approach. Instead of inserting a physical object/narrative 

into public space, I inscribed a spoken narrative for a small 

group for a fleeting experience (Jaar 2000), and in this 

way they can be defined as anti-monuments. 

Their development was partly inspired by Sound 

Walks: originally conceived by the World Soundscape 

Project in the 1970’s, Sound Walks aimed to gain a better 

understanding of how we relate to our environment 

through sound – by walking through an environment and 

concentrating only on the sense of sound. As well as 

focussing on sound, I invited the attendees to focus their 

attention on the evidence on the passage of time: the worn, 

the broken, the new and so on. Exploring similar ideas as 

Francis Aly’s Seven Walks, the Time Walks were crafted in 

their route and narrative framing, which shifts them from 

the ‘free-floating quality of flâneurism’ (Milliard 2010, p. 337) 

into an embodied way of decoding the city. This approach 

was further developed for Human/Nature: with the guided 

walk through Kyneton Botanic Gardens Space/Time. 

Instead of conducting live artist-led walks, the spoken 

narrative was recorded and made available via the festival 

website and Soundcloud for free download, and maps 

outlining the route were distributed at several sites  

in Kyneton. This worked well, allowing spontaneous 

experience by festival goers at times that suited them, 

and the weather conditions. On reflection, I think combining 

Fig. 124. Home page of What is 

Missing website, What is Missing 

Foundation, 2015. 

Fig. 125. What is Missing? Listening 

Cone Installation at the San 

Francisco Academy of Sciences, 

photographed by Bruce Damonte, 

2009. 

Fig. 126. What is Missing?  

The Empty Room (2009) detail  

of installation, What is Missing 

Foundation, 2009. 
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the two approaches could add depth, adding a few live 

tours – to make individual exchange and conversation 

possible. 

A number of artists’ approach to engaging participation 

in space via walking has fed into developing these ideas. 

William Forsythe’s Nowhere and everywhere at the same 

time (2016) – a dense installation of physical swinging 

pendulums, affected visitors’ experience of space by 

forcing them to choreographically move through the space 

to avoid colliding with them. Choreographing the audiences’ 

movement through space is adopted in Human/Nature, 

where the audience is guided through a series of staged 

sets: first through the ephemeral stencils at the factory, 

and then the walk through the Gardens. Janet Cardiff’s 

walk works also choreograph experiences in space; 

typically guiding their audience with an unfolding sound 

and audio narrative. Over nearly 30 years Cardiff has 

developed a range of techniques for her captivating walks: 

ranging from the simplicity of narrated audio through  

an existing pathway in her early works such as Forest Walk 

1991, through to more sophisticated audio theatricality in 

the man-made environment of a gallery with An Inability 

to Make a Sound 1992, and her contemporary works 

introduce the use of video as well as audio - experienced 

via a smartphone such as The City of Forking Paths 2014. 

The collaborative artist group Smudge Studio staged a walk 

with a printed guide for their work Geologic City: a Field 

Guide to the GeoArchitecture of New York (2011): that led 

participants through the city of New York with a booklet 

to reveal evidence of the city’s geological origins and 

degradation. 

Address sustainability in place-making;  

and co-opt place as a space for discovery with  

materiality; ephemerality & transience; ambiguity  

and interpretation 

Staged encounters with the sublime has evolved as  

a strategy throughout this research to narrow the human-

nature divide by contextualising our dependant relationship 

with our environment (Kolodziejski 2015; Bell 2013; Paterson 

2016). In acknowledging the unfathomable timescales  

in which Earth’s resources evolve, and the evidence of 

their transformation or demise, perspective shifts from 

the individual to the collective: ‘The feeling of the sublime 

is empathy with the fate of humanity as such’ (Young 

2004, p. 137).

Project 01 Marking Time drew attention to the area’s 

deep time evolution, and revealed the sublime origins  

of its diminished clay resource with a historical narrative 

drawn from verified research, in a variety of mediums 

from ephemeral stencils that drew on the geological 

origins of bricks, to embodied walks and passively viewing  

Fig. 127. Still from Railings (2004), 

courtesy of the artist Francis Alys, 

2004. 

Fig. 128. William Forsythe’s Nowhere and 

everywhere at the same time #2 at Cockatoo 

Island, 20th Biennale of Sydney, 2016, 

photographed by Daniel Boud, 2016.

Figs. 129 & 130. Forest Walk (1991), 

photographs courtesy of the artist 

Janet Cardiff, 1991.

Fig. 131. Spread from Geologic  

City: a Field Guide to the Geo 

Architecture of New York (2011), 

Smudge Studio, 2011. 
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an animation. Robert Smithson began an enduring legacy 

in the 1960s with his use of geological materials and earth-

art to convey a sense of deep time (or the time scales of 

Earth’s evolution, in contrast to human evolution). Although 

his influence is undeniable, it is contemporary artists 

broaching this theme such as Katie Paterson, Zoe Scoglio, 

and Open Spatial Workshop that I find resonance with –  

as their work succeeds on engaging audiences outside  

of the art institution. Paterson succeeds on taking her 

audience through a narrative journey of all space and  

time with her installations of natural materiality: rocks 

representing all major geologic events throughout time  

in Fossil Necklace (2013); and 10,000 timber samples of 

unique tree species create a compendium of the world’s 

forests in Hollow (2016); Scoglio’s Shifting Ground was  

a performative work that used light projection, sound and 

performance to immerse the audience in the elemental 

nature of rock, and our tiny relationship to that geological 

scale; and Open Spatial Workshop make their process 

and research a visible part of their works, exhibiting them 

more like an experimental lab.     

Project 02 A Place to Meet further developed on using 

an aspect of the environments material form to allegorically 

broach the sublime (stemming from the ephemeral stencils 

of Project 01) – proposing the use of the River Red Gum 

timber be incorporated into the built form of the counter-

monument, and the narrative text be engraved directly 

into it, so that material became integral to its formal 

realisation as well as conceptualisation. Materiality is 

similarly intrinsic to Katie Paterson’s conceptual approach. 

Her Fossil Necklace (2013) was comprised of 170 carved, 

rounded fossils that spanned geological time. This elegant, 

minimalistic object creates a tactile journey through all  

of Earth’s history: capturing Earth’s geological evolution. 

Similarly in collaboration with Zeller & Moye, Paterson 

gathered 10,000 tree species spanning time and space for 

Hollow (2016): ‘a structure that is made of thousands of 

unique samples of tree species, sourced from every country 

across the world, from fossilized trees from the earliest 

forests that emerged over 390 million years ago to the 

most recent emergent species. Within Hollow you will 

discover the story of the planet’ (Situations 2016, para. 2).

Project 03 Spectrum investigated an alternative 

method to the stencils of approaching ephemerality and 

transience; and a more elusive encounter with the concept 

of the sublime. Its title ‘Spectrum’ references the broad 

range of ideologies that shape place (Lefebvre 1968; 

Kolodziejski 2015), and also drew on the word’s double 

meaning by using the physical properties of light 

allegorically – with optical illusions that concealed and 

revealed diametric ideologies. The optical illusion method 

it employed – placing transparent red and blue filters in front 

Figs. 132 & 133. Necklace and 

detail of beads, Fossil Necklace 

(2013), images courtesy of the 

artist Katie Paterson. 

Figs. 134 & 135. External view, and 

interior ceiling view of Hollow (2016) 

at University of Bristol, UK, images 

courtesy of the artist Katie Paterson

Fig. 136. Detail from Shifting 

Ground, Arts House, Meat Market, 

North Melbourne, Victoria, image 

courtesy of the artist Zoe Scoglio.
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of red and blue imagery – coopts the filtering properties 

of the human eye. It exploits the body’s own optical 

mechanism – tricking our three cone receptors of red, 

blue and green into seeing, or not seeing, parts of the 

image by filtering them in or out. In this way it referenced 

the sublime – by pitting our own physicality against the 

physical world. Graphic designer Stefan Sagmeister also 

employs this method of optical illusion within his 

contemporary design works as a way of introducing the 

unexpected and element of surprise, using this filtering 

technique in his 2001 publication Made You Look. The 

collective art and design duo ‘Carnovsky’ (Francesco Rugi 

and Silvia Quintanilla) similarly utilise this technique: their 

gallery installations transform walls with overlaid coloured 

visuals, allowing for multiple readings. 

Following Spectrum, Project 04 Time Travel further 

investigated the optical properties of light; broaching the 

sublime concept of deep time with a projection installation 

of an imagined clock encircling the Earth – made visible 

by viewing it through adjacent red and blue filters. As an 

installation it acted as a kind of puzzle, and people chatted 

and queued as they sometimes individually – sometime 

collectively – figured out the works poetic messages hidden 

within the projection. In this way Time Travel marks a shift 

in broaching the sublime. Instead of using an artefact  

of its siting as evidence of the sublime, it overlaid the 

universally eponymous concept of time over the site: 

temporarily transforming the community’s experience  

of it. Experiencing Fiona Hillary’s installation 37°57’02.05’S 

144°38’02.0’E (2017) at Werribee Treatment Plant helped  

to evolve my thinking on the potential of ephemeral 

installations to affect experience of space. 37°… transformed 

the site’s existing water tower into a counter-monument 

that reframed this relic into the contemporary, and shifted 

its reading into a future trajectory. In this way, it addressed 

past, present, and future of a place in a way that 

transcended its present reality. This reframed an unsolved 

question from A Place to Meet (how do we create new 

places that succeed in projecting us into the future, whilst 

maintaining our link with the past?); and, I think better 

addressed the question of how to create places that serve 

to expand our perspectives, rather than confine them.

Project 05 Dust to Dust returned to stencilling 

ephemeral geologic material: locally sourced soil – to reveal 

the area’s deep time transformation. The duration and 

precise method of installation of this work (taking place 

over a full day), along with its ephemerality, gave it inherent 

tensions that invited curiosity. Formally, it developed on 

the idea of integrating a viewer within it to complete the 

work (Navigating 1888, Stanley J 2016) as a physical 

embodiment of the sublime in reverse – instead of feeling 

fragile compared to the wild force of nature – the viewer 

Fig. 140. 37°57’02.05’S  

144°38’02.0’E’ (2017)  

at Werribee Treatment Plant, 

Victoria. Performer Sorcha Wilcox 

pictured, part of an immersive 

performance in the Werribee 

Treatment Plant Water Tower. 

Image courtesy of the artist  

Fiona Hillary.

Fig. 141 Made You Look book cover 

and case, Stefan Sagmeister, 2001.

Figs. 137 & 138 & 139. RGB 

Exhibitions (2011) at Johanssen 

Gallery, Direktorenhaus, Berlin. 

Top view: no filtration, left: green 

filter, right: red filter. Images 

courtesy of Carnovsky, 2011. 
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becomes the potentially destructive force. It also developed 

on bringing the process of art into everyday life. As well 

as engaging with local participants in its development – 

during its installation I engaged in conversation with 

passersby about the ideas behind the work – of place, 

deep time origins and the sublime – and how these themes 

related to the soil installation. Within a couple of days  

of its completion the work was swept away and vanished, 

a similar approach to Hannah Bertram’s ephemeral 

installations such as Enduringly Ephemeral (2015).

Address sustainability in place-making;  

and co-opt place as a space for discovery  

by redressing monumentality

Redressing monumental form with temporary ephemeral 

experiences has become increasingly important in my 

practice. Whilst early projects first experimented with 

counter-monuments that introduced permanent forms  

to public space to represent the multiple ideologies of its 

shaping (A Place to Meet, Spectrum); more recent works 

have embraced impermanence – favouring experience over 

permanence as a method of affecting experience of place 

(Time Travel; Dust to Dust; Human/Nature). These are more 

aptly described as anti-monuments, as the works shift 

the idea of memorialising from a physical object, to 

existing in the minds of the audience as they interpret 

their narrative subtext into their memory. 

This approach was first contextualised for me by the 

German artist Horst Hoheisel, who said ‘…a memorial per 

se is located neither in the materials the artist uses nor in 

its design but always and only in the minds of its beholders’ 

(Hoheisel cited in Spitz 2006, p. 422). Although Hoheisel’s 

works are typically monumental in form, the way in which 

he exalts the audience to centrality within them, and 

acknowledges the power of lived experience in 

remembering, has been pivotal in developing my thinking.  

His first counter-monument created in 1985 titled the 

Ashcrott-Brunnen monument, inverted and buried the 

site’s pre-existing fountain into the ground: invoking  

a temporal response for the audience to consider the 

monument once present. Prior to Hoheisel’s reinvention, 

the fountain was overlooked, largely forgotten, and 

steeped in false mythology. The original fountain was 

built in 1908 and funded by local Jewish entrepreneur, 

Sigmund Ashcrott. The Nazi zeitgeist wouldn’t abide  

a Jew’s gift to the city featuring in the town’s architectural 

landscape, so in 1939 a group of local Nazis destroyed  

it, and the city carted away its remains. The story of the 

monuments demise faded in collective memory and  

was replaced by fictive stories of destruction by English 

Bombers in the Second World War. Hoheisel’s reinvented 

monument redressed this mythological collective memory. 

Fig. 142. Detail from Enduringly 

Ephemeral (2015), Mildura 

Palimpsest Biennale 2015,  

Mildura, Victoria. Image courtesy 

of the artist Hannah Bertram.

Figs. 143 & 144. Installation and 

completion of Ashcrott-Brunnen, 

Kassel, 1985. Image courtesy  

of the artist Horst Hoheisel.
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By creating a counter-monument that reproduced the 

absent fountain as a mirrored and inverted form below 

ground level, Hoheisel wanted to ‘rescue the sites history 

as a wound and as an open question, to penetrate the 

consciousness of the Kassel citizens so that such things 

never happen again’ (Hoheisel cited in Young 2000, p. 98). 

Of his completed counter-monument – Hoheisel said this: 

‘sunken fountain is not the memorial at all’ …  ‘It is only 

history turned into a pedestal, an invitation to passersby 

who stand upon it to search for the memorial in their 

own head. For only there is the memorial to be found’ 

(Hoheisel cited in Young 2000, p. 100).

Further to Hoheisel, Young argued that: 

‘the surest engagement with memory lies in its 

perpetual irresolution. In fact, the best German 

memorial to the Fascist Era and its victims may not  

be a single memorial at all, but simply the never  

to be resolved debate over which kind of memory  

to preserve, how to do it, in whose name, and to what 

end. Instead of a fixed figure for memory, the debate 

itself—perpetually unresolved amid ever-changing 

conditions—might be enshrined’ (Young 1992, p. 270). 

This idea of a memorial being a living thing that is best 

brought into being through discourse is the crux of the 

works I created for Human/Nature. Each work in the series 

was laden with discourse, and introduced a narrative about 

the origin of place that featured diametric ideologies. 

Expand representation to be inclusive & balanced  

with textual narrative

Textual narrative has similarly become increasingly important 

– as a strategy to centralise the power of discourse in 

memorialising the human-nature relationship of shaping 

place (Young 1992). Initially I attempted to distill expository 

narrative into lengths appropriate for social media (i.e. 

Marking Time stencils). Then with A Place to Meet, the 

emphasis of its narrative text shifted from expository  

to a more poetic, concise and nuanced narrative – with  

a view to capture the voice of its community – past and 

present. The incorporation of optical illusion in Spectrum 

shifted the emphasis of its text from defining to inviting 

interpretation, which I further developed in Time Travel, 

and then Local/Global. For Dust to Dust I laboriously 

inscribed aspects of the past lives of its soil in a temporary 

installation: the time I was given to place the work in-situ 

the limiting factor in how verbose it could be. 

Poetic narrative has become a recurring strategy to 

stage encounters with the sublime, an approach supported 

by the philosophy of Burke: 

Fig. 145. People You Love (2010),  

at Della War Pavilion, US.  

Image courtesy of the artist 

Robert Montgomery. 

Fig. 146. Civil Rights Memorial (1989) 

by Maya Lin, at Southern Poverty 

Law Center, Montgomery, Alabama, 

image by Todd Gipstein, 1989.

Fig. 147. Arthur Stace (Mr Eternity) 

captured with his poetic inscription 

of Eternity, Australian Traveller, 2018.
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‘‘painting, when we have allowed for the pleasure  

of imitation, can only affect simply by the images  

it presents’; whereas the words used in poetry can 

affect us ‘much more strongly’ than the things they 

represent. Poetry, therefore, with its suggestive 

obscurity, was the art that could bring us closest to 

the sublime – ‘the strongest emotion which the mind 

is capable of feeling’’ (Burke cited in Bell, accessed 

2017, para. 10). 

This strategy is also used by contemporary Australian 

artist Brook Andrew, with Warrang (2012), a counter-

monument created to memorialise the cultural significance 

of the colonial naval docks that are located under its siting 

at the Museum of Contemporary Art in Sydney. Andrews 

stated, readers following the text will walk along: 

‘a dock’s edge, water edge, imaginary edge of the 

archaeology and sandstone under the earth. Visitors 

will not only be physically drawn to the arrow from 

far across Circular Quay, especially during evening 

times, but will congregate to contemplate the text 

which specifically speaks to the site as Sydney Cove. 

This arrow and text mark the present site as a historical 

and colonial ship-building port, docks and architecture’ 

(Andrews cited in Museum of Contemporary Art  

2018, para. 1).

Artists Maya Lin and Robert Montgomery similarly 

incorporate poetic narrative into their public artworks, 

asserting a human voice within place, as pictured in 

figures 146 and 145. Former Australian soldier, and reformed 

alcoholic Arthur Stace inscribed his poetic message of 

‘Eternity’ into Sydney’s footpaths with chalk for around 35 

years in the mid-1900s – creating a cultural icon.  

In creating the typographic stencil works in Project 01 

Marking Time; Dust to Dust and Act 01: Native Foreign I first 

used writing to distill the essence of what I want to convey, 

then through a process of elimination, removed all 

unnecessary elements and text from my design, until the 

crux of its narrative was laid bare. This is a strategy I have 

developed over the last two decades in my graphic design 

works – specifically projects where I have had the creative 

freedom to do so – such as the paper promotions 

commissioned by Spicers Paper, and self-initiated 

projects such as the Time posters, and Measure range.  

My typographic style has its formal roots in Bauhaus 

modernism, Minimalist design philosophy, and Dada 

typography. Similar to the former, my works typically lack 

ornamentation; their form is inextricably linked to their 

function; and they are created to contribute meaningful 

communication to society, as exemplified in the works  

of the Bauhaus designers, of particular relevance are the 

Fig. 148 & 149. Warrang (2012),  

in context at the Museum  

of Contemporary Art Australia, 

and detail of poetic text.  

Images courtesy of the  

artist Brook Andrew.

Fig. 151. Pneumatik (1924),  

by Lazslo Moholy-Nagy, National 

Gallery of Australia, 1984.

Fig. 152. Gotham typeface,  

Hoefler & Co, 2000.

Fig. 150. Lithograph poster 

Ausstellung Europäisches 

Kunstgewerbe (1927),  

by Herbert Bayer, 1927.

G O T H A M
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works of Herbert Bayer and Lazslo Moholy-Nagy. In contrast, 

Dada typography – that was borne out of Futurist visual 

experimentation – brings powerful expression, poetic fluid 

arrangement, and life to textual arrangements, their 

expressive publications also a point of visual reference. 

The work of the contemporary design studio Lust, whom 

no doubt have similar reference points – are also visually 

relevant to my works. My chosen typeface for all of my 

works is Gotham, designed by American type designer 

Tobias Frere-Jones in 2000. Its geometric simplicity and 

reference to hand-drawn signage of the latter half of the 

20th century imbue it with humanistic warmth, clarity, 

and presence.  

All of the narrative development culminated in the 

series of works for Human/Nature. Act 01: Native/Foreign 

featured a poetic aural narrative that elaborated on the 

diametric ideologies that shaped the Gardens – visualised 

in ephemeral typographic stencils; Act 02: Local/Global 

used optical illusion to invite discovery; and Act 03: 

Space/Time further explored the Gardens discursive 

origins with a guided poetic aural tour (Bell 2013). 

Fig. 153. Poster for Dada Matinée 

(1923), by Theo Van Doesburg.

Fig. 154. La copertina di Zamg 

Tumb Tumb (1917), by Filippo 

Tommaso Marinetti.

Fig. 155. Detail of Risk Perception 

carpet for InfoArcadia, Lust 2000.
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Fig. 156. Time 2004,  

Jessie Stanley 2004,  

lithographic poster,  

594x841mm.

Fig. 157. Detail of poetic text for 

Time 2004, Jessie Stanley 2004.

Fig. 159. Detail of poetic text for 

Time 2006, Jessie Stanley 2006.

Fig. 158. Time 2006,  

Jessie Stanley 2006,  

lithographic poster,  

594x841mm.
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It is the home of the bluebird, the bluebells, 
and the endless sky, 
the singer, the preacher, and the passer-by

It is the hungry caterpillar, the crocodile,  
and the wandering mould, 
the Granny Smith, the jellyfish, and the fish stone-cold

It is desert plains, rusted machines,
and treasure chests forgotten,
fairy floss, pink champagne, and cherry blossom

It is the pounding of the rain, 
the hunter and his game, the forest white, 
and things that go bump in the night…

To shape it carefully remove 
centre of diecuts from all pages, 
and fold each layer up 90° 
working from the first page.

Fig. 160. Environment, Jessie Stanley 

2007, paper promotion diorama 

booklet for Spicers Paper, 

210x160mm, 16pp.

Fig. 161. Detail of poetic text for 

Environment, Jessie Stanley 2007. 





Fig. 162 & 163. Deinstallation 

process of Human/Nature,  

Act 01: Native/Foreign (2018).



Fig. 164 & 165. Deinstallation 

process of Human/Nature,  

Act 01: Native/Foreign (2018).





Fig. 166. Deinstallation process  

of Human/Nature, Act 01:  

Native/Foreign (2018).
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Artist Statement

Jessie Stanley embraces the congruence of graphic design  
and art in public space as platforms for affecting the way meaning 
is produced within society. Through typography, mapping, ephemeral 
installations, sculpture, projection, and digital media, Stanley creates 
experiences that at once ground you in the wonder of the here 
and now: while simultaneously expanding your perspective against 
the astronomical scale of the Universe. 

Her thought provoking and poetic works celebrate the 
fragility and impermanence of life, viewed through the lens of place. 
Works are site responsive and developed through a process  
of historiographic and geographic research, underpinned by scientific 
theory. Stanley seeks to unravel the discursive narrative of place 
by unearthing its deep time and cosmological origins. Her composed 
narratives are anchored within a macro context. Drawing on the 
physical laws and properties of the natural world, Stanley creates 
scenarios for audiences to consider the sublime relationship we have 
with our environment.  

With a minimalist and geometric sensibility, her works gently 
shift perceptions and find a direct and accessible path for audiences 
to embark together with her through time and space. 

‘The process of my creative practice sculpts my way  
of seeing and understanding our relationship to the world. 
Each art-exploration begins with site-specific historiographic 
and geographic research, on a quest to understand our 
place-specific relationship to time and space. In this way,  
I use my enquiry into place as a focused lens for exploration: 
seeking evidence of its origination from the Big Bang (Hawking 
1988); its context within the vast space of the cosmos; and  
its geological evolution over deep time. The discoveries  
and connections I draw through time and space become 
temporarily memorialised within the works narrative form, 
unearthing a journey for the audience to discover’. 
—Jessie Stanley, 2018
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Biography

Jessie Stanley lives and works in Central Victoria, and is  
a candidate in the Masters of Arts, Art in Public Space at RMIT 
University. Stanley recently completed a major body of works  
as Artist in Residence at Kyneton Botanic Gardens, commissioned 
by Kyneton Contemporary Art Triennial 2018.  

Stanley’s background in graphic design informs her socially 
engaged practice, which embraces the congruence of graphic 
design and art in public space as platforms for affecting the way 
meaning is produced within society. Upon completing a Bachelor 
of Visual Communication with First Class Honors at Monash 
University in 2001, Stanley undertook an internship at Fabrica  
in Italy in 2002; and then established Foundry (2003-2012): a design 
studio focusing on cultural projects, exhibitions, installations and 
boutique paper ephemera. Her design/visual art projects have 
received international recognition; awards include the Type Directors 
Club of New York, Premiers Design Awards, and Australian Graphic 
Design Association, and have been exhibited internationally.

As her practice has evolved into visual art, Stanley has 
exhibited in solo exhibitions including Everything is From Nothing, 
Stockroom Gallery 2011; group exhibitions including The View From 
Here, Anita Traverso Gallery 2015; was a finalist in Banyule Works 
on Paper Awards 2015; and created the large scale site specific 
installation The Distance Between You and Me for Castlemaine State 
Festival 2015. Recent works include projections for White Night 
2017, and Gertrude Street Projection Festival 2017. Her illuminated 
sculpture Spectrum commissioned by RMIT for New Academic 
Street was unveiled in September 2017. 
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