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“PLACE-MAKING” AND PUBLIC ART IN SOCIAL CONTEXTS: SELECTED INTERNATIONAL SITES

INTRODUCTION

The motivation for this research rests with the need to find meaningful ways of integrating art1 and society where art becomes

modes of creative intervention using an interdisciplinary approach to transform public spaces and attitudes to the world in which

we live. The research is based on the premise that creativity and individual expression through the arts have a valuable role to

play in the development and well-being of integrated societies that are aware of the interrelationship between people and the

planet2. It is believed that the arts can function within a social3 context by taking account of the concept of the people and the

place as the genesis and subject for these manifestations. 

The aim of Part II is to bring together and present the diversity of international creative interventions within the public domain

thereby breaking down the limited and restricted understanding in South Africa of this area of art-making as an anomaly that is

misleading, discursive and detrimental to its value and possible development and application within the South African context.

The intention is to promote art as a tool for social and ecological change and examine ways in which collaborative art

processes can be gainfully employed to these ends within South Africa.  It is therefore not intended to present and in-depth

critical analysis of these works but rather to illustrate the relationship between people and place through the creation of particularised

1The term art in this document takes into account interdisciplinary modes of creative expression – the visual and performing arts including crafts and creative expression in the form of
music, writing and poetry as well as landscape design/architecture. 
2See Part I, Introduction in which this interconnectedness and its relevance are discussed.
3The term social in this study does not imply sociological intent but refers to the everyday context of any group or society.
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spaces for people and, in doing so, provide alternative approaches and influence existing attitudes to art in a social context

in South Africa.

Part II discusses only a limited number of sculptural public contexts and artworks, environmental interventions,socially-responsible

artworks and community-based art projects that I have visited and/or examined. These projects have been selected for their potential

for adaption and application within developments of convivial social spaces in South Africa, for ways in which artists can play positive

roles both in providing effective programmes of human resource development through appropriate training and education, and in creating

public community-based art projects that critique the socio-economic and ecological contexts in the Country.  The discussion explores

an arena of creativity in the public context that does not differentiate between nor categorise the various disciplines of activities

such as urban design, landscape architecture and town planning, nor between parks, gardens, children’s parks or sculptural environments4.

The emphasis is placed not on the profession but on the interaction and relationships that are established between people and the

articulated site. 

Many international projects are funded through private and state percent for art policies instituted in America, Britain and Europe.

These policies have been important in the development of contemporary public art providing a substantial portion of the funding

in most of the projects discussed. An additional recent development has been the inclusion of artists in design teams for major

development and refurbishment projects, bringing alternative creative visions to these projects evidenced not only in the 

architectural designs but also in the addition of artworks and /or elements such as paving, walkways, street furniture and 

4See Part I Chapters III – V.



“[T]o understand America you have to understand
the highways. In the past half century ... these
masochistic marvels have ... reshaped American
culture ... no one envisioned that highways would
be catalysts for huge social disruption ... . The
1950s’ illusion was that goverment created
benign social change” (Robert J Samuelson,
columnist, Newsweek, June 30, 1986 quoted in
Gratz 1998:33).
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landscape design. These recent refurbishment programmes have played a significant role in bringing business and people back

into the inner-city areas.

It is not however, built structures that revitalise cities, it is the social fabric of their citizens: people, places, sidewalk bustle,

serendipity, intermingling, street theatre or activities. The synergy of people, place, and experience – the unexpected or chance

meetings all held in flux, create life, enliven and enrich the fabric of cities. Regrettably, contemporary society is complicit in 

contributing to the demise of deserted cities and sterile public spaces. Computers have deprived people of their humanity, of the

necessity to mix and mingle, with e-mail replacing letters and “human talking”. Cellphones have managed to create an even worse

scenario: SMSs with the youth unable to spell; imposition of private conversations loudly communicated to all in lifts, queues

and restaurants; total dependency on cellphones; impoverished imaginations; and any form of leisure time constantly interrupted.

It is no wonder that public spaces are “designed” for a society that desires only the latest technological devices, data and clearly

defined boundaries and impersonal spaces. These technocrats are inseparable from their computers and cellphones and have little

to concern themselves with places, imagination and the well-being of the planet.  

In CITIES: back from the edge, Roberta Brandes Gratz, journalist and urban critic, speaks about the mess we have made. She

states, 

We have built a physical landscape that does not function and we have done it by design, not by chance.
We have allowed the car and highway engineers to design and shape our lives. … In cities, the social 
interaction of the row house stoop and nearby neighborhood commercial street is giving way to the 
separation of the carport and the car-dependent shopping centers. … Everywhere, open spaces are being
privatized into exclusive enclaves instead of inclusive gathering places.
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We do not communicate or forge connections as a people and we have few public places left to do that, even
when we choose to do so. We have all but eliminated “public places” from the physical and mental 
geography of the country. Without the variety of common grounds on which a diverse people mix and mingle
in an unplanned manner, the health of the commonweal is undermined. Genuine “public place” – whether
a town square or downtown sidewalk – are where planned, chance, formal, and informal meetings occur,
the opportunity for people to come together, to hear about new ideas, share concerns, understand the
dilemmas of others, listen to differing opinions, debate proposals for change, and, perhaps, even resolve 

differences. Without a variety of true arenas for public meetings and discourse, people feel isolated, 
frustrated, and powerless.

De Tocqueville taught us that democracy defines itself through the connections of its diverse people. Too
many of those connections – and the public places to make them – have been stolen from us.

[M]any cities have lavish and highly acclaimed waterfronts [and public plazas] that fit the bill [serve worker
populations at lunchtimes and at events]. Without programs to draw people from afar and too many arriving
by car, they are dead. While the band is playing, the space is splendid. Lots of people. Few undesirables.
Between planned events, these public places sit empty because a diverse mixture of people do not live,
work, visit, or spend leisure time in the vicinity, keeping the place populated throughout the day (Gratz &
Mintz 1998:33-34, 38).     

Decentralisation is rapidly leaving the larger inner-cities of South Africa to the mercy of squatters and criminals, encouraging

even more residents and businesses to leave for safer, cleaner and more liveable areas. Town planners recognise the necessity to

revitalise and re-establish inner-city spaces creating open congenial meeting places for people that harmonise with their built

environments. Ignoring these issues will result in dilapidated empty shells. This is already the case in several central

Johannesburg areas (and other cities) but fortunately steps are being taken to refurbish many sites in downtown Johannesburg

with warehouses and other suitable buildings and surrounding areas being converted into multi-use sought-after developments.



Two “vest-pocket” parks in
central New York City.

Left:   Greenacre Park 
Right: Paley Park 

Landscaped banks, fountain/waterfall and public space in an open green corridor, Rue de Strasbourg, La Défense, Paris.
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However, these refurbished areas are still being “designed” and I consider them to be predictable, static and sterile. South Africa,

in general, is sceptical of the idea of incorporating artists into design teams. The many competitions advertised for artworks after

completion of construction to “decorate” a site, attests to this opinion. Regrettably, these developments also add to the fragmentation 

of the social fabric of our society even further by being up-market and elitist, creating zones of wealth and abject living, leaving

the fringes of these areas still disadvantaged.

The importance of “green” areas to enhance paved plazas cannot be underestimated and together with water, are being recognised

as essential elements in the upgrading of new built environments. This is evident in and around the recent development of the La

Défense district of Paris. An example is the landscaped bank alongside the Rue de Strasbourg that combines low hedges, grassed

slopes, and cascading water creating a symmetrical ordered public space enhanced by the sounds and textures included in the

design. In South Africa’s hot climate, water is an essential element in public spaces: it cools, refreshes, reflects and gurgles in its

playful journeys providing meditative lyrical spaces that enrich the quality of life. Water attracts and its psychological therapeutic

effects are playing a significant role world-wide in providing aesthetic recreational spaces for sociation. Paley Park and Greenacre

Park are undoubtedly two of the most popular small public spaces or “pocket plazas” in Manhattan, New York City. Each is

hemmed in on three sides by tall buildings but offer intimate cool quiet areas away from the bustle of the city. Easy access just

off busy streets, moveable chairs, people relaxing quietly and waterfalls that drown the sounds of the city but alternatively

immerse one in their soothing roar, attract their regular visitors.  
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UNDERSTANDING THE PUBLIC CONTEXT in “PLACE-MAKING”

The research deals with a public arena for art and the role of the artist in a social context. One of the primary aims is to examine

how art can become pro-active in shaping the appearance and meaning of public spaces and deals specifically with place-making.

Essential to this, is an understanding of a public context, that is, public as audience, content and space. The Concise Oxford

Dictionary (1983) defines the word public as being “of or concerning the people as a whole”. Its implications are, however, far

greater than merely “of the people”. It proposes the idea of belonging or accessibility, but as discussed in Chapter II of Part I,

public is considered to be social and psychological constructs5 in notions regarding belonging, ownership, status, shared 

concerns, civil society and empowerment.  

Dealing with physical space has its own specific complexities. For any physical space to be described as truly public, the quality

of that environment needs to be conducive to its particular local inhabitants while simultaneously, acknowledging and not alienating

the visitor; it must become a social space, a shared space. It also should be inclusive. To achieve these objectives, the space should

be infused with a sense of identity and belonging6: the public or users of that space must be comfortable and feel as if that space

is either a known familiar place, or at least, accessible. This is essential as people spend an increasing number of hours at work,

at indoor health facilities and spas, or in shopping malls and far less time with fellow residents and even friends, resulting in the

loss of a sense of community.

5In an article titled, Out of Order: the public art machine,(Artforum 1988:93) art critic Patricia Phillips strongly disputes the assumption that public art derives its “publicness” from its
location and argues that the concept of public is complex and that the public dimension is a psychological , rather than a physical construct (quoted by Miles 1999:14). 
6Sutherland Lyall  emphasises that “meaning in landscape [or public space] cannot be invented but has to derive from the locality’s cultural roots, that landscape of quality and depth

needs a meaning which belongs to the cultural spirit of the past …”  (1992:22).
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Two recent developments in art within a public arena are the appropriation of non-art contexts and the relationship that is 

frequently established by this appropriation between the artwork, the context and the audience. Irrespective of the form that the

context assumes, it is central to the work and in fact becomes the artwork. A public artwork should become an installation that

incorporates all aspects of the site, including the audience. Becoming a participant within the site rather than a mere spectator,

establishes an active relationship. The concept of claimed ownership or membership through participation7 is inherent in the

appropriation of a specific space. 

Notions of accessible space and spectator participation are two important aspects of contemporary public art. “If you need a policy

for art … , all you could possibly say is that works carefully chosen and sited, or commissioned with a specific site in mind, are

a great improvement to the environment. Anything, if it works, lifts the spirits” (Birkett quoted by Petherbridge in Townsend

1984:22-23). Author and critic, Frank Popper suggested that the use of social space and incorporation of audience participation

would influence the development of a “democratic art” thereby creating a new paradigm for art (1975:8, 12). This relationship

between artist, artwork, space and audience is certainly apparent in public artworks of the last few decades.

What defines or differentiates “public art” or “a public arena for the arts” from artworks that are merely placed within a public

space? It can be said that public art, as opposed to outdoor sculpture, transforms and enhances our environments or shared spaces

and rehabilitates degraded spaces; expresses community or social values and can be operational in heightening our awareness of

social issues; and can be provocative or question our “safe” assumptions about our world. Suzanne Lacy believes that art placed 

7By being party to a process or particularised space implies concurrence with the inherent intention of the process or space.
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within the public context should be built on the concepts of “audience, relationships, communication, and socio-political intention”

(1996:19). Public spaces are particular spaces with particular needs and with particular audiences, and not merely outdoor spaces

into which any artwork can be “dumped”. The concerns of any form of art within the public domain should be its connectedness

to the actual world, its practical and social functions, its public aims, public location, inclusiveness and its collaborative nature.

The audience or public becomes the focus of this idiom of art rather than the self-expression and autonomy of the artist, and

authorship is shared8. Public art acknowledges shared ownership and social intentions. It is not a commercial product to be sold

or collected but a process of a larger socio-cultural agenda and needs to be assessed by its relationship and collective social 

proposition to which it subscribes. Public art is also not an idiom of art that should merely propagate the ideologies of the dominant

culture or of those who commission such work. Artists working in the public domain should be given the freedom to critique and

comment on public issues, those that are the concerns of the audience for whom the work is made and addresses. Assessment in

part should consider how the artwork operates within, articulates and influences the quality of its space, and how this contributes to

the development of a more conducive public space, that is, its ability for place-making. 

As this research investigates place-making, the role of the artist and the practical, functional and social implications of art in public

spaces, a distinction will be made between art in public spaces that is concerned with social spaces and/or urban renewal, and art

that is socially engaged, interactive work concerned with creating awareness of particular issues. The latter in part informs the

term in the public interest. Public interest is not necessarily public pleasure or public entertainment. It is therefore essential to

look at the intention of such works. An artwork that is created for a particular environment relocates the viewer by creating a 

8See Part I, Chapter IX regarding issues of shared authorship as well as assessment criteria and issues of good practice. 
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space that alters both one’s physical experience of the place and aesthetic emotive response to the site. The intention of socially

engaged public art, new genre public art9, is not necessarily concerned with the manipulation of a space but rather with the 

repositioning of the audience’s existence within the planet in relation to a particular social issue: it is how we see and understand

our world.

How an artist interprets and manipulates a particular site within any public domain is dependent on the intentions in relation to

the participants within that site. The artwork becomes a social process. It has the ability to alter the reality of the site, to encompass

or alienate the visitor, or alternatively, create a platform for participation and interaction. Commenting on the challenge of public

art, art critic, Robert Hughes states,

The arts are the field on which we place our dreams, thoughts, and desires alongside those of others, so that
solitudes can meet, to their joy sometimes, or to their surprise, and sometimes to their disgust. … that is the
social purpose of art: the creation of mutuality, the passage from feeling into shared meaning (from The New
Yorker quoted by Bach 2001:7).

Contemporary public art is closely linked to architecture and landscape design in that all three professions should aim to create

sustainable environments that enhance the social condition for all people. The artist however, offers a vision that is different, that

is concerned with the imagination, that evokes an alternative response to urban spaces related to the interconnectedness of the

world and not necessarily to the economics of the built environment, and most importantly, communicates with the audience for

whom the space is built. 

9See Part I, Chapter VI. This chapter deals with socially responsible and activist art.
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Sutherland Lyall, in his publication Designing the new landscape, states that

over the last twenty years Modernism has largely evaporated as a reigning aesthetic among architects and
designers.  … [I]mportantly, this development has brought a new, relaxed approach to design. In the Post-Modern
era such things as eclecticism, fragmentation, layering of unrelated ordering systems, historicism, irony,
metaphor and wit are all permissible. … The new landscape is pluralist, drawing from a great diversity of
sources and disciplines.

In the 1960s, … designers and theoreticians began to investigate landscape as a participatory activity. …
[T]he crucial question of the quality of the landscape resulted from the relationships between its elements
… . It was a total involvement of the senses … . ‘Our whole sense of aesthetics comes from nature, not on
a picturesque level but on a biological level … how it interacts with (our responses)’ (1992:10, 12-13).  

Lyall goes on to discuss the influence of Ian McHarg, landscape professor at the University of Pennsylvania, with his idea of

understanding landscape as an ecological system.  “[McHarg] brought into focus the idea of landscape as something considerably

more than a collection of artistically arranged planting and topography.  … [He] introduced the notion of environmental ethics”

(1992:14). These changes affected not only landscape design and architecture but brought into play the relationship of art to the

ordering of landscape and the built environment. In particular, the work of environmental artists has greatly influenced these

developments10. Lyall states that environmental art “takes existing locations and by adding to them … completely changes their

qualities and provides people with alternative ways of experiencing and understanding the normally banal spaces which they use

every day” (1992:20). The recent appearance of commercial and city development world-wide has provided many opportunities

to explore these new ideas.     

10In the Foreword to Between landscape architecture and land art, JD Hunt also discusses the influences of land art, particularly its “emphasis on process, its invocation of abstraction
and its confidence in its own artistry” (in Weilacher 1999:6).





SURVEY OF SELECTED INTERNATIONAL SITES AND PUBLIC SPACES

It is to be noted that where artworks are discussed within the development of a programme within a contained specific site such

as Battery Park City, New York, St Peter’s Riverside Sculpture Project, Sunderland, or Grizedale Sculpture Project, Cumbria,

details of the site and organisations, are listed under the subheading of each programme and not detailed under each individual

artwork in that programme. However, when possible and if necessary, the specific location within the demarcations of the site is

listed under each separate work. In all other instances where the artwork is not sited within a specific contained location, as in

Seattle’s and Barcelona’s public art and Common Ground’s New Milestones programmes, UK, all relevant details are listed under

each selected artwork. 

It is not the intention of the survey to discuss the artworks in depth as isolated works. Rather, the relationship of these works or

interventions with that of the site and their relevance to the audience will be explored with regard to experience and the practical,

functional and social implications these sites offer.

It has been stated that traditional formal modernist monuments do not form part of this research. There are however, several

memorials that can be regarded as contemporary public artworks that are concerned with the development of a site as place and

have therefore been included in Section I.

Footnotes: in each Section the footnotes commence with new numbering.

139





1It is generally agreed that for quality of life to exist particularly within built environments green spaces are essential. Cottom-Winslow states that “we are finally able to embrace the
concept that green spaces, open spaces, playgrounds and public areas, both physiologically and psychologically” (1991:Prologue).
2Margaret Cottom-Winslow has written extensively on the environment and the humanities, has an MA (FA) and a BA in Architecture and is a design consultant of repute.
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SECTION I: “PLACE-MAKING” and PUBLIC ART IN CITIES AND TOWN CENTRES

INTRODUCTION

With the recent migration and dispersal of people to cities, the development and design of built environments during the 20th century

were aligned with economic and housing issues yet it could be said that the “individual person” was not perceived as central to

these issues. Density and overcrowding have created social disease world-wide and have, with decentralisation, contributed to

the degradation of city centres. As a result, over the last few decades many city spaces have been refurbished and revitalised and

an increasing number of large shopping malls, conference centres and corporate-owned office complexes have materialised.

However, cities are like people – they need spaces to breathe, they need lungs within the inner spaces of the built environment to

survive1. Cities also need people and places for people. Public spaces are the connecting lungs of city and town centres and it is

within these spaces that the role of the artist and public art lies. Lucy Lippard defines this area of contemporary art-making within

urban development as needing to be “accessible work of any kind that cares about, challenges, involves and consults for or with

whom it is made, respecting community and environment” (in Lacy 1996:121).  

However, various factors contradict the notion of accessibility or publicness, particularly in built environments where planning,

civic structures and corporate spaces, until recently, have been ordered, restrained and oriented both physically and psychologically 

around commerce and economics without regard for the cultural context. Margaret Cottom-Winslow2 terms these corporate
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spaces that exist between private and public as “interactive”, sometimes exclusive in their accessibility and different from public

space (1991:56). She sees these atriums and indoor plazas as providing spaces for leisure time during, for example, lunch-time

at the office. Other examples are the formal and informal gardens and outdoor plazas of big corporate complexes. In these

instances, the corporate world plays the role of patron3 to the arts as landscape designers, sculptors and other artists are commissioned

to collaborate with the architects and design teams in the creation of aesthetic public places. The result of collaborations between

the artists, other professionals and clients are often fraught with difficulties, but are nevertheless more ideal in developing imaginative

successful places in which people can interact rather than expecting an artist merely to “decorate” a space after completion of

buildings.

In the last few decades, there has been a change in approach towards the provision of public spaces. It is now generally accepted

that a contradiction exists between art that is merely placed in an outdoor space without consideration for the relationship that the

work brings to that space and an artwork/sculptural environment that relates to the site thereby establishing a relationship with

its context. Malcolm Miles, critic and lecturer specialising in the public context, states

The relationship between conventional public art and urban development is one of complicity, while emerg-
ing practices of art that offer resistance to conceptualisations of the city which exclude the interests of its
inhabitants. Two roles for art are suggested: as decoration within a re-visioned field of urban design in
which the needs of users are central, and as a social process of criticism and engagement, defining the public
realm not as a public site but as complex fields of public interest. The tension between these positions is
creative. 

3Many critics are concerned that in these instances, public art is complicit in its role often concealing domination and repressive social policies that facilitate developments for the
“few”, fracturing the social structure and creating exclusive enclaves; it is used to justify the intention of creating a liveable public place. 
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[R]elated but independent perspectives from different disciplines [exist]: [they go] beyond the restrictions
of aesthetic judgement to situate the practice of art for the public realm in terms of social needs and 
structures of value, and suggest ways in which the perspective of art, as work of the imagination, might also
contribute to a critique of the city and to sustainable and convivial urban futures (1999:no pagination, inside
cover).    

Miles further states that

in the face of increasing encroachment on public space by corporate and consumer interests, an agenda for
urban renewal is pressing, and entails a re-visioning of how and by whom the form of the city is determined,
whether that form is designed to be permanent or to be mutable. This includes interrogating even seemingly
progressive or ‘liberal’ ideas such as the ‘liveable city’, which is a construction by professionals for their
supposition of the benefit of users … . A sustainable urban future requires strategies in which the ‘edges’
of the city … are celebrated, the publicness of urban space reclaimed, dwellers empowered to construct 
concepts of the city, and in which change is seen as a continuing condition (1999:17-18). 

Frank Popper’s statement that “a new art was about to be born based on man’s environment, his creative needs and his aspirations”

(1975:12) can be interpreted as the notion of dependency between art and people. Art is human creativity in a social context. Art

is culture and it is action. The creative act whether in the making or in the claiming through participation or appreciation, is the

result of an inherent desire in people to keep in touch with their world and themselves through personal interpretations of and

responses to the things around them. The environment influences human beings and similarly, is changed by its relationship with

people sometimes to the good but often to the detriment of the planet. This relationship is always in flux and is reliant on the 

psychological attitudes and cultural contexts of the participants within a site. Density and overcrowding have created many problems

and regardless of how well designed and functional a city may seem, these “concrete jungles” physically and psychologically
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affect the welfare of and oppress its inhabitants, causing stress and tension and often leads to increased crime rates. As seen in

South Africa and many large cities around the world, people are now vacating the cities to live in less dense, safer, greener urban

areas.  



Overlooking the City of Barcelona hemmed in by the sea and hills.
Top: looking from the top of Parc de la Creueta del Coll. 
Below left and centre: overlooking the City from the spires of Gaudí’s Sagrada Familia Church. 
Right: overlooking the City from Parc Güell.
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BARCELONA PUBLIC ART PROGRAMME, 1980 – ongoing. 
City of Barcelona, Region of Catalonia, Spain.

INTRODUCTION

At a time when the city of Barcelona had become a congested and decaying city, the city fathers found it necessary to establish

a programme designed to develop a series of social spaces and environments that would enhance the quality of life of the citizens

by infusing public spaces with a sense of identity and belonging that would encourage people to become integrated communities.

These became not just physical open green areas but can be considered as metaphorical common ground for sociation, exchange

and communion. The essence of the programme was established on an understanding of the relationship between people and place

and the role that creativity plays in the lives of any society.  

Barcelona experienced a growth in population from 83 000 in 1818 to 187 000 in 1850. Statistics today would be even more drastic

placing enormous stress on the inner city that is hemmed in by the sea and surrounding hills of Tibidabo and Montjuic.  With the

1978 election of the first democratic City Council, Mayor Narcís Serra initiated an ambitious programme conceived by the head

of town planning, architect, Oriel Bohigas (Permanyer 1991:9). It was continued by Mayor Pasqual Maragall and with a team of

urbanists, architects and historians, local and international artists were commissioned to develop a series of large urban spaces

(Webb 1990:185) in which art and water played major roles individualising and adding value to squares and park areas, and more



Left and above: Brossa, Transitable Visual poem in three parts: Birth,
Journey - with pauses and intonations and Destruction, 1984. Concrete.

Below: Corberó, Homage to the Islands, [sa]. Marble.
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importantly, instilling a sense of pride in the local inhabitants towards what they considered “their” space. The inclusion of art of

high quality as an important aspect of the urban development differentiated this plan from other international initiatives. The

intention was that the presence of the artwork/sculptured environment would create an aesthetic facility of which the people could

be proud and that would gain international recognition. Many of the sites developed in and around Barcelona are a combination

of art, architecture and landscape design. By 1990, with the construction and remodelling of over 200 new open spaces, parks,

squares and street areas, the City had become known as an open-air sculpture gallery. However, in most cases it has become more

than an outdoor gallery for the mere display of sculptures; artists collaborating with architects have created much needed public

facilities that are unique, have aesthetic value and have become important spaces of conviviality and community recreation and

gatherings. This achievement was recognised in 1991 when Harvard University awarded the City the Prince of Wales Prize for

its town planning and urban development. The relationship between space and people was an important criterion and took place

in consultation with the communities in each area.

The artists commissioned for these developments were well aware of the relationship of forms to site as opposed to the 

introduction and siting of a sculpture in a park. The creative interventions employed many modes of restructuring spaces such as

the division of space; alteration of levels; use of plantings to provide texture and colour; inclusion of sand, stone, grass, paving

and particularly, water; and the construction of utilitarian forms and spaces.  
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ARTWORK: PARC GÜELL, 1900 - 1914.
Plantings, concrete, rocks, glazed ceramic.

ARCHITECT: ANTONI GAUDÍ (1852 –1926).
SITE: Carrer d’Olot, La Salut, Gràcia district, Barcelona.
SITE VISITED: July 1988;  April 1992;  July 1994.

No discussion of the built environment and the artistic heritage of Barcelona can be undertaken without reference to one of the

City’s greatest architects, Antonio Gaudí. His influence is still evident world-wide in many structures that reference his use of

mosaics and resemble the famous serpentine mosaic benches that surround the elevated square of Parc Güell. Built on a steep

slope, the square, atop the Hall of a Hundred Columns, provides views across the City to the sea and to all the surrounding areas.

In his time he was considered either a genius or madman as his work was before its time, flamboyant, outrageous in its use of

organic form and daring. His sense of pattern, colour and design was strongly influenced by the writings of two English artists,

William Morris and William Ruskin. He was architect, painter and sculptor all rolled into one, evidenced in his use of organic

sculptural forms that comprise all the constructions at Parc Güell.

Parc Güell was constructed at a time when “the intention was to upgrade everyday life aesthetically … at a time when people

were bent on overcoming the division between art and crafts, and by extension, between art and life” (Zerbst 1988:151). Gaudí

sculpts space with form, and lights the area with the reflections of the mosaics. The use of mosaics in the development of many

public spaces world-wide owe their existence to Gaudí and his love of this medium.   
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ARTWORKS: FALLEN SKY and SPIRAL OF TREES, 1985-1990. 
Plantings, concrete, glazed ceramic.

ARTIST: BEVERLY PEPPER.
ARCHITECTS: Andreu Arriola, Carme Fiol and Enric Pericas.
SITE: Parc de l’Estació del Nord, Av. de Vilanova, El Fort Pius district,

Barcelona.
SITE VISITED: April 1992;  July 1994.

At Parc de l’Estació del Nord, existing station buildings were converted into a coach station, a

national theatre and as use for other civic activities while the gardens and adjacent properties

were developed into sports facilities and a new public park. An environment has been created that

gives expression to both the site’s past and present and takes into account the whole family. The

recreational area provides open grassed areas for the young to run around and play ball, for the

men to play their traditional game of boule, and for those who sit quietly watching the activities 

taking place around them.

The area was initially reclaimed from the sea, a fact that informs these site-specific artworks. The

artworks take the form of land formations, meandering ceramic fragments in the ground, seating

and lamp-posts. The Spiral of Trees revolves downwards into the earth as if a band of water is

returning to its former site beneath the sea or the sky revolving earthwards, while the earth and

ceramic mound, Fallen Sky appears to be a large wave rising from the swell of the sea or pushing
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up through the land. It is as if the sky is reflected in the surface of the mound. The blue ceramic

cladding equates the soft colours of the Mediterranean sea and sky. Two large white ceramic

walls create an entrance as if the earth is being parted and held back by the rolling foam of two

huge waves and linear formations of ceramic fragments, embedded within the grassed areas

create quiet ripples. The use of ceramic pays tribute to both Gaudí and the Spanish painter, Miró.

Pepper chose to interpret the space through ideas of earth, sea and sky, as well as the complementary

elements of light and shadow, sun and shade, yin and yang, to create a public place that is a

unique and wonderful playground for both young and old. Not only do the artworks create

an aesthetic and imaginative functional space, they recall the original site and require that visitors

reflect on the dualities of life: sun and shade, above and below, permanence and change. Spiral

of Trees, in its contained “pocket” space, is particularly popular with women and their young

charges. Fallen Sky, its linear ceramic ripples and the meandering tile pathway allows the more

adventurous to create their own imaginative journeys throughout the site. 

Interested in the notions of time and continuity, Pepper has created a work that imbues the place

with these elements in the changing of the seasons, the processes of growth, and in the comings

and goings of its regular visitors, recording the various times of the day through absence and

presence, activity or stillness.
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ARTWORK: ST GEORGE’S DRAGON, 1986. 
Painted steel.

ARTIST: ANDRÉS NAGEL.
ARCHITECTS: Peña Ganchegui, Francesc Rius.
SITE: Parc de l’Espanya Industrial, Placa de Joan Peiró, Sants district,

Barcelona.
SITE VISITED: July 1988;  April 1992;  July 1994.

The park, one of the main recreational areas in Barcelona, was constructed on the site of the old

cotton mills and covers an area of 50,000 square metres in a central area of the City. Two main

features of the development are the Baths of St George’s Dragon, a large artificial pool and

Andrés Nagel’s public sculpture of St George’s Dragon. The Dragon is an enormous play sculpture

of black painted steel. Children climb the stairs into the creature’s mouth and escape down one of

the three or four slides that present themselves from within the bowels of the Dragon. The artwork

takes its meaning from the patron saint of Catalonia – St George, and in turn, gives meaning to

both the place and the legend of which it is a part. Physically, the children, and those adults who

cannot resist the temptation, take delight in conquering the dragon. It is as if the children are

psychologically tempting the mythical figure to engulf them as they dare to enter a dark unknown

space but tease the creature as they escape triumphantly down one of the slides. A sense of cyclical

time and ritual takes place as the children repeatedly enter and exit the sculpture: they re-create

and repeat myth and history. 
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The park is centrally situated in the City and a popular venue. It provides a large recreational

space for the communities living and working in the area and the artificial lake is used throughout

the year for boating. A series of towers serve to create an optical illusion against an unsightly

background of a densely built environment as well as serving as viewing points and lighting

facilities.
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ARTWORK: THE GREAT WALLS, 1982-1983.  Brick, covered with powdered marble.
ARTIST: RICHARD SERRA.
ARCHITECTS: Pedro Barragàn and Bernardo de Sola.
SITE: Plaça de la Palmera, la Palmera, Eixample district, Barcelona.
SITE VISITED: April 1992;  July 1994.

This work by Richard Serra, similar to that of his Arc removed from its site in New York City due to public pressure, was extremely

successful and appropriate in this site in Barcelona. Different in intention although almost identical in form and function, it

consists of two huge austere concentric walls that intentionally divide the space of the park. What had previously been problematic in

Federal Plaza that of dividing the space, was appropriate and effective in the Plaça de la Palmera and became the “lungs” of the

working class area of Eixample. The Great Walls should have been confrontational in the immensity of their scale but, in this instance,

rather than aggressive, they complemented the large open site. To some degree, they enclose the open space, have a subtle reference

to bullrings, allow people to pass between these two arcs into two entirely separate recreational zones on either side of the Walls.

Unfortunately, these bare walls often invite graffiti – this could however, be seen as either positive and as an acceptance of

the artwork or alternatively, an attitude that considers the artwork immaterial.

One side of the divided space is a sandy open playing field in the middle of which stands the palm tree introduced to Barcelona

from America along with two acacia trees. The other side of the wall is a paved, shady intimate sheltered space with a small roofed

pavilion.   The success of this work is due to the relationships set up between artwork, site, audience and the resultant participation,

interaction or processes inherent in these relationships. The space is the artwork, with a total dependency between space and structure.

In many ways, irrespective of or because of its immense size, the Walls are unobtrusive and belong to their site. Place-making as

the intention of the work, has been effective in creating places of sociation for the surrounding communities.    
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ARTWORK: MATCH COVER (CAPSA de MISTOS), 1992.
Painted steel, fibreglass reinforced plastic. 

ARTISTS: CLAUS OLDENBURG and COOSJE VAN BRUGGEN. 
SITE: Located at a site overlooking the city, at an intersection of two new major roads within a 

newly developed sports fields complex for the Olympic Games, 1992, La Vall d’Hebron district,
Barcelona.

SITE VISITED: July 1994

In contrast to Richard Serra’s Walls, Oldenburg and van Bruggen’s sculpture is intended to be noticed. Large and constructed from

steel, the aim of Match Cover is to surprise and delight its audience by representing an everyday banal object sited in a non-art

nondescript T-junction intersection: the extraordinary in a bizarre context; in this, it asks its audience to question and re-assess

the everyday. The artwork is accessible in its openness of interpretation, its use of bright colour, in its function as both seating

and play structures, and in its uniqueness. It offers a place to rest or play while also touching the imagination. The language is

direct yet surprising and the site is sculpturally well articulated.

The artists have created a functional, aesthetic and imaginative public space. Intentionally or unintentionally, the artists have

transformed an open insignificant site into an exceptionally popular place. The presentation of everyday banal objects that require

re-appraisal by their audience has always been the focus of Oldenberg’s art. The ordinary made extraordinary. The latter is about

a social process of interpretation. Although the process was not collaborative in approach with regard to involving the community

or taking into account their ideas or possible needs, Oldenberg has nevertheless considered the sculpture with regard to its specific

publicness and created a work that invites participation. There is a definite interplay between artwork, audience and site. The site has

been articulated through a series of structures that encourage participation in one way or another, physically and conceptually. The
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Match Cover and accompanying elements of burnt and bent matchsticks are

both ordinary and absurd – this juxtaposition is more than enough to interest and

absorb its audience and has created a place that encourages sociation. Adults use

many of the structures as seating while watching the children who have transformed

the sculptures into play structures by climbing up, sliding down and balancing

along the forms. Significantly, there has been no vandalism of this work as it is

recognised as an artwork, not merely revered and observed, but appreciated and

enjoyed.
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ARTWORKS: RITES OF SPRING, 1986.
Plantings, concrete, on-site structures, bronze, stone, water.

ARTIST: BRIAN HUNT.
ARCHITECTS: Dani Freixes and Vicente Miranda.
SITE: Parc del Clot, Esculators Claperos, Le Clot, Sant Marti district, Barcelona.
SITE VISITED: April 1992;  July 1994.

Parc del Clot is situated in the rough industrial district of Sant Marti where housing is of a poor standard with few civic amenities.

The site with its old disused railway workshops and partially broken wall were converted into a public park with various amenities

and sporting facilities. The most important aspect of the project was the collaboration established between the design team and

the local communities in order to cater for what the communities considered to be important with regard to facilities and their needs.

Due to the size of the site, one of the main requirements of the community was easy access across the park. This was accomplished

by an elevated walkway straddling the space which also affords overall views of the site. Built on various levels that divide the different

activity areas, the park is a successful venture as seen by the number of local residents who constantly occupy the park daily irrespective

of time of day. On each of the visits to the park, I observed young and old engaged in activities extending from the popular game

of boule, to cycling, tennis, roller-skating, soccer and typical childhood games playing in the specially-designed infants’ playground

or adults taking advantage of time and place to sit quietly or gossip together about their day.    

Four main features identify the place and serve both functional and aesthetic needs. The walkway providing access and views

across the site juxtaposes the old wall that now operates as an “aqueduct”. This old wall provides cascading water into a pool

below used for romping around and keeping cool on hot summer days. Merely watching the falling water is a popular and refreshing

activity enjoyed by many who never tire of its fascination. 
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The other two features positioned at the opposite ends of the park are the intimate areas enclosed

by the multiple arched columns covered in ivy that provide shady quiet intimate spaces away

from the bustle of playing children. In the centre of each of these spaces, is a bronze waterfall

that carries water to the small stone causeway ending in a stone carved plant form that acts as a

spring and the origin of the water. These artworks by Brian Hunt together with the stone colonnaded

structures and enclosed spaces create a sense of ritual, a reminder of ancient temples and ceremonies

that may have taken place in similar spaces.    



Left: Martin Puryear, Pylons, 1995. Granite, stainless steel.
Above: North Cove, World Financial Plaza, Battery Park City, 1986. 



BATTERY PARK CITY PUBLIC ART PROGRAMME

LOCATION: Battery Park City, bordering the Hudson River at the south western point of Manhattan,
New York City, New York, USA.

ORGANISATION: Battery Park City Authority created in 1968 to develop a residential and commercial 
community and public waterfront together with collaborations with New York’s Public 
Art Fund Inc. to establish a temporary public art scheme.

DATE: 1980 – ongoing.
SITES VISITED: July 1997;  June 2003.

INTRODUCTION:

Approximately 92 acres of landfill on the site of the old piers off West Street have been transformed into a mixed-use residential

and commercial area with a public waterfront promenade linking gardens, parks, water features, plazas, pedestrian facilities and

amenities including an extensive public art and design programme. The 1979 master plan called for a number of special places.

Artists were introduced in the design process so that artworks would be conceived as integral to the overall fabric of the urban

scheme rather than additive “decorative” afterthoughts. In many instances the artworks are situated at pivotal sites where parks,

gardens, walkways, streets and river converge. Artists have used these locations to create works that provide observation points,

entrances, passageways and installations and enhance the viewer’s experience of the area and the surrounding views. 

Three of the major art environments are discussed although many artists were commissioned to create a range of works along this

waterfront, ranging from seating, tables and gateways to text, railings and water features.

157





158

Opposite: Details of artworks/street furniture along Battery Park City
Promenade.

Above and right: Tom Otterness, title and date unknown. Bronze and
Corten-steel.





ARTWORK: SOUTH COVE PARK,  1988.
Rocks, plantings, lighting, metal, wood and water. 

ARTIST: MARY MISS.
ARCHITECT: STANTON ECKSTUT.
LANDSCAPE ARCHITECT: SUSAN CHILD.
SITES: Southern end of Battery Park City Esplanade, bounded by a new housing development 

on the east side of South Cove, Manhattan.

South Cove is the result of the collaboration that produced a unique environmental artwork. Environmental artist Mary Miss,

architect Stanton Eckstut and landscape architect, Susan Child worked together on the project drawing on the location’s

historical and natural aspect. Re-interpreting elements of the given site such as a protected cove and the existing wooden 

pilings in the river, probably the support structure from a previous pier, they have re-created a secluded corner with a new viewing

platform, seating and a quiet recessed area that projects into the river.  Indigenous plantings that reflect the ecology of the

Atlantic seaboard have been re-introduced, combined with a walkway, gardens and lighting.                                      

South Cove locates its site and offers a unique public space with a circular jetty and boardwalk that gives access to the river and

an elevated viewing tower, 27ft in height, with its platform above the walkway that provides alternative vistas of the river. The

overhead railings of the viewing platform resemble the crown of the Statue of Liberty visible to the south, while lanterns with

sapphire blue lights are reminiscent of old ships. The jetty enclosure provides a quiet meditative space away from those passing

by, in which to relax and enjoy the sounds of the river and the combinations of colours and textures of materials. The ever-changing

levels define areas, separate structures and echo the rise and fall of the tides.
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Right: (Miyagi & Yokohari 1990:128)

Opposite page, top centre: (Higuchi 1991:27)

Opposite page, top right and below centre: 
(Cottom-Winslow 1991:169, 171)





ARTWORK: THE UPPER ROOM, 1987.
Concrete with aggregate, coloured glass, brass, gravel and blue stone.

ARTIST: NED SMYTH.
SITE: At the junction of Albany Street and the Esplanade, Battery Park City, Manhattan.

The Upper Room is a colonnaded court that creates an autonomous sculptural environment. It is suggestive of a sanctuary with

references to several cultures in its structural style, content, its use of materials, decorative and figurative elements and title. The

style of the structural elements are reminiscent of ancient Egyptian and Greek temple architecture with a small enclosed altar-like

roofed pergola, housing a richly embellished iconic palm, while the long central table with its twelve seats and iconic jewelled

palm rising from its centre together with its title becomes metaphorical of the Last Supper and further contributes to its air of ritual

and occasion. Ancient ritual is married to spiritual references through the juxtaposition of architectural style with functional

metaphorical forms. The intended quiet of the space, the positioning of the table with six chess boards inset into the tabletop,

encourage companionship and sharing between visitors to the site. 

The artwork itself is easily accessed physically and conceptually by both local residents and visitors to the area and is a popular

resting and meeting place. The siting is however problematic. On approaching the work from the city side in the east, you enter

into a space that offers an open uninterrupted view over the river, the Statue of Liberty and the New Jersey skyline. Looking back

towards the city from the Esplanade, The Upper Room is unfortunately, hemmed in and dominated by the buildings that surround

this contemporary interpretation of an ancient colonnaded structure. The visual impact and density of the buildings and trees do not

complement the work but contradict a space that should be open and serene that intends to provide solitude from the hustle and

bustle of the city.
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ARTWORK: THE REAL WORLD, 1992.
Bronze.

ARTIST: TOM OTTERNESS.
ARCHITECTS: Carr Lynch Associates.
SITE: Governor Nelson A Rockefeller Park, northern end of Battery 

Park City, Manhattan.  

The Real World, a permanent installation that creates its own specific environment of cartoonish

figures, located at the northern end of Battery Park City, is a satirical comment on the international

financial world at the centre of this development. The site is very popular with the white-collar-and-tie

business men who, surrounded by a fanciful miniature society of “fat cats” and workers, predators

and prey, play chess or have lunch at the tables and benches provided by this artwork. Tom

Otterness, taking a completely opposite view of life in his whimsical but cynical critique of the

world of finance, The Real World creates a small enclosed, almost private, park area. It is populated

with fat cats and workers, bronze-cast figures that represent power struggles between those who

have and order and those who obey. This is achieved by a series of allegories expressed through

the concept of the “food chain” in which cartoonish semi-human figures carefully, stealthily watch

and wait: the fat cat-person sits contemplating the fat flat fish on a plate; a dog watches the cat

stalking the bird about to eat the worm; the workers (like mice) scramble around a strapped-in

cat unable to move fast; a giant’s clenched fist prevents the small workers from gaining access;

high on a lamp-post a serpent asserts his conniving powers; while on another lamp-post a puffed-out

regal bird-figure oversees this madness of greed and power.
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The artist has created a world that is easily accessible in its figurative imagery yet with a note of

discord and criticism in its commentary. Nevertheless, it enchants all who visit the work, young

and old. The sculptures are particular favourites as their scale and physical accessibility is

appealing and the fancifulness of the cartoon figures ridicules and entertains. Elements such as

ladders, footsteps and chess boards all invite participation. The artist further comments on the

business world as a skilled game in which one has to outwit one’s opponent. This whimsical

work combines popular metaphors with humour in an allegory of greed and stupidity. The work

is the result of collaboration between artist Tom Otterness and the architectural firm of Carr

Lynch Associates in which the sculptural objects populate, interact and combine with the space

to create a small public park that is both an artwork and a public amenity, with the one aspect

enhanced and supported by the other.

This is one of few public artworks that is not compliant with the institutional structures that govern

and commissioned the work. It questions the status quo of capitalism and the divide between the

rich and the poor using the absurdity of large and miniature scales, and the frivolous underpinned

by the serious. As in other areas of Battery Park City, equal consideration has been given to

materials and maintenance, site and placement, accessibility and critique, audience and audience

participation, function and aesthetics. It is interesting to note that those who belong to the world

he critiques, are in fact the most frequent visitors.  
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Seattle International Fountian, (Artist and date unknown). Seattle Center, site of the 1962 World’s Fair. It is now a 
74-acre urban park and cultural centre.



SEATTLE PUBLIC ART PROGRAMME  in CITY AREAS. 
City of Seattle, Washington State, USA.

INTRODUCTION:

Today’s global society “manifests its world-view by default in the anonymity and lack of feeling of its open spaces and in its

abstracted notion of ‘the public’. The role of [public] art is to transform spaces into places, the public into people. … Art [in any

public context] needs to be more than a cosmetic intervention if it is to be a catalyst for cities conducive to wellbeing” (Miles

1989:4). South African visitors4 to many cities around the world are frequently surprised when they unexpectedly happen upon

artworks on street corners, in public parks and plazas, along waterfronts or tucked away in suburban settings or beside rural pathways.

Visitors who are accustomed to seeing art in museums and galleries, will be even more astonished and perhaps dismayed to find

themselves walking over works, children climbing on sculptures and running in and out of sculptural environments, and people

of all ages interacting with artworks in one way or another. Many of these works deal with the popular and the mundane.

Among the many percent for art policies instituted in America, Seattle has one of the most diverse and successful public art 

programmes. The Seattle Arts Commission supports the belief that art can provide a sense of belonging and identity and enrich

the life of its communities and quotes Mayor Norm Rice as saying, “without the arts we have no soul”, and with regard to freedom

of expression, the Commission states that “a community which fosters freedom of speech and thought will advance as a society.

Artists play an important role both in reflecting and challenging the social concerns of the day. The strength of the United 
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4South Africa has lagged behind international trends with regard to art in the public realm. The intention of this Part is to expose the diversity of roles which international artists undertake
in creative interventions within public contexts.





States rests in its tolerance of divergent opinions and ideas” (Seattle Arts

Commission 1995:3, 10). The Public Art Programme has initiated diverse

modes of creative interventions from permanent public art, temporary exhibitions

sited in and around the streets of the city, community collaborations with

City Departments such as Protectional Services and Police Departments,

through to environmental and ecological projects.

The Public Art Programme comprises a large number of projects in and

around the City of Seattle. Only four projects within the city area have been

selected for discussion in this Section. Several other projects in the urban

context are discussed in Section II  
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Mark Lere, Seattle Scatter Piece, 1986, at Beacon
Hill Reservoir, Seattle. Concrete.

Opposite page: Detail of Seattle International
Fountain, Seattle Center.





ARTWORK: JAIL HOUSE GARDEN, 1987.
Concrete, cement aggregate, mosaic and tile. 

ARTIST: MARTHA SCHWARTZ. 
PROJECT: King County Correctional Facility.
ORGANISATIONS: Seattle Arts Commission, Correctional Facilities.
SITE: 500 Fifth Avenue, downtown Seattle.
SITE VISITED: July 1997.

Jail House Garden was commissioned for the King County prison located in downtown Seattle. The tiled plaza acts as a transitional

buffer zone between the prison environment inside the building and the street outside. The work belies the emotional and controversial

nature of the building and presents an alternative face to the public. On entering the space of the Garden, the discomfort of the

prison environment is temporarily reduced by the surreal mindscape that has been created. The selection of sky blue, greens and

acid yellow colours, together with the clarity and order of simple designs, patterns and geometry distances the space from the

passing traffic. The colour combination creates an illusion of coolness and spaciousness emphasised by the illusion of passing through

the image of a large wall mosaic of an arched entrance which depicts an empty space. This mural enforces the idea of passing

through, conceptually it becomes a metaphor for a rite of passage from one existence to another.

A variety of geometric structures planted within the parameters of the Garden act as seating surfaces, demarcate and define the

patterned floor space of this eccentric Garden and this metaphorical “free” and open environment before entering the building.

The precision and geometry of the architectonic structures relate the space to the surrounding built environment, the mural archway

echoes the “emptiness and futility” of incarceration, and the colours and ceramic mosaic medium creates a quality of space that

is devoid of emotion that equates a surreal dream world.   
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ARTWORK: DANCERS’ SERIES: STEPS, 1982.
Cast bronze. 

ARTIST: JACK MACKIE.
PROJECT: Broadway Local Improvement District (LID).
ORGANISATIONS: Seattle Arts Commission, Private businesses (LID), Engineering Department.
SITE: Eight locations along Broadway, Capital Hill, Business district, Seattle.
SITE VISITED: July 1997.

The Dance Steps were part of the renovation plans for the Broadway business district, a busy shopping area. Eight series of

bronze-cast soles of shoes have been inlaid into the sidewalks arranged in the formation of a couple’s feet performing a particular

dance. The directions and step-by-step movements are indicated by numbers and curved arrows. The combinations of the soles,

imprinted patterns, numbers and lines create a lyrical and visual language of fast, slow, sweeping and swirling movements of the

absent dancers. The artist has identified the character of the site and engaged with his audience through a sign language that is

easily accessed. The soles of the shoes imply the dancers who over time have layered their movements into the sidewalk as do

the many people who constantly re-enact the steps. These movements, past and present, become a celebration of the passage of

time. People passing over the work provide the present tense and the constant treading of shoes polishes the bronze that glistens

in the light and declares their presence. Passers-by are enticed time and time again to follow the steps, dance the dance, and 

re-enact the festivities of dancing in the streets. These invitations are hard to resist. The artist has focussed the work on his audience,

on the relationship between people and the place.
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ARTWORK: NEOTOTEMS, 1995.
Bronze, text, map and cement paving. 

ARTIST: GLORIA BORNSTEIN. 
PROJECT: Seattle Center.
ORGANISATIONS: Seattle Arts Commission, Seattle Center. 
SITE: International Fountain area, Seattle Center, Seattle.
SITE VISITED: July 1997.

Neototems is based on a Native American legend related to the site: the “mother and infant whales” are a reminder of a time past,

expressed in the legend that whales used to pass beneath the Fountain area through an underground spring from Elliot Bay to

Lake Union to give birth. The artwork refers to the migration and gathering that occurred on the site in archaic times and the title

alludes and pays homage to the legend. The legend in English and Lushootseed together with a 1908 map of Seattle was sandblasted

into the cement tail of the whale. (Blankstein 1996:57)   

A sense of belonging and connectedness is apparent in the pair of whales that rise out of a sea of grass that surrounds the

International Fountain at the Seattle Centre. These mammals are tame enough to befriend. A feeling of well-being is evoked as

visitors “whale-watch” while a small boy rides on the back of the mother whale safe in the knowledge that she will not harm him.

There is a feeling that both young and old “whale-watchers” envy the child’s innate understanding of this connectedness

and all share in his adventures.
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Unfortunately, insufficient thought was given to the installation and the physical relationship between artwork and site. Its 

popularity became its downfall. The surrounding grass could not sustain the constant tread of small feet and eventually the area

surrounding the forms was cemented and incised with a rippling effect that now isolates the forms from the sea of grass. An alternative

more aesthetic solution would have been to mosaic the area in a range of blue and green colours. The concrete surround acts as

a plinth and the “whales” become sculptures!    
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ARTWORK: WESTLAKE STAR AXIS/SEVEN HILLS, 1988.
Bronze, text, map and cement paving. 

ARTIST: ROBERT MAKI.
ARCHITECTS: Robert Hanna, Hanna/Olin, LTD.
PROJECT: Westlake Park.
ORGANISATIONS: Seattle Arts Commission; Parks and Recreation Department; Community Development 

Department; Design Commission; and general public. 
SITE: Westlake Park, Fourth Ave and Pine Street, downtown Seattle.
SITE VISITED: July 1997.

Major elements within the Westlake Park development are the 24ft-high stone arch with a speakers platform, surrounded by a series

of large steps that provide seating; a 64ft-long post-and-lintel water wall; seven sculptural elements symbolising the seven hills

on which Seattle is built; and interlocking red, white and grey granite paving

Built into the downtown area of central Seattle, the large open plaza area was the result of an extensive collaborative process

with the public and several municipal departments in the redevelopment of this central communal space to create pedestrian

links between the park and the surrounding built areas while retaining its separate identity and place in the city. The most effective

and imaginative element is the water wall. Its construction forms three “square columns of water” and two huge walls of cascading

water that create a passage through which one can walk. This water system is time-controlled and flows only at certain times of

the day. This seems somewhat illogical as the city centre is always busy.  It is not known whether the water is turned off or freezes

during winter and if so, it would seem an inappropriate work. The cascading water is the artwork! Even in June, I had to return

to the site several times before I was able to see the fountain working. Without the flowing water, the structure loses all impact
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as these water walls and columns give vitality and imagination to the site, without which the

plaza is like any other. The entire area is paved in red, white and grey granite stone, inlaid at

intervals with a series of bronze plates that record historical details. The seven geometric sculptural

elements add little to the imaginative quality of the site and are easily overlooked as they are too

similar to the built surrounding area.

The area is popular as it creates a welcome open public space in a busy city centre and although

it echoes the geometry of the city it also recalls its surrounding areas of water and the Cascade

Mountains to the north and visitors are reminded of their connection to the land.        

**Note: the following selected art sites are all individual projects.
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(Cottom-Winslow 1991:222)



ARTWORK: CALIFORNIA SCENARIO, 1980 - 1983.
Rocks, stone, slate, plantings, water. 

ARTIST: ISAMU NOGUCHI. 
CLIENT: Henry T Segerstrom.
SITE: South Coast Plaza, Costa Mesa, Orange County, California, USA.
SITE VISITED: June 1997.

In the centre of a commercial complex in Costa Mesa, south of Los Angeles, is a small public

area articulated through the use of stone, water, sand, and plantings. It is neither a garden nor a

park. The space constitutes an artwork, a place that in itself elicits a very particular response

from its audience. Author and specialist in architecture and landscape architecture, Lyall states

that Isamu Noguchi was an artist who claimed to sculpt space, that he created spaces with people in

mind and that he regarded an empty space as having no visual dimension but that it obtains scale

and meaning only when it is articulated by material and audience. Sculptural objects create space

(1992:184).  The audience becomes part of the space, part of the sculpture. This work creates a

space that reflects the natural environment: the open plains and the emptiness, the arid expanse

of the desert, a sense of the indigenous forests and the ebb and flow of the ocean. The 45° slanted

side of the freestanding triangular stone wall provides a trough for a time-sequence controlled

flow of water equating tidal cycles. This becomes a stream that meanders across the space

and disappears under the stone pyramid with its highly polished granite surface reflecting the

sky5. Together with the plantings and the minimalist use of form and material, Noguchi has created
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not only a sense of isolation and separation, but has also provided an oasis in a built environment,

a place of quiet meditation away from the stress of the commercial world that surrounds it, a

place that seems to evoke an awareness of our solitude. As a Japanese-American artist,

Noguchi has successfully married east and west in his use of form and materials in which his

minimalist approach gives emphasis to and sets up a tension between the media and space.

As I entered the space I was aware of being within a particular place, a space that is autonomous

and “of itself” where a sense of quiet and reflectiveness is required.  The site is enhanced by

being mirrored in the glass facades of the buildings that enclose the space, and by its resemblance

to the walled enclosures of Japanese rock gardens. Natural materials, plantings and colour are 

juxtaposed to emphasised cyclical time that creates tensions within the space yet nevertheless retains

its minimalist simplicity. One’s connectedness to the land is compounded by the relationship to

the site and the careful selection and siting of natural elements.   
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ARTWORK: UNTITLED, date unknown.
Stainless steel, paving, pebbles, grass, water. 

LANDSCAPE ARCHITECTS: PETER WALKER; William Johnson & Partners: Cesar Pelli.
SITE: South Coast Plaza, Costa Mesa, Orange County, California, USA.
SITE VISITED: June 1997.

Within present post-modern thinking in landscape design, architecture and public spaces, boundaries between these fields of study

overlap and definitions seem unnecessary. Walker has designed an artwork that reflects both the façade of Plaza Tower and the

sharp light of this Californian coast, while simultaneously being reflected in the glass of the Tower. Two stainless steel circles are

symmetrically placed within the paved entry court demarcated by bands of stainless steel and concentric rings of paving and grass

that echo ripples in the water. These two immaculate and precise geometric circles of steel and water capture the imagination as a

reflective mirror. The surface appears to be as smooth as glass but on closer observation, water slips silently and unobtrusively into

narrow channels between the concentric sheets of water. Although this appears to be an austere corporate work, it is a quietly fascinating

minimal work that fulfils the criteria of public art: that of place-making, of an imaginative accessible artwork that alters one’s

experience of the space while encouraging an aesthetic emotive response to the site. 

Peter Walker has essentially captured a sense of place and the relationship of material, space and surfaces to the built environment

of architecture. The artwork within its surrounds and glass tower complement and reflect each other. While the symmetry adds to

the harmony and meditative ambiance, the concentric rings define the place. Walker has drawn from 
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(Holden 1996:161)



minimalist sculpture, land art, experiments in phenomenology and painting. Apart from the need for a landscape
to be a gift to society as a whole, as well as meeting the needs of the client, his argument is for an internal
order and structure … and conceptual strength: ‘Without … internal order, the work of landscape [and public
art] becomes invisible, blending into the continuum we call landscape … . Being appropriate or pleasant is
not sufficient to sustain interest … if it is to be seen, it must have something to say or be about, perhaps
several things at once (Lyall 1992:23).

Walker’s philosophy would seem to be influenced by Zen gardens in the reduction of material and use of rhythm and repetition,

sensitivity of juxtaposition of material, texture and colour, and in the site’s clarity, simplicity, use of light, and in its timelessness.
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ARTWORK: UNTITLED, date unknown.
Painted steel, paving, grass, water. 

ARTIST: GEORGE SUGARMAN.
LANDSCAPE ARCHITECT: Unknown.
SITE: Business Centre, Irvine, Orange County, California, USA.
SITE VISITED: June 1997.

Sugarman created a colourful and fanciful world of strange flowers and plant-like forms that function as benches and tables for

office workers. The paved forecourt acts as a stage for this theatrical scenario which surrounds the fountains, the landscaped area

of the curvilinear grassed terraces and the central expanse of water. The road that appears to float on it, divides this expanse of

water from the semi-circular grassed amphitheatre on the opposite side.

The artworks should have become part of the paved and landscaped areas in this corporate space. However, they are positioned

within the space yet appear not integrated with their space. Although the paved and landscaped areas are sufficiently expansive

to accommodate sculptures, the geometry and scale of the offices and buildings dominate and dwarf the artworks. Even the colour

and playfulness of these artworks are unable to create a comfortable existence within the austerity of the site. The artworks are

well conceived and successful but within the context of this space, they seem out of place and may have been more suitably sited

within the grassed areas.  

There is an apparent conflict of intentions between landscape and artworks. This is frequently the case when an artist is introduced

at the end of a project to “decorate” the space with art. The environment is an open quiet ordered space in which the geometry is

177





broken by rhythmical forms and shapes, and where the austerity is played off against the texture and colour of grass and water.

It is a space for reflection. The artworks on the other hand are imaginative and colourful and tease the viewer with their playful

associations. They are bold and confident and should have been able to assert themselves within the site but they are unfortunately,

ill-considered within the planned environment.    
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ARTWORK: THE RITES OF SPRING FOUNTAIN or FONTAINE IGOR 
STRAVINSKY, 1980.
Steel, fibreglass, paint, sound, spouting water.

ARTISTS: NIKI DE SAINT-PHALLE & JEAN TINGUELY.
SITE: Place Igor Stravinsky, opposite the Pompidou Centre, Beaubourg, 

Paris, France.
SITE VISITED: October 1989;   May 1992;   September 1994.    

This fountain is popular with both young and old. It is a magical place, filled with the joy and

fascination of its viewers as the machine-like forms and colourful kinetic sculptures continually

spray water, create disorder in surrounding water, and entice passers-by to linger and appreciate

this fanciful sight. Scattered throughout the large rectangular expanse of water, each of the

brightly coloured creatures and objects playfully twist on their spot and spurt their water far

and wide, while the contrasting metallic mechanical forms clank and churn up the surrounding

water. A large pair of very red lips seems to laugh as they spew forth a spout of water

while the spiralling snake spits in all directions. In Europe, more so than in America, it seems

that local residents and visitors alike, still enjoy the many city parks and fountains that have

been at the core of European city and urban life.  These green spaces and water features relieve

the bustle of the built environment and provide recreational spaces that encourage sociation.   
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ARTWORK: L’ ÉCOUTE (Listening), date unknown. 
Carved stone, paving, grass, water. 

ARTIST: HENRI de MILLER.
SITE: In public square alongside St-Eustache Church, Les Halles, Paris, France.
SITE VISITED: September 1994.

Situated between the Metro station, the Bourse de Commerce (the Produce Exchange) and St-Eustache Church in the area

of Les Halles in central Paris, is a popular open area removed from the busy traffic and bustling streets. This old market area was

developed as part of a new concept of urban space. Children play, people meet and talk or sit and read while others watch. The

artist and architects have interpreted the space in paved curvilinear design, concrete, grass, quiet running water, space and sculpture

and created an imaginative amphitheatre-like plaza. As one stands on the steps looking towards the open arena, one can imagine

the echoing sounds and bustling movement of people in what was once the old market place delineated by the curvilinear patterns

inlaid into the paving and by the sculpture representing a person with his hand to his ear. l’Écoute, a giant-size head seems to represent

people throughout time who have watched life pass through this space and who have listened to the voices of choirs and “the

word”emanating from the Church. The history of the site is embedded in the simple concept of life as a stage from which to watch,

listen and contemplate. Visitors to the site become both present-day actors and audiences to past dramas. 
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ARTWORK: UNTITLED, 1988 - 1991.
Orange, ochre, red and brown paving bricks.

ARTIST: TESS JARAY.
ARCHITECTS: Birmingham Design Services Design Team, Birmingham City Architects. 
SITE: Centenary Square, International Conference Centre, Birmingham, West Midlands, UK.
SITE VISITED: October 1994.

Is paving art or design? Now an element in the many new approaches to public art, one of the most well-known examples must

be that of Tess Jaray’s “Persian carpet” for Centenary Square at the International Conference Centre in Birmingham. Inherent in

the work are references to the many Middle Eastern places of worship and public gatherings in which vast open areas are covered

with an array of beautifully woven patterned carpets that turn these empty spaces into elaborate outdoor reception halls of exquisite

colour and texture. Place-making is at core of this artwork. 

Looking down on this carpet of bricks creates an experience of space greater than its reality purely in its concept and particularly, in

the absurdity and beauty of a carpeted public square. The answer to the question as to whether this is street design or art, is supplied

by the work itself. Who but an artist would bring such imagination to a design team for the refurbishment of a utilitarian public

space. The design concept of the carpet as a runner is exploited to the extreme as it extends to the sidewalks and connecting

passages through to the spaces beyond the square, creating a unifying theme throughout the area. The “carpet” works successfully

because of its quality of craftsmanship in which the accuracy of the strictly geometric patterns has been retained, maintaining the angles,

linearity and parallels over long distances. The paving also appears to change colour with the position of the sun giving a sense

of light and life to the square. If place-making was the intention of this design team, the splendour of the brick carpet is successful in

fulfilling this intention.
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Photo credits:
(Below and far right top and below:
Harris 1991:44,45)



ARTWORK: PASSAGE PAVING, 1983.
Carved stone and slate. 

ARTIST: RICHARD HARRIS.
SITE: South Bank, Thames River outside Festival Hall, London, UK.
SITE VISITED: May 1992;  June 1998; June 2003.

Sited on the embankment outside Festival Hall, Passage Paving provides access between the

upper and lower walkways. If paving is “art”, can a functional stepped passageway be classified

as art? The sculpture was built for the South Bank Sculpture Show hosted by the Hayward Gallery

as a temporary installation. The reason for constructing the artwork was the site itself – a grass

bank that was signposted for people to keep off the grass, even though there was no easy access

between the upper and lower levels of walkways along the Thames Bank. New attitudes to artworks

in outdoor contexts have taken into consideration the  physical structure of these sites and uses

of these spaces. Passage is a logical result to a practical problem. It is also an imaginative sculptural

solution. It appears as if the bank has been parted with dressed stone building up an alternative bank,

folding back on itself, revealing and opening a narrow passage through the grassed bank.       

Viewing the artwork and physically experiencing it by walking through the Passage offers different

perspectives of the work. One is the formal appreciation of the relationship between site and artwork

and the other is that of squeezing through the space and being encompassed by the flow of the

illusion of movement. The sensation of walking up is different from walking down the stairs.     
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ARTWORK: ARENA, 1983. 
Carved Portland stone. 

ARTIST: JOHN MAINE.
SITE: South Bank, Thames River outside Festival Hall, London, UK.
SITE VISITED: May 1992; June 1998; June 2003.

Arena, located on the walkway at South Bank a short distance from the previous work discussed, Passage, was also constructed

on-site for the South Bank Sculpture Show hosted by the Hayward Gallery as a temporary installation and thereafter purchased by

the former Greater London Council for the Arts. The relationships established between site, artwork and content are direct and

appropriate, that of a small outdoor arena at Festival Hall. Formal assessment of the artwork provides an analysis of a structure that

articulates and manipulates its space through the craftsmanship of its construction of forms, creating an environment that has a

quiet yet dynamic sense of movement within the space.

Conceptually, located along a busy and popular waterfront area, Arena could be interpreted as referring to the everyday arena of

life controlled by its players, society, who pass without notice but constitute the fabric of a society twisting and turning, as do the

carved stones of this outdoor stage. Both the arena of life and this outdoor space are always in flux as people move in and out of

the confined yet open spaces controlled by the actions of its players, society itself. The work also presents itself as a meetin place,

somewhere for people to gather, meet and socialise.
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ARTWORK: RIVER TYNE, 1996 and KEELROW, 1996.
Relief sandstone carvings.

ARTIST: NEIL TALBOT.
LETTER CARVER: GRACIELA AINSWORTH.
SITE: Retaining wall at Wesley Square, East Quayside, Newcastle, Tyne and Wear, UK.
SITE VISITED: September 1989;  June 1992;  April 1997;   June 2003.

North  east England suffered economically after the closure of many coal mines and the decline of the shipping industry. The

Tyne and Wear Development Corporation was established to refurbish and regenerate the region and together with Northern

Arts played a major role in acquiring a large number of artworks and sculptural environments, many developed in collaboration with

communities. The 1990s saw the transformation of the area and particularly, Newcastle’s East Quayside from post-industrial dereliction

to a popular mixed-use area of restaurants, offices and housing linked by a riverside promenade. The area received a Civic Trust

award for urban design in 1998 (Usherwood et al 2000:105).

Carving directly into the newly constructed retaining wall, the artist worked on-site recording and mapping the course of the River

Tyne and selected important sites, historical buildings and bridges. The new sandstone wall follows the line of the of Newcastle’s

14th century Town Wall demolished in 1763. It records approximately 30 miles of landmarks in a 100ft-stretch on a new “landmark”.

History is reconstructed and layered on history, recording time and place. Simple realistic drawings of sites are precisely carved

into the sandstone. The work is discreet but announces itself when light and shade is caught in its surfaces and on closer inspection,

the viewer is rewarded with details of the history of the river. Set alongside the newly refurbished riverside promenade, the area

presents itself as both a waystation and historical site. 

184





Behind the wall to the west, are the newly constructed Sandgate Steps that form part of the upgrading of this site and includes

a  further work by Talbot, Keelrow. The folk song, “Weel may the keel row!” has been called the Tyneside anthem and dates from

1760. Sandgate was one of the main thoroughfares into Newcastle from the river. The carving details the flat-bottomed “keel”

boats that hauled the coal up and down the river. “Their name was derived from the weight of coal that they could carry, one keel

equalling 21tons and 4cwts” (Usherwood et al 2000:109).     
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ARTWORK: CONE, 1990.
Scrap steel.   

ARTIST: ANDY GOLDSWORTHY.
SITE: Located along pathway of the Riverside Sculpture Park, above Pipewellgate, in a wooded 

area of the bank, Gateshead, Tyne and Wear, UK. 
SITE VISITED: September 1989;  June 1992.  

Goldsworthy selected his material for Cone based on the previous industry of an old foundry located on this site. It is constructed

from layers of differing thicknesses of steel plate as if left over from the previously vibrant shipbuilding industry and economic

stability of the region. Oxidisation of the medium has turned the sculpture into a deep rusted red colour that embeds the work in

its wooded area and thus draws from both the urban and natural character of its location.    

The work is fascinating, imaginative and confrontational. Are its fragments of steel merely “balanced” layer upon layer upon layer

– and if so, will they ever fall apart or are these fragments so compacted as to make the artwork completely stable? The craftsmanship

is intriguing: the fragments vary from thin and small to thick and larger in size – how do they fit together so well and how long

did it take to construct this work with such precision? You are left overawed with your questions forever unanswered but forever fascinating.

The simplicity of this artwork belies its impact. It remains in your imagination, the aggression of its medium made beautiful through

time, craftsmanship, and its aesthetic quality unquestionable. The Cone imbues the site a sense of mistery and intrigue, and

encourages those on the pathway to stop and enjoy the relationships between the natural and the industrial, between the known

and the new. 

186





The Riverside Sculpture Park is located on the previously derelict area that was once the site of

iron foundries and loading staithes or quayside coal depots for loading the keel boats and is now

a popular area for joggers and fishermen. Bottle Bank, part of the rehabilitation project for the

area, is built on the oldest part of Gateshead that had been an area of slums until the 1920s. 

Bottle Bank follows the slope of the bank while its construction of arching steel forms reflect the

structure of the Tyne Bridge in the background. Harris relates the artwork to its site in its direct

reference to the numerous bridges that cross the river, and in its curve that redefines the bank.

Imaginatively however, from a distance the structure takes on the character of a large skeleton

of the dinosaur era, partially revealed, embedded in the earth. The work demarcates the pathway

and appears functional in its similarity to the bridges but on inspection, walking along the path,

it is as if passing through an “open tunnel”. This latter aspect too, locates the work and attaches

local distinctiveness in reference to the area’s previous mining activities. 
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ARTWORK: BOTTLE BANK, 1986. 
Stone and steel.

ARTIST: RICHARD HARRIS.
SITE: Located along the pathway of the Riverside Sculpture Park, between the 

High Level and Tyne Bridges, Gateshead, Tyne and Wear, UK.   
SITE VISITED: September 1989;  June 1992.  





MEMORIAL: VIETNAM VETERANS MEMORIAL, 1982. 
Black polished granite, text and land formation.

ARTIST: MAYA LIN.
SITE: Constitution Gardens, Washington DC, USA.
SITE VISITED: May 2003.

Commemoration is not an immaterial idea; there is evidence of it all around. In cities and communities
nationally and internationally, monuments, sculptures, and other tributes recall an ‘official’ history – an
approved, preordained process of recollection. … Commemoration generally refers to a past, yet it is 
dedicated to future viewers and next generations who will experience the provocation of memory in their
own lives (Phillips 1997:22, 25). 

Most memorials involve controversy because of the emotive content of these structures, as was the case with Maya Lin’s award

winning design for the Vietnam Memorial in Washington DC. The controversy evolved out of the fact that the design did not

include the usual figurative images. This was resolved by the addition of a more traditional figurative work installed nearby. 

Vietnam Veterans Memorial Fund, Inc., a nonprofit charitable organization formed to establish the memorial
… . The founders wanted Vietnam veterans to have a tangible symbol of recognition from American 
society. They early on realized that whatever design would ultimately result, four basic criteria had to be
met: (1) that it be reflective and contemplative in character, (2) that it harmonize with its surroundings,
especially the neighboring national monuments, (3) that it contain the names of all who died or remain 
missing, and (4) that it make no political statement about the war. By separating the issue of those who
served in Vietnam from that of U.S. policy in the war, the group hoped to begin a process of national 
reconciliation (Official Information Pamphlet 1997).
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Lin’s design has captured the minds of not only the people who suffered loss as a result of this war, but of all who visit the site.

However, it must be agreed that the underlying concept of the monument is not a commemoration of a victorious event. The

engraved names become the memorial, the Wall merely the carrier or vehicle of a tragedy. Irrespective of the four requirements,

the Wall is not merely a memorial to those who died in the Vietnam War – it nevertheless, in a subtle subliminal way, critiques

the actions of those in power. Loss is made visible and the futility of this causes anger; the enormity of that loss is felt by all who

visit the site. The mere act of walking through the site, makes one an active and automatic participant in these emotions, in the

sharing of the loss, whether or not the person is a relative or merely a visitor. The universality of its content has made the

Monument public, belonging to all, and it has become an international symbol of the futility of war. The Wall does not idealise

war; it does not accept the justifications for sending young people to war; it does not memorialise their deaths as victorious; rather,

in the most simplistic manner, it critiques the consequence of war, that of loss; and in this, it comments on the loss of all souls

sent to war; and it is this comment of futility and loss that popularised this Memorial, that is the reason for its acceptance, and

claimed by all as public property. 

Visiting the site on Memorial Day was a special experience. Hundreds of people patiently, reverently but with a camaraderie,

slowly in a never-ending line entered, descended into and were embraced by the site. The visitors were reflected in and mirrored

by the polished granite as if the living became one with the text, with those whom they came to remember. Looking back as I

was leaving, the sight of the living reflected amongst the names of those being remembered evoked a strong feeling of awe. It

was as if loved ones past and present were reunited in these fleeting reflections through their “rememberings”.     

189





MEMORIAL: FRANKLIN DELANO ROOSEVELT, 1997.   
Bronze figurative sculpture, red granite architectural 
structures, plantings and water. 

DESIGN ARCHITECT: LAWRENCE HALPRIN.
ARTISTS: Various.
SITE: Constitution Gardens, Washington DC, USA.
SITE VISITED: May 2003.

The Franklin Delano Roosevelt Memorial is as different in approach to traditional memorials as

is that of the Vietnam Memorial: no heroic rider on his horse or great figurative image on a

pedestal. The memorial covers a 7.5 acre site with shade, trees, waterfall, granite architectural

structures, text, sculptures, quiet corners and secluded gardens, divided into “four outdoor rooms”

that represent Roosevelt’s four terms of office. It is a special environment that invites its audience

to participate in everyday simple yet intimate moments and great and important thoughts of a

President. Roosevelt’s words speak to us from the engravings cut into the granite walls. Visitors

share in the despair of the “bread line”of the Great Depression. The cascades of water not only

add to the calming quality of the sound of water but contrast with the solidity of the red granite.

A particularised space has been created in which visitors can participate and contemplate the life

of the former President. 

Contemporary memorials have taken an alternative approach – one that is more human and

allows the ordinary citizen to participate in the lives of those being commemorated rather than

merely observe from the base of the plinth. 
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Neil Estern, Eleanor, 1997.
Bronze.



Inscriptions, carved by John Benson, emphasise what Roosevelt referred to as “the path of social justice”.
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George Segal, Depression Bread Line, 1997. Bronze. 

Neil Estern, FDR and Fala, 1997. Bronze. 

George Segal, Fireside Chat,
1997. Bronze. 

Robert Graham, FD Roosevelt,
2001. Bronze. 





MEMORIAL: FRANKLIN COURT, 1976.
Steel, paving, concrete, text, sections of original basement.  

ARCHITECTS: VENTURI, SCOTT BROWN and ASSOCIATES (VSBA).
SITE: On site of original house, Philadelphia, Pennsylvania, USA.
SITE VISITED: May 2003.

Franklin Court consists of a memorial artwork and museum to Benjamin Franklin and features what the architects call “ghost archi-

tecture”. The approach to the design for the memorial was to place the museum underground and, above ground, a sculptured environ-

ment and public square with a steel armature that follows and outlines the original structure of the house. The ground plan is

demarcated on the paving and at intervals, visitors are given an insight into archaeological remains of the basement as well as into

the intimate relationship between Franklin and his wife through inscriptions from personal letters recorded in the contemporary

architectonic niches. Once again an important public figure is presented to the public in a way that encourages the viewer to participate

in the ordinary aspects of the person’s everyday life.  The site is a relationship between people, open structure that implies built

form and commemoration. 

The complex can be considered a memorial, a public artwork and a pleasant public amenity for both locals and tourists alike. Text

in the paving provides information of the ground floor planning as well as the rooms situated on the second and third levels.

Franklin’s letters to his wife give a personal experience of an ordinary couple planning their new home. Unfortunately, at the time

of my visit, reconstruction was being undertaken in the small entrance area to the site which affected the quality of simplicity,

strength, clarity and serenity of the site.  
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MEMORIAL: JAPANESE AMERICAN HISTORICAL PLAZA, 1990.
ARTWORK: SONGS of INNOCENCE, SONGS of EXPERIENCE, 1990. 

Bronze relief columns, rocks, paved pathways and haiku 
poetry.

ARTIST: JIM GION.
LANDSCAPE ARCHITECT: ROBERT MURASE.
ORGANISATIONS: Metropolitan Arts Commission; Oregon Nikkei 

Endowment.
SITE: North Waterfront Park, Portland, Oregon, USA.
SITE VISITED: July 1997.

The Plaza could be considered a “garden of remembrance” to human injustices, in this instance,

of Japanese-Americans and immigrants who were forced to leave their homes, relocated and

interned during World War II. The haiku poetry (an informal style of 17th century Japanese prose

or verse) contemplates these injustices, the Bill of Rights, and the lives of those affected by the

internments throughout America. The poetry was edited and in some instances, written by

Lawson Inada and inscribed on many of the standing stones implanted around the site. This large

open space has the quality and serenity of a Japanese rock garden albeit not structured within the

traditional format. 

The approach to the concept of a memorial rejects singular monumental structures and creates an

open contemplative site. The concern is for place rather than structure.  Similar to the Vietnam

Memorial, this plaza could be considered to commemorate the abuses of the event rather than

memorialise any person/s.  
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SECTION II: “PLACE-MAKING” and  PUBLIC ART IN URBAN AREAS

INTRODUCTION

The last two decades have seen a regeneration of many run-down and derelict city, urban and dockland areas world-wide. In some

cases the area has been completely bulldozed, rezoned and new developments established. In many other areas however, the historic

legacy has been retained and the refurbishment has been developed around this history. Commerce has also been given a facelift:

ugly factory areas have become industrial, enterprise and retail parks including warehouses, offices and a range of necessary facilities.

These planning processes have emphasised pedestrianisation with safe pathways and promenades, special bicycle lanes and

routes, vehicle access and flow, green areas and parks, landscaping and plantings, signage, paving, street furniture and public

amenities such as seating, drinking fountains and clock towers. 

South African visitors to many international cities and towns are frequently surprised when they come upon artworks in the most

unusual public places or tucked away in urban settings. Visitors who are accustomed to viewing art in the protected environments

of galleries and museums where touching is prohibited, are even more amazed to find children climbing on artworks, and running

in and out of sculptured environments. Many cities have introduced a percent for art ordinance that provides public expenditure

for all state building and refurbishment projects for the inclusion of the arts. This policy does not however, guarantee “good

practice”1, collaboration, inclusion of artists at the outset of development planning, nor successful results. It is generally 
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making processes and materials used, weathering and maintenance of artwork. These are all crucial to the success of public art. See Part I, Chapter IX.





felt that public art instils a sense of pride and ownership, has economic value and provides an identity and a sense of place.

Malcolm Miles observes that in America in 1954, a declaration by the Supreme Court stated that public welfare included 

aesthetic matters and that “art is accepted as a part of daily life, and as an agent in improving the feeling of cities [and public

spaces]” (1989:185). It is often stated that public art not only beautifies built environments but also offers social and psychological

benefits for communities. 

The percent for art ordinance together with the belief of the benefits of public art have slowly changed the nature of project design

teams to include artists, designers and landscape architects. Unfortunately, this has also resulted in the commissioning of artworks

by organisers and authorities without training or experience in this field and no knowledge of the requirements of good practices,

including “imagination” in commissioning public art: particularly, site-specificity and appropriateness within a public context.

Processes of good practice in public art are essential if this idiom of art is to survive and not become repetitive, boring, disregarded

or vandalised. The formal interaction between site and structures is crucial, as is the conceptual relationship. To relate an artwork

to a location is to confer identity on that site. Identity is not something that can be imposed by the artist or designer but is a result

of local distinctiveness being incorporated into the conception of the artwork. This demands an understanding of the nature of the

place, its physical location and material character, the people and local history. Public art is also a result of an understanding of

“clear intentions” set up by and the dialogue between all parties involved in the process including an appropriate visual language. 

All these aspects are the basic criteria for good practice in any public project. Of the many urban public art programmes studied,

I consider the Seattle’s progamme in America and St Peter’s Riverside in north east England to be the most successful.   
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(Tyne and Wear Development Corporation Information Brochure, [sa])



ST PETER’S RIVERSIDE SCULPTURE PROJECT and River Wear Development.

LOCATION: St Peter’s Waterfront between the Wearmouth Bridge and the river mouth, Monkwearmouth,
Sunderland, Tyne and Wear, UK.

ORGANISATIONS: Tyne and Wear Development Corporation;  Artists’ Agency;  Sunderland Council;  Northern 
Arts;  Community and special interest groups.

DATE: 1991 – ongoing.
SITES VISITED: September 1994;  April 1997;  April  2000;  June 2003.

North east England was one of the largest coal mining and shipbuilding areas in England but consequently, with air travel and

mine closures it became one of the most neglected areas in Britain. Tyne and Wear Development Corporation (TWDC) is a 

government-funded agency for regenerating large areas of land alongside the banks of the Tyne and Wear Rivers of private 

sector development.  

TWDC’s St Peter’s Riverside development lies on the north bank at the mouth of the River Wear, a historically and culturally

important area. It incorporates a new marina, small business centre, housing, education, recreation and arts programme. This project

is discussed at some length as it is an exceptional project. It fulfils the practical and functional requirements, its quality is of an

extremely high standard, it is “of its place”, well respected and liked by the local communities for whom it was created, and it

succeeds in its role of “place-making”, of creating a particularised space that is “in the public interest”.

The Sunderland Enterprise Park located along a narrow strip of land on the north bank approximately 4.5 miles up-river between

the Queen Alexandra Bridge and the A19 Dual-carriageway over the River Wear, was a major flagship project undertaken by
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Below left: (Tyne and Wear Development Corporation Information Brochure, [sa])



TWDC. When the last shipping and associated industrial activities disappeared during the late 1980s, the area was left derelict

and scarred, with the land contaminated and underground fires in the coal mines still smouldering. Land rehabilitation 

commenced in 1988 and included a nature reserve and river-edge pathway while accompanying ecological, educational and

arts programmes were launched in 1995. Carved way-markers and poems inscribed in stone as part of a school’s on-site workshop

can be found along these pathways. Similar art programmes are in place at other commercial developments along the Rivers Wear

and Tyne in Newcastle, Gateshead and Sunderland.

The history of this area includes St Peter’s Church that, with its monastic complex (now disappeared) and Bede community

founded by Benedict Biscop in 674 AD, was at the centre of academic and religious learning. The new campus for the University

of Sunderland now continues this tradition. It was also the inception of the area’s glass manufacturing industry, brought from

France for the monastery, now installed at the National Glass Centre in the same location.  

The St Peter’s Riverside Sculpture Project was a collaboration between sculptor Colin Wilbourn, artist-in-residence for the full

period, assistant Karl Fisher, artist blacksmith Craig Knowles, writer Chaz Brenchley and the local communities. The success of

the project can be attributed mainly to its aims being clearly stated, its collaborative nature, the fact that the work was carried out

on-site in consultation with local residents and that the work was directly related to its context. Wilbourn was part of the original

research and feasibility study team and was therefore well aware of expectations and community concerns. The project was to be

measured by the quality of the work and the impact of the residency as a whole on the community. Janet Ross states that at the

outset of the project it is essential to clearly define the aims and outcomes for both the artists and the community, as well as defining

the role of the local support team comprising community members (Personal conversation with Janet Ross of Artists’ Agency
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Artworks at the St Peter’s Riverside Marina.

Left:  Craig Knowles, Untitled (Tree Guard and Note), 
1997. Steel.

Above: Wilbourn et al, Passing Through, 1997. Stone, 
stained glass.

Right: Craig Knowles, Paddle Gate, 1997. Steel.



1997). The overall aim of the project was to assist in the revival of the riverside by giving it an identity through the inclusion of

artworks.

The additional aims of the sculpture project as stated, were: 

• to give a visual coherence and a distinct contemporary “local” identity that nevertheless refers to its history, memories of 

residents as well as the surrounding land-, sea- and riverscapes by creating permanent artworks, street furniture, gates, railings

and pathways;

• to demonstrate that active community involvement enhances a project enabling it to be rooted in its cultural context and have

a sense of its locality; 

• to foster co-operation with local communities and encourage interest in the environment by involving local community 

participation in new initiatives; 

• to initiate new participatory projects enabling local groups to acquire new skills and gain confidence;

• to identify opportunities for future design contributions to the infrastructure and design of the site and its surroundings 

(Shaw & Thompson 1996:8).

The most important aspect of a collaborative project is giving credence to the ideas of all concerned yet retaining artistic and

organisational control. What does “community involvement” mean? It is not merely a political device or cosmetic exercise to satisfy

community and client requirements.  A community support team, as established in this project, provides local knowledge and

moral support to both residents and artists alike and assists in encouraging people to participate wherever possible. This included
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discussion groups and informational gatherings, community workshops and informal personal discussions on-site with the artists.

This interaction is invaluable for the realisation by all parties concerned of the many complex issues that occur in projects of this

nature. In addition, it was decided that an artist-in-training programme would reinforce the local credibility and also provide an

opportunity for a local person to work with Colin Wilbourn. Karl Fischer was awarded the apprenticeship and was subsequently

given his own appointment to the project.  

The team has steered the artists away from the most obvious themes [that of shipbuilding along the riverside]
and its contribution is in evidence in much of the work completed so far. Discussions with the team about
the history of the area, for example, and about what used to be where, were instrumental in the siting of The
Red House in the area known as the Barbary Coast. There used to be houses here and now there are again,
and The Red House is scattered with objects which only collective local memory could have known about.
Lookout Point has long been a place where people would look out to sea. It is now the site of the stone picnic,
and has become a meeting place again (Shaw & Thompson 1996:11).

Publicity and open communications are essential if the project is to be successful and have relevance. People want to know what

is happening. Wilbourn spent many hours talking and working with people both formally at gatherings, in workshops and 

informally on-site. This is one of the reasons for the project’s popularity. Progress reports were widely published in local papers,

a project newsletter was published quarterly by the Support Team, a short information brochure was printed, and a “look, find

and tell” project-sheet was compiled for children and local schools visiting the site.

Community projects linked to the programme and presented by various artists, played an important role in public relations. While creating

Always Open Gate, 1992, for North Sands Business Centre, Wilbourn and Fisher worked with Dame Dorothy Primary School in
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St Peter’s Riverside Sculpture Project, The Flat House
community project. (Shaw and Thompson. 1996:12) 



carving wooden fence panels that depicted local scenes. Artist Chris Sell and pupils from two primary schools made two giant

papier mâché books concurrently with Wilbourn’s carving of the large stone books, Pathways to Knowledge, 1992. During the

carving of The Red House, 1993 – 1994, students and residents mapped out on an open area of ground, a temporary giant image

using loose stones as a mosaic for the artwork titled The Flat House. Author Chaz Brenchley conducted writing workshops at the

local library and a week-long crime fiction workshop while his own story for The Red House was broadcast on local radio, thus

drawing attention to the overall project. New working groups were also formed as a direct result of the sculpture residency. A group

of local women, the Banner Bell Art Group collaborated with two artists to design and make banners and also made mosaics for and

painted a play shelter on Roker seafront. A group of unemployed young men worked with artist Neil Molloy on scale models for seating

and waste bins.    

At the time of publishing the official brochure, it was considered that the project had already made a positive contribution in the level

and quality of communication between different communities, in breaking down mystery and myths about artists, of raising the

profile of art and in particular, public artworks in non-art contexts, in improving the environment and quality of life, and in providing

particularised “places” for people to enjoy. 

** Only a selection of works at St Peter’s Riverside is discussed. See also Section IV: “PLACE-MAKING” and PUBLIC

ART IN EDUCATION AND COMMUNITY ART PROGRAMMES for two community programmes included in the St

Peter’s Riverside Sculpture Project: Windows and Walls, 1995 and Playground Gate, 1995.
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St Peter’s Riverside Sculpture community projects. 
Above: Fence pannels. (Shaw and Thompson 1996:12)
Below: Banner Belles’ Mural/Mosaic, 1993. (Project brochure)
Right: C Knowles, Playground Gate, 1995. Steel. (Project brochure)





ARTWORK: THE RED HOUSE, 1993 - 1995.
Red sandstone reclaimed from the old Queen Alexandra Bridge, text.

ARTISTS:      COLIN WILBOURN, assistant KARL FISCHER, writer CHAZ BRENCHLEY.
SITE: North Sands Housing Development riverside pathway on north bank of the River Wear just west of 

the Marina and river mouth, Monkwearmouth, Sunderland.

The appointment of a suitable artist for a commission is a complex process and in a project such as this where there was no proposal

prior to the appointment, the commissioning body at the inception of the project, could not guarantee the final result. An artist’s

reputation based on his previous repertoire, work ethic, communication skills and adaptability, is the best recommendation. In this

instance, the reputation of Colin Wilbourn promised accessible thought-provoking figurative work that was unlikely to shock (Shaw

& Thompson 1996:20). In addition, built into the project were several safety factors that would assist in the selection of ideas

for the final artworks: site-specificity, collaboration and local involvement. As with all the work along the Riverside, The Red

House is accessible in many ways. It is easily recognisable as the ruins of a house and, on closer inspection, the style and period

of building and furniture, chairs, fireplace and other memorabilia take you back to a bygone era of your grandparents or

great-grandparents depending on the age of the viewer. Some objects are specialised instruments recognised only by local 

residents or those of a particular occupation. 

The siting of the work is related to its content: the ground floor of a house – a living-room, hearth and open front door which welcome

the visitor with their familiarity. The work is also physically accessible, open to the elements and in ruins, its broken walls allow

you to enter at any point. It is positioned at the fringe of the new housing development alongside the River pathway. Its location is

partly responsible for it having become metaphorically “the centre” of this new community. Additionally, placed just off the path
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in various sites are fragments of house, clues to what can be found further along the path.  The craftsmanship and skill with which

this work has been accomplished is well-appreciated by all and especially those who have worked in the coal mines and shipbuilding

industry where precision and care are of utmost importance; for others it is the fascination of the House: the hardness of stone

turned into a soft upholstered chair, a leather jacket hanging on a hook, and the delicacy and detail of instruments, dividers for

sea charts, an old-fashioned inkwell and reading glasses all carved in stone; and for the children – a real playhouse, one

that they could only have wished for or dreamt about. 

The pleasure and accessibility of this artwork is in the experience of its time and place. I was aware of past and present; of the

many generations through time and questions arose in my mind as to who lived in this place and where did they go – out to sea,

inland, or up the river? The artists have created a communal site: a meeting place, a place to rest, to play and to reflect.  
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Inscribed on an outside wall of the artwork, is an extract from a letter from the story of the Red

House written by Chaz Brenchley, 

The Red House, Folly End, Monkwearmouth.
Dear Peter,
The house is so empty without you. Only the fish are glad. Life is no use,
now youre (sic) gone, nothing goes right, nothing works. And you, how
must it be for you? This bad for me; it must be worse for you, so far away.
I go down to the water every day just to touch it, to hope that you might
be touching it too, that we can touch each other through the sea
(Usherwood et al 2000:195).

This inscribed text, further confuses the questions related to the imagined occupants of the

house. Was fishing his livelihood or his pleasure? Was he forced to leave? Was this Peter? Did

he serve in St Peter’s Church? If so, does the reference to “fish” relate to Christianity? There is

an element of sadness expressed in the longing for the absent person. The text brings to life the

hardship of the bygone era.
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ARTWORK: STONE STAIR CARPET, 1992.
Red sandstone reclaimed from the old Queen Alexandra 
Bridge, steel.

ARTISTS:            COLIN WILBOURN, assistant KARL FISCHER.
SITE: Between old North Pier and new Marina, north bank of the 

River Wear, Monkwearmouth, Sunderland.

Stone Stair Carpet is site-specific, functional and decorative. It was made to “reconstruct”

and “carpet” the existing derelict set of stairs used over the years by the now

depleted fishing community. It is typical of old-fashioned, usually red patterned carpets

found on staircases in older homes. The patterns in this stone carpet are derived from

chains, cogs and other discarded metal objects found around harbours. Nearer the water,

these geometric shapes become organic as if the waves are shifting these “metal” forms

and with time have become worn and green with algae.

The work is simple, accessible, imaginative. Originally, a pair of fisherman’s boots,

wellies, stood on a lower step near the water’s edge and a pair of lace-up shoes at the top

of this stairway, both now missing/stolen. This artwork asks many questions: how far

into the river does this carpeted stairway descend; who would carpet stairs at the river’s

edge; whose lace-up shoes were these; do they belong to the person with the wellies;

where is the person with the wellies; are there two people; where did they go? 
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It is a fascinating work and can be interpreted in many ways. It is a work that is totally reliant on its site but also asks the viewer

to look at the place with new eyes. Ordinary objects come together in an extraordinary way. The juxtaposition of carpeted

stairs and sea is absurd yet creates an exquisite sight – the light playing off the sea and wet surfaces of the stairs, sparkles in

the sun. If the intention of public art is to lift the spirit and enhance the lives of communities, then this work more than fulfils this

intention in the simplest of ways using local identity as the distinctiveness of the site. It also captures the imagination and allows

the visitor to transcend the present and reflect on the past.  

It is extremely unfortunate that the shoes and boots are missing, as much of the content and questions posed are based on the two pairs

of everyday footware. This should have been anticipated and a more practical durable solution considered, for example cast metal

footware, affixed with metal stays drilled into the concrete below. Nevertheless, the artwork is still effective and teases the imagination

as does the Red House.   
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ARTWORK: WATCHING and WAITING, 1994 -1995.
Red sandstone reclaimed from Queen Alexandra Bridge, steel text.

ARTISTS:            COLIN WILBOURN, assistant KARL FISCHER, artist blacksmith CRAIG KNOWLES, writer
CHAZ BRENCHLEY.

SITE: Look Out Point, North Sands, between housing and new Marina, Monkwearmouth, Sunderland.

The “picnic”, as Watching and Waiting is popularly known, is situated at Look Out Point at North Sands, a site that has always

been used to watch ships come and go, as well as watching all the activities and “busyness” of harbours that will forever hold a

fascination for people. Sections of text from a story written for this sculpture, titled The Longest Day by writer-in-residence, Chaz

Brenchley, and based on a theme of the sea, were engraved into the pages of the steel book and in Braille on a loose page. Along

the length of the telescope, again in Braille, is a message that reads Sometimes we see further with our eyes closed.

The installation also includes, carved in stone, sculptures of a travelling bag, stool, an open book with text and a picnic hamper

basket placed on a “stone carved rug”. The work is easily understood but once more questions our understanding of reality, what

we really see or choose to see, or comprehend. As with the previous two works discussed, the work could be said to be illustrative.

The imagery is very ordinary. It is the content however, that imbues the work with its imaginative qualities. This is enhanced by the

admiration and fascination for the intricacy of its craftsmanship, juxtaposition of elements and memories of the past.   
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ARTWORK: SHADOWS IN ANOTHER LIGHT, 1998.
Steel, concrete, stone, wood, metal, paving, text.

ARTISTS:       COLIN WILBOURN and KARL FISHER, artist blacksmith 
CRAIG KNOWLES, writer CHAZ BRENCHLEY.

SITE: St Peter’s Riverside walkway, River Wear north bank, Monkwearmouth,
Sunderland. 

Shadows in another light, is a collaborative composite work consisting of a large steel tree, a

large drum-like pedestal for the tree, a working telescope, large carved nuts and bolts, a “shadow”

sand-blasted into the paving, and text. The following phrases are inscribed in the paving, on a

seat and on the concrete pedestal: Light breaks the shadow but careful feet can find a path to follow;

Look up, and see behind you; a shadow can raise a memory that nothing can erase; and Shadows

in another light. The main theme of the work, a tree of life, is based on a story written by local

school children during a workshop with Chaz Brenchley, for a series of relief clay panels about a

magic tree that saves the village from decline (discussed in Section IV). The cast shadows in the

paving are however not that of the tree but a representation of ship-building cranes that are still in

use on the south bank of the river. They demarcate and extend the site while linking content, context

and place.

The references in the work are themes related to the history, culture and industry of the area.

Once again the imagery is local and of the everyday life of this community but its materials,

craftsmanship, manifestations and philosophical text render it intriguing while also questioning

our assumption of this life, past and present.
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SEATTLE PUBLIC ART PROGRAMME in URBAN AREAS.

LOCATION: Various throughout Seattle, King County, Washington State, USA. 
ORGANISATION: Seattle Arts Commission; King County Arts Commission; Washington State Arts Commission;

Community and special interest groups.
DATE: 1973 – ongoing.
SITES VISITED: June 1997.

As early as 1973, a City-mandated public art programme was established to define and identify Seattle as a unique place, to

expand public awareness of art, and to create public places2 that would be conducive to public life and an integrated society. At

the same time a percent for art ordinance was initiated. Bill Landram, administrative coordinator of Seattle Arts Commission

(SAC) discussed the aims of the programme as being the preservation and strengthening of the aesthetic sense of place of the City

(Personal conversation, 1997). In addition to beautification and good design, the proposal advocated a particularly important

discerning feature that ensured it the support of both Council and community, that of integration of the arts into the fabric of society:

the social function of the arts and the responsibility of expanding the communities’ experience with visual art.  This is central to

its success. The programme is often cited as being a national model of innovative thinking and as having established processes

of “good practices” in the commissioning of the artworks. Of major importance, is the process of collaboration that has been

established, especially in the artist-in-residence programmes that are regularly assigned to community centres, schools, parks,

specialist groups and other organisations. These interactive programmes between SAC, the artists and local residents have created 

trust and open communication within the system. Other significant factors contributing to its success are the well-considered
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placement and installation of artworks with well-established maintenance for these sites: the artworks appear part of an overall

design and are experienced as “place” rather than identified as an artwork situated in a space.  

Because this work is placed thoughtfully, and in nontraditional settings (embedded in the sidewalk, or 
camouflaged as hatchcovers, artist-designed fences, or seating elements), it takes the viewer gently and by
surprise. Some of these works heighten our awareness of the seasons or the passage of time … or promote
a sense of serendipity and joy …  . Some … invite the viewer to ponder important philosophical questions
and issues of our time (Sollod in Shamash & Huss 1991:7).

Both local and international artists have been awarded commissions and the process is adjudicated by a panel of voting and non-voting

members, with neighbourhood representatives, arts organisations, community councils, site owners and users participating in the

planning process from the outset of each project. The diversity and standard displayed in the permanently installed artworks

acquired by the City are to be commended and are the result of the collaborative processes, particularly in the form of artist-community

interactions.  Artists have been able to define not only the City through their artworks, but to influence the ways in which people

both experience and perceive the City.

** Seattle’s public art programme is also discussed in Section I: “PLACE-MAKING” and PUBLIC ART IN CITIES AND

TOWNS. 
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ARTWORK: ADJACENT, AGAINST, UPON, 1976.
Concrete, granite, blue chip gravel.

ARTIST: MICHAEL HEIZER.            
SITE: Myrtle Edwards Park, waterside pathway north of Pier 70, alongside 

Elliot Bay, Puget Sound, Seattle.

One of the first works to be commissioned for the City was American artist Michael Heizer’s

work Adjacent, Against, Upon. Initially not readily accepted by the public because the conceptual

and minimal idiom of the work was at first inaccessible to people and was considered by the

Edwards family and community alike, to be an inappropriate memorial. It has over time become

one of the more favourite artworks. Education and familiarity with art have changed ideas and

the way the people of Seattle experience and understand art both in and outside the gallery context. 

The concept of Heizer’s work is direct and deals with the formal issues of materiality, tension

and relationships. The title of the work is physically enacted by the placement of three large slabs

of granite in relation to the cast concrete plinths. The tension created by these relationships

alludes to and is associated with the weight and strength of its material. The work refers to the

Cascade Mountains north west of the city where the 30 – 50ton slabs were quarried. The work

is simple, monumental, uses a minimalist modernist language and is well located. The difference

between this and similar land works of an earlier period that Heizer created in vast open desert
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spaces, is accessibility. He uses the same formal language and same concept – displacement – to make a statement about our

world. The artwork, the spaciousness of the park setting and the expanse of water in Elliot Bay create a juxtaposition of inherent

harmony versus the aggressiveness and visual dynamics of the quarried stone and cast cement. Formal relationships express the

tensions manifest in the natural world.  What is debatable is the presentation of this work: a rectangular area of gravel surrounds

and frames the artwork and sets it apart from its space. This demarcation of the gravelled site isolates the sculpture visually from

its setting. The decision may have been a practical one in terms of maintenance but is too formal and rigid to integrate the already

confrontational and minimalist work within its site. Had the work been placed within the pathway interrupting the pedestrian flow

of passage as well as the horizontality of the site, thus becoming “the pathway” both through the site and the imagination in which

the visitor becomes an automatic participant in the work walking around or climbing over and on the rocks, the relationships

established could change perceptions and an understanding of the locality of place.  

As presently sited, the visitor can choose to pass by the sculpture, ignore its references, negate its implications and the

interconnectedness of the planet of which it speaks. Fortunately, the artworks have become familiar and popular, and as such is

a constant reminder of the mountains to the north.
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ARTWORK: SUNDIAL, 1978.
Concrete, bronze, ceramic, found materials.

ARTISTS: C GREENING & K LAZARE.
SITE: The Great Mound, Gas Works Park, Wallingford overlooking Lake Union, Seattle.

Sundial is located on the top of an artificial mound known as the Great Mound in Gas Works Park3, a reclaimed industrial site

along the shores of Lake Union, north of the city centre. Sundial is an exceptionally well-crafted and intricate mosaic of cast

bronze images and symbols with shells, ceramic and found objects embedded in its multi-coloured concrete surface. This delicately

detailed giant sundial is well conceived and positioned and invites close inspection of its astronomical details and many references

to the natural world, sea life and human beings. Inset into the top of the mound, this artwork is not visible from below and presents

itself as an extra reward to those who venture up the hill for the best view of the park, Lake Union and the city beyond. On reaching

the top, you are surprised to find yourself standing on an artwork as the footpath circling up around the mound leads directly onto

the sundial. There is little choice but to become a participant and enter into a dialogue with the artwork. It intrigues visually and

conceptually by its complexity and multiplicity of references and by the juxtaposition of its materials and textures. It teases the

curiosity to test the accuracy of its mathematical calculations and design as the participant becomes the gnomon of the sundial

and so completes the work. 

Although the location of the work is partly responsible for its success, once again the installation of the work was not sufficiently

considered. The crest of the mound has been excavated and flattened to receive Sundial which is recessed into this space but no

provision was made for rainwater run-off or the mud, dirt and loose gravel that are caught around the circumference. In addition, the
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small grassed bank at this edge is unable to withstand the wear and tear of visitors, joggers and games of the local children. Erosion

has rendered some areas of the pathway unsuitable and without rectifying the situation, constant maintenance is necessary to avoid

permanent damage to the artwork. Apart from insufficient consideration of the effects of weathering, time and visitors, Sundial

exemplifies the qualities required for a successful public art project and stands up well to critical evaluation of its processes of good

practice, issues of site-relatedness, accessibility and of its formal qualities. 

Sundial is a popular work situated in a well-known and much-frequented recreational area. It has become a landmark both 

figuratively and literally. The artists worked on-site which provided ample opportunity to discuss the project with local residents,

facilitating interaction crucial to its success. This interaction also anticipated the participatory nature of the work which engages

both the imagination and physical involvement. Observing the responses to Sundial by local residents and visitors alike 20 years

after its completion, I was fascinated by the camaraderie still prompted by the artwork: perfect strangers exchange views, share

sign language and encourage each other to calculate the time or to examine the images and to applaud its craftsmanship. It speaks

a universal language. The acceptance of ownership by local residents is obvious in the pride and manner in which they share this

work with visitors. You have a feeling of being part of and party to the “place”. 

Community participation is usually the most difficult aspect of collaborative projects but over the years, Seattle’s public art programme

has established a strong socio-psychological sense of belonging and community. This sense of pride and ownership of their artworks

and environments is substantiated by the fact that very few works were damaged or vandalised in any way, a comment that cannot

be made for the many internationally public projects, especially in urban areas, that I have visited over a period of approximately 16

years. SAC has instilled an understanding of the role of art in affording empowerment, community spirit and capacity building

to enable local residents to take control of their lives and the development of their environments. 
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ARTWORK: THE PHILOSOPHICAL PROMENADE, 1989.
Concrete, bronze, stone, text.

ARTISTS: K BECKLEY &  D EVANS.
SITE: Lid of Interstate 90 over Mount Baker Tunnel  and 23rd Street, Mount Baker, Seattle.

The Philosophical Promenade represents the concept of its physical site: that of a journey illustrated through a series of 

philosophical quotes referencing possible stages in a journey through life. The artwork is laid over the format of its site, that of

the existing pathway. The pathway runs through the centre of a park area bounded on each side by a new housing development.

Located on the landfill on the concrete lid of the new tunnel for the Interstate 90 route, three journeys overlay each other: the

Highway is physically overlaid by the pedestrian/cycle pathway which in turn is overlaid by the Philosophical Promenade. The

imaginary journey of the mind overlays that of the motorist, cyclist or pedestrian. By merely using the pathway, you are

unwittingly forced into becoming a participant, partially or fully, afforded by this thought-provoking journey. 

Along the route positioned on the verge at approximately 59ft intervals, are 12 pairs of stations that offer the traveller two alternative

narratives unfolding either westward or eastward. The journeys start at either end with standing stones a few inches high that 

progressively increase in height until midway along the route, or through the journey, when the stones once again begin to

decrease in height. As you approach a station, you pause to read the visual formal language or the written word. This process

slows down the journey and time becomes a conscious formal element. A contemplative mood is evoked by the quotations

enhanced by the minimalist mode and clarity of expression and format. Travellers on this path exchange greetings in acknowledgement

of sharing similar thoughts or journeys evoked by the text. This is a safe journey into the unknown traversed by young or old in

an urban setting – an original event in actual time in an imaginary mindscape. Even the very young are able to interpret this work
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in their own unique ways by following the increasing and decreasing height of the stones. It is a journey of contradictions and ambiguities,

an experience of the passing of time and of the present, of stopping and going, and of the recognition or questioning of images,

words and thoughts. The narrative extends the journey and each journey is re-interpreted anew. 

Materials were selected for their practical application as well as for their symbolic references. Standing stones are symbols of

ancient civilisations and at the same time, became way-markers along a journey and metaphors of the passage of time. Two-dimensional

images cast in bronze “enact” the words embedded in the concrete panel that spans the pathway and forms a bridge between each

set of standing stones. Materials of bronze, concrete and stone are not only durable and maintenance-free but also act as

metaphors of stability and endurance. The work had been installed for over eight years when I visited the site and was still in

excellent condition. The work is visually simple yet conceptually complex, linear in format yet multi-dimensional in context. Set

in an urban area, this philosophical passage is readily accessible, popular with residents, provides a necessary route, creates a

physical space and an imaginary place that becomes the artwork, even if questioned by the public as Art.
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Martin Puryear, Knoll, 1981-1983. Concrete aggregate.



ARTWORKS: Various, 1981 - 1983.
ARTISTS: Various.
SITE: National Oceanic and Atmospheric Administration, Western Regional Centre, Sand Point Way, north

west shore of Lake Washington, Seattle.

The redevelopment of the 114-acre site, a decommissioned naval base along Lake Washington’s shoreline, aroused much protest

and debate. Negotiations were complex as there was concern about the closure of the lake’s shore to the surrounding communities

and for the ecological balance that had established itself over 40 years of inactive use. As a result the new tenants of the site, the

National Oceanic and Atmospheric Administration (NOAA) agreed to develop access by the implementation of a public art 

programme. The aim of the project was public access to the shoreline. It finally resulted in an overall design for a shoreline walk

with six sites along the pathway defined by artworks which offer a unique experience of the water’s edge and vistas over the lake.

Consideration was given to the geography, ecology and public use. Dictated by the site, its contours, the lake, the weather and

the wind, each artwork interprets the relationship between people and nature. Working within the same area and through 

discussions between artists and the community, five artists developed a pathway along which artworks established a sequential

dialogue with the site. Sandra Percival, in researching public art in waterfront areas around the world for the Cardiff Bay

Waterfront Development, states that 

the five works of art create nodal points along a walking path at the water’s edge, each contributing subliminally
or consciously to people’s experience of the elements: water lapping … ; wind whining through … wind-activated
organ pipes. Passers-by are encouraged to stop, ponder and muse over their surroundings … (in Crawford
1995: 27).
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Scott Burton, View Point, 1981-1983. Granite, plantings, concrete aggregate.



The first work encountered along the path is Knoll for NOAA by A Martin Puryear, a 45ft diameter dome in which sections of concrete

and aggregate, emphasised by incised lines between the sections create an upward spiralling movement. The dome is located on the

crest of a small hill and provides a platform from which to view the relatively flat surrounding landscape and lake.

Viewpoint by Scott Burton offers a 180º view spanning Lake Washington and is sited opposite a very low tree-lined horizon that

splits the water from the sky affording an expansive panoramic view of the changing skies and waters altered by the weather as

wind and light transform colour and texture in the lake, echoed by the clouds in the sky.  Simple geometric sections hewn from

stones dredged from the lake provide unique seating – when the inclusion of seated visitors, fill the missing fragments. 

C Siah Armajani also relies on the strength and durability of concrete to create two small bridges over wetland areas. He used cast

bronze text from Herman Melville’s novel Moby Dick, recalling tales of whales and seas and tall ships and inlaid this narrative

into the angled ramps, edges of the sidewalls and rim of the supporting pipe. The references seem appropriate for the site of a

former naval base.   

A small side path leads up to A Sound Garden by Doug Hollis and a sensory experience of hearing and sight. Twelve steel towers

sited on the crest of a hill support wind-activated organ pipes that celebrate the movements of wind, water and landscape while

triangular kite-shaped benches invite visitors to contemplate the view and listen to the strange soft harmonic warbling whale-like

sounds. The sounds vary as the speed of the wind rises and falls. Unlike static sculpture, these kinetic artworks incorporate natural

climatic changes that alter the experience of the site with each visit. 
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C Siah Armajani, Bridge, 1981 - 1983. Bronze, concrete aggregate.

Opposite page: Doug Hollis, A Sound Garden, 1981 - 1983. Concrete   
seating, brick pavers, steel.
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CARDIFF BAY ART IN PUBLIC PLACES PROGRAMME.

LOCATION: Cardiff Bay Waterfront, at the estuaries of the Rivers Taff and Ely, leading to the Severn 
Estuary, Cardiff, South Glamorgan, Wales, UK. 

ORGANISATIONS: Cardiff Bay Development Corporation: Cardiff Bay Art Trust; Cardiff City Council; South 
Glamorgan County Council; Community and special interest groups.

DATE: 1987 – ongoing.
SITES VISITED: May 1997;  April 2000.

In the early 1900s Cardiff was one of the largest exporting ports in the world. With the decrease in global demand for coal Cardiff

Docklands experienced a radical decline. Cardiff Bay Development Corporation (CBDC)4 was responsible for the creative

interventions within the regeneration programme of the docklands area with its historical waterfront5. The regeneration programme

of Cardiff Bay is a working partnership of both private and public sectors. The aim of the overall project is to create an environment

in which people will wish to live, work and play. The development is a mixed-use programme including new housing, leisure and

the arts, along with commerce and industry. 
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4CBDC was established in 1987 to commission artists and designers for the regeneration programme.
5Throughout the world, Waterfronts are becoming major economic and tourist industries. Old docklands are being refurbished into mixed-use areas of cities incorporating housing, 
usually very elitist and expensive apartments and penthouses, up-market shopping, businesses, leisure activities, and cultural facilities. Recent developments have been extended to
include a mixed social range of housing and have also included policies for public art.

Opposite left: Landscaped public space.
Opposite right: Kevin Atherton, A Private View, 1995. Polished stainless steel, bronze and optical elements. An interactive 
artwork.



Above and following page:  Low spring tide mudflats, Cardiff Bay.



In 1989 the CBDC appointed the Public Art Consultancy Team to research and develop a Strategy for Public Art. This research

examined the role art could contribute to the regeneration process. The stated aims of the Art in Public Places Programme were:

to attract artworks of outstanding quality; to create a unique image and identity; to enhance the perception of the place as culturally and

economically dynamic; to create a sense of pride and place; and to improve the quality of life and the environment for the benefit

of those who live, work and play in Cardiff Bay (Public Art Consultancy Team 1990:17-19). In 1990 the CBDC established

the Cardiff Bay Art Trust (CBAT)

Art critic Iain Gale remarks that “if you want to give somewhere a distinctive character, one of your first priorities must be to provide

it with original landmarks which will touch the public consciousness and fire the imagination” (in Crawford 1995:10). He further

states that regeneration depends not merely on clearing slums and improving buildings but on creating an environment that “will

delight the eye and lift the spirits” (in Crawford 1995:10). CBAT have commissioned imaginative artworks that express the diversity

of the area from its rich heritage of ancient cultures and folklore to local industries and the natural environment. The underlying

philosophy of CBAT is to transform the everyday environment and to celebrate locality.   

The Cardiff Bay Barrage completed in 1999 has completely changed the character of the bay from a mix of salt and fresh water

with its indigenous habitats, fauna and flora to a fresh water lake. Its main characteristic was its tidal movement of over 48ft

between high and low tides, second largest in the world. This phenomenon resulted in vast areas of mud flats that dominated the

landscape for up to 14 hours a day. Although alternative saline wetlands and reedbeds have been created at other estuaries to compensate

the loss of these breeding grounds, it is nevertheless questionable whether one can justify the loss of this unique natural environment .
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The Developers justified this loss in terms of investment and improvement to both the environment and quality of life and the

development as an important marina and leisure facility with nearly 8 miles of waterfront with a controlled water level. 

Welsh-born artist Gareth Jones, Professor of Three-Dimensional Design at Rhode Island School of Design in the USA, was

appointed to consult with architects, Alsop and Störmer for the design of the barrage. Jones’ Welsh ancestry influenced his ideas

as he drew on a mythological theme to conceive the entire scheme as a Braich-y-Cawr, the Giant’s Arm that protectively reaches

across and encloses the bay in a sinuous serpentine curve. His concepts included a long narrow linear public park with a waterfront

promenade ending at the locks, forming one arm of the barrage, thus providing visibility of the engineering workings. This

reflects the Victorian tradition of designing engineering structures for public enjoyment seen in London’s Tower Bridge and more

recently, the Thames Barrier. The design includes a Visitors’Centre, viewing access to the controlling of the 48ft tidal range, footbridges

to view the locks, sluices and the passing of small leisure crafts, views of the 245ft-long slope of the fish pass as they swim

up-stream, and an access path along the breakwater enclosing the outer harbour (in Crawford 1995:30-31). Jones has designed

the barrage as an art form. It could be described as an engineering functional public artwork with ecological awareness but

it could also be considered an ecological disaster. 
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ARTWORKS: “BEASTIE”  SEATING SCULPTURES, 1994.
Carved terracotta bricks.

ARTIST: GWEN HEENEY.
SITE: Britannia Park and Quay, Cardiff Bay Waterfront.

“Transforming the everyday” such as seats, toilet facilities, lighting and traffic circles, is stated

as the underlying concept of much of the design for Cardiff Bay. Sited in Britannia Park is a 

collection of carved terracotta brick sculptured seats inspired by Dylan Thomas’ poem Ballad of

the long-legged Bait and by the early relief images on the nearby 100 year-old historic Pierhead

building. Raw leather-hard terracotta clay bricks, supplied by Dennis of Ruabon, the same company

that supplied those used in the Pierhead, were stacked, shaped and carved and finally, kiln-fired

into an array of mythological figures, “beasties”
6

and sea forms. These are popular seating

sculptures for the elderly and young children who love to play on these unusual functional 

artworks that encourage the imagining of legends and fables of monsters, mermaids and the like.

All cultures subconsciously look to their roots to understand the influence that has shaped a society.

Welsh history and its Celtic culture abound in myth and folklore; Welsh tradition cannot be 

separated from its folklore, or from the people’s beliefs in fantasies such as dragons and little

people. So these “beasties” become realities, embedded in their fantasies extracted from histories,

folklore and legends.
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ARTWORK: CELTIC RING, 1993. 
Bronze.

ARTIST:            HARVEY HOOD.
SITE: Millenium Waterfront at Oval Basin, Cardiff Bay.

Similar to a large sacred circle, Celtic Ring draws its references from the many ancient stone circles found throughout Britain and

from a Celtic torc or sacred neck ring in the form of a twisted band, and combines past and present within the enclosure. You are

drawn into the space as if it were an inner sanctum from where it reveals its secrets richly textured on the inner surface of the

ring. Inside, your focus is on the almost 360° circumference of the horizon and in particular, bay area details that are echoed in

the engravings together with other nautical and industrial clues indicating earlier past activities of the site. The artist has created

an intimate “special place”, a protective enclosure almost as if it is attempting to shield you from influences outside the Ring. On

my second visit to the area, it was low spring tide and from within the circle, it was if I was being granted the gift of the last views

of the vast expanse of this shimmering mud landscape, exquisite in its ability to reflect light and evoke a sense of seduction, a

space which I would have liked to enter, to walk through and to immerse myself in the mud. 

224

An interpretation of the Ring could be said to make reference

not only to the loss of the tidal phenomenon but also to cyclical

time, the many ancient circles that are embedded in Celtic

history, rites of passage and the re-enactment of rituals in

which one always returns to a physical or metaphysical place

or time, a landmark or site. 





ARTWORK: LANDMARK, 1992.
Aluminium shapes with road signs & topiary.

ARTIST: PIERRE VIVANT.
SITE: Windsor Road roundabout, Cardiff Bay.

This artwork creates a playful landmark at the entrance to the industrial area of Cardiff Bay. Based entirely on transport signage,

large 3-dimensional geometric forms are covered with standard road signs echoed by smaller geometric topiary plantings. At

night these signs reflect the lights of passing traffic and appear as if they are specially lit from within and as a result these simple

but imaginative forms have earned the popular title of Magic Roundabout. 

The work references the congested docklands traffic and accentuates the busy intersection while the roundabout provides for

continuous and controlled flow of vehicles. The artworks are minimal in structure but complex in content – the traditional

language of static sculptural form is re-invented to create an illusion of a kinetic artwork exploiting the surrounding movement

reflected in the surfaces of the brightly coloured forms and as the viewer moves, the forms appear to be out-of-focus. The artist

is playing with the reversal of vision and reality that constantly entices you to visit the site.
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ARTWORK: TIDEMARK SEAT WALL, 1992.
Sandstone dock copings, cement, resin, text. 

ARTIST: MEIC WATTS.
SITE: Millenium Waterfront Park, Cardiff Bay.

The Tidemark Seat Wall extends along the promenade on one side of the Waterfront.

Images of sea forms and small sea creatures, as well as the flotsam and jetsam that accompany the edges of incoming waves leaving

behind an array of treasures collected from the shores, are inlaid into the coping stones of the low wall that acts as seating. The

artwork reflects the passage of time and the ebb and flow of the tides that will no longer be seen in the Bay. These fossil-like images

and elements create curvilinear flowing lines as left by the ebbing tides and glow as the sunlight is caught in the metallic resin

surfaces or water left in the crevices. You are encuraged to participate in the event by following the elments as they stretch out

along the promenade. The lyricism and intimacy of the work is a reminder of times spent crouching over the sand looking for

whatever treasures one hopes to find. At the end of the wall extending these motifs of the sea is a maritime verse carved into the

sandstone in the 17 languages of Cardiff’s multi-cultural residents. 

The work reflects an aspect of our ecological world that is gradually disappearing – the artist not only records the endangered

species of marine organisms or sea creatures such as blue bottles or Portuguese man-of-war, and jellyfish but also quietly 

comments on and subtly criticises the ecological loss and disaster resulting from the construction of the barrage. Art, creative

writings and marine biology unite in creating an awareness of the need to protect life on the planet. 
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ARTWORK: PEOPLE LIKE US, 1993.
Bronze.

ARTIST: JOHN CLINCH.
SITE: Millenium Waterfront boardwalk, Cardiff Bay.

The title states quite literally the content and further underlines the simple philosophy of the Art in Public Places programme, that

of creating uniqueness from the ordinary. The artist chooses to celebrate locality by representing local residents as extraordinary,

as the subject of an artwork, giving them a “voice” by comparing the visitors to “us”. The woman’s dress, hairstyle and casual

manner reflect the diversity and cultural mix of the communities that converged on the region at the height of its coal industry

while the man in his boots and overalls is a reminder of dockland workers and the once thriving port.

Social commentary is obvious in the portrayal of this small scenario. The two figures appear to belong to the mid-1900s and if

so how can they “be like us”? The artist forces questions on his audience: who are these people that are “like us”; what is their

relationship; are they man and wife, especially as they are no strangers to the dog; we share their space – do we share their life?

The context of the work is elusive, but the content is easily interpreted, it is about relationships, and relationships will forever be

central to the human race. The “casualness” of the work encourages people to “join” this little scene and it is not unusual to find

that the group has rown to three of four people. A sense of place is created by the gesture of the female figure and the actual siting

of the work posed the edge of the railing jutting into the bay.   

227





ARTWORKS: THE UPPER ROOM, 1988. 
Dead felled trees.
KATHEDRA, 1988.
Sandstone.

ARTIST: COLIN WILBOURN. 
ORGANISATION: Dean and Chapter of Durham Cathedral.
SITE: Riverside footpath below Durham Cathedral, Durham, County Durham, UK.
DATE VISITED: September 1994.

Sited along a footpath alongside the River Durham at the foot of the embankment below Durham Cathedral, is Colin Wilbourn’s

Upper Room, the result of a residency programme at Durnham Cathedral undertaken by the artist. The theme is a direct reference

to its location and the Cathedral, below which it is sited. The interpretation is nevertheless open-ended. Walking along the footpath,

you see a cluster of dead trees and wonder why they are not removed. On closer inspection, entering the enclosure formed by the

tree trunks you are surprised and delighted to find yourself within a “room” with arched windows. The colonnaded structure

allows free access from any point but once inside, you are automatically drawn to the only “seat” in the room, a niche cut into

the tree trunk. From this position you are afforded the full impact of the artwork and able to appreciate the carved perspectival

construction of a roofed-room with an elaborative meal and a bag of silver offered on the carved table. The core of this work is

the relationship between people, place and content within the context of the site.

The artwork identifies both itself and its location within the context of the Cathedral and the context of its outdoor space and picnic

area. Rather than being compromised by the venue, the residency situation or its popularity, these aspects add value to the Upper

Room. The pleasure given its visitors is evidenced in the patina that has been layered by the many hands that have caressed the
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work over time, fascinated by the craftsmanship and detail of imagery. A critical evaluation of the sculpture confirms that material,

technique and format are well suited to the interpretation and manifestation of the theme. 

Kathedra is also the result of Wilbourn’s residency at the Cathedral. A cathedra is a Bishop’s throne. Facing the river, the throne

is an arch-structured niche or seat with a mass of gargoyles pushing out from the back of the structure. It is alternatively known

as Peace Seat or Order and Chaos. As with the Upper Room, it references the context in which it was created particularly the

Gothic architecture with its embellishments. 
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SECTION III: “PLACE-MAKING” and THE ARTS IN RURAL ENVIRONMENTS.

INTRODUCTION

Local artists and crafters are being commissioned to create a series of sculptures and functional artworks such as seating, bridges,

stiles and way-markers. These works not only provide public facilities but add extra dimensions – the transformation of the nature

of the place and a sense of pleasure and difference. The aim is to create particularised places that resonate in the minds of their

visitors and encourage new ways of seeing and appreciating the land. These artworks give each site a specific identity and locate

the site. In many instances artists and crafters worked with schools, colleges and community groups on collaborative projects. 

Besides the aims of beautification, functionality and environmental conservation, these projects create an interest in locality, in

community and in the importance of preserving the local environment, its history and its communities. Integrating artists into

communities gives people the opportunity to be involved in creative activities and to play positive and active roles in their

environments. In addition, many of these sculpture and art projects in rural environments incorporate local bridleways and pathways

governed by the “public rights of way”1 law in Britain. 

The intention of the projects is for the artworks in the environment to become statements about the relationship between people,

the artist, the place and nature. Ideally, art projects in rural areas should enhance the particularity of the surroundings by exploring 
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1Countryside Rights of Way Act 2000: this act protects the right of passage across public or privately owned land of approximately 105 000 miles of pathways and tracks across Britain
and are officially recorded on maps.





the local distinctiveness in that environment. These projects should give local history and environmental issues, including the 

character of the place and its people, a place in society and public consciousness, rather than confining these aspects of 

“localness” to cultural and historical museums and publications. 

Such initiatives frequently create new local landmarks, a role acknowledged by Common Ground2: “[The project] is about what

places mean to people who live in them, about how to express that meaning in an imaginative and accessible way through sculpture”

(Morland 1988:15). In many instances this role of way-marker is incidental in intention but necessary to its survival. If an 

artwork in an open landscape is foreign to its context it is likely to be vandalised or neglected. Alternatively, if the work creates

a sense of its own context and is accessible in its reading, it easily takes on the role of symbol or landmark for that site. Malcolm

Miles, lecturer and art critic, states that such  “works have no labels or signs to place them in an art-world context; they are 

discovered, usually by walkers, as part of the landscape. … [the artwork takes] meaning from where it is… ” (1989:136). Miles

also confers the status of landmark on these artworks when he compares them to wayside crosses and ancient burial mounds that

maintain their place “in the popular imagination, in folklore and seasonal rite” (1989:4). However, local content is essential.

Without this, these works become “empty statues”, unrelated and ignored. To confer identity or local meaning requires an understanding

of the site, its physical character, its community and its history. It is for these reasons that many programmes are structured as residencies

providing the artists with time and place to become familiar with their new environments. In addition, working on-site allows

the public to interact with the artist and greater awareness is created by this interaction. What is important is the sense of place

or place-making that is created and through this, assists the public in valuing the place. 

231

2Common Ground, established in the UK in 1983, is a non-profit organisation that is concerned with preserving and creating a greater awareness of the interconnectedness of people
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promoting practical and philosophical projects that link the arts, people and place with the past, present and future.  





The idea of public art and the use of alternative public sites such as found along paths, cycle routes, and forest trails would be

new ideas for the general public to assess and accept, and would challenge the perception of art for the ordinary visitor. For most

people it is a very new experience to climb or sit on artworks and even more strange to “walk in or over” an artwork. 

There is much debate about public art but in many instances it is promoted without the necessary critique. The social role advocated

for public art may be a reaction against an art that has become exclusive, self-referential and inaccessible. However, frequently

that which is produced as public art is often illustrative, banal and unimaginative, with imagination being one of the major 

arguments for public art. This may be due to sculpture having to re-invent itself and create an alternative mode from that of the

role of public monuments. In addition, today’s obsession with the conservation of the natural world including the evolution of

green movements may well contribute to complacent and uncritical acceptance of art placed in rural or green environments and

social contexts.   It is to be noted that sculpture parks are completely different in intention which could be said to be the display

of sculpture in an outdoor space. These works are often not site-specific and do not take cognisance of the audience. They 

continue to follow the Modernist approach of autonomy, are unrelated to their context and seen as art objects and have little to

do with their sites or the public interest. 

Many sculptures placed in outdoor spaces are vandalised. Artworks in public contexts need to be considered in relation to their

specific audiences. People want to be entertained. Many artists accept commissions for work out-of-doors without understanding

or realising the full implications of what this entails. Artists may be competent in terms of their own medium and genre but if not

accustomed to working in an environmental and public context, they often underestimate the complexities and implications of
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site-specificity. They frequently underestimate the need for a relevant and appropriate means of connecting the artwork 

physically and conceptually to its public domain and its audience. This entails choice of media to withstand the elements including

making processes such as the use of suitable glues and adhering of surfaces; scale appropriate to the site; local references and

identification of site; consideration of specific audiences; legal ownership and community ownership/acceptance; inclusiveness;

installation and site preparation; local bylaws; long-term maintenance; the more complicated issue of budget; and the even more

difficult aspect of collaboration with clients and commissioning bodies, councils, architects, engineers, construction workers,

landscapers, and the public. 

All the sites within this section are located in the United Kingdom.  I have not found any comparable sites in either Europe or

America, neither have I found any reference to such sites in the publications I have read.
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Sally Matthews, Wolf, Title and date unknown, mixed media from the forest. Grizedale Forest Gallery.



GRIZEDALE SOCIETY and SCULPTURE PROJECT: GRIZEDALE FOREST.

LOCATION: GRIZEDALE FOREST, Furness, Cumbria (located between Lake Windermere and Coniston 
Water), UK. 

ORGANISATIONS: Forestry Commission; Forest Enterprise; the Grizedale Society (1969); Northern Arts.
DIRECTOR: BILL GRANT, MBE, FIC Forestry.
DATE: 1969 - ongoing.
SITES VISITED: September 1989;  October 1994;  April 1997;  May 2000.

Bill Grant acknowledges Jack Chard, Conservator of Forests, north west England, as having 

recognised the need to establish ways of introducing the public into the forests. The guidelines he laid down
led to the first pilot scheme allowing public access to previous “No go” areas. To open the gates and welcome
the public was, to many foresters, a radical step, and to others, even a dangerous one. … gradually, the
Grizedale philosophy changed … to one of public servants managing a natural resource on behalf of the
people. Jack Chard was instrumental in making this happen, and once the change was achieved the plan
gathered momentum. Grizedale became a national model for multiple-use forestry (1991:7).

This development, together with the sculpture programme in the Forest of Dean in 1983, were important milestones in the 

development of art in rural areas throughout Britain, with Sustrans (Sustainable Transport)3 initiating the major sculpture

programmes in cycle and walking trails crisscrossing the country. Bill Grant, initially Chief Forester and Director of the Theatre 

in the Forest and the Grizedale Society (1969) from 1963 to 2000, had a vision that was both revolutionary and unique. His aim
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and green corridors linking cities and towns with countryside throughout Britain, encouraging walking and cycling.



David Kemp, The Ancient Forester, 1995. Wood.



was to create greater public awareness of and appreciation for “a working forest” while also establishing a partnership between

industry and culture. An arts and recreational programme was implemented with its core objective being the introduction of the

public to the forest and incorporated educational and environmental strategies. It has become an example of multiple-use forestry:

a combination of a working forest and a “people’s space” – offering a range of activities such as birding, hiking and cycling as

well as involving professional experts such as ecologists, biologists, archaeologists and artists. Visitors now exceed 350,000 (as

at 1996) each year.

In July 1990, the Jury Panel gave the 1990 Prudential Award for the Visual Arts to Grizedale Society “in
tribute for a leap of imagination that has enriched our perception and understanding of art and the landscape.
To that we add a salute to their far-sighted encouragement of the new and the innovative”. Five months later,
Grizedale was selected as the overall winner of the Prudential Award for the Arts … . 

The Prudential Awards for the Arts recognise and celebrate innovation and creativity, coupled with excellence
and accessibility in the arts. Grizedale, … is an exceptional example of all four qualities. Founded in 1969
… it has been, and continues to be, a remarkable achievement.

Grizedale is not just a sculpture park. It is a living organism which provides opportunities for young sculptors
to work in natural surroundings, often with natural materials, allowing them creative space and a foundation
for their future development. … The Prudential Awards for the Arts are precisely about creating such new
opportunities. …  The Award has ensured the continuation of work with local primary schools (Grant
1991:inside cover).      

The cultural programme was launched in 1969 with the concept of a Theatre in the Forest, with the Grizedale Sculpture Project

being initiated in 1977. The programme was subsequently extended to include all forms of the visual arts and now also includes

a visitors centre, wildlife information centre, gallery, painting and craft studios, artists’ accommodation, nature trails and camping
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Alan Franklin,  Harbour, 1995. Wood, paint.



ground. The sculpture project is run as a residency programme providing artists with time and opportunity to relate to possible

sites and the range of materials available within the forest environment thus encouraging innovation, creativity and diversity. The

approach has not been about community art which many such public programmes advocate. The initial aims and inspirations are

primarily that of the experience of the artist in relation to the environment, the art-making practices and the resultant artwork that

is a reflection of the forest. As a result, the visitor experiencing the artwork becomes more aware of the site and the artwork’s

specific context and content. It is about creating a place and the relationship between the artwork and the environment that is

important, as is the integration between art and nature and the articulation between art and the land. The artworks belong 

intrinsically to and are organically linked to the location. The emphasis is on the integrated process between artist and site, the

process of place-making, rather than the resultant sculpture as an object.  

The intention of the project is that the artworks in this environment become statements about the relationship between people, in

particular, the artist, the place and nature. David Lee, editor of Arts Review, commenting on the artworks states that they are 

“original and sensitively made responses to the world in which we all live” (in Grant 1996:10). Many of the sculptures are built

directly on-site, a characteristic of the work in Grizedale. It was for these reasons that the programme was set up as a residency

giving time and place to each artist. In addition, working on-site allows the public to interact with the artist and greater awareness

of the value of place is created by this interaction. What is important is the sense of place or place-making that is created. 

An important aspect of Grizedale’s project is the challenge of the inherent phenomena of the forest itself, its changing nature and

the transforming qualities of the elements such as rain, moisture, time and natural cycles of deterioration, disintegration and collapse

of natural materials. The sculptor must either defy the processes of nature or embrace them, deliberately exploit, as sculptural
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Fallen tree, roots constructed into a landscaped mound mosaiced with rock and slate. Artist and date unknown.



elements, the passing seasons, the processes of time and change, of the growth of moss and rotting wood, and that of alteration

and decay. Traditional ideas of permanence, commercial value and collectability have no place in the forest. This commitment to

the processes of nature, and the life and industry of the forest makes the programme unique and contributes to its success.

Sculptors also need to question their attitudes to the public context including the public itself and particularly, the foresters who

have an entirely different understanding of and sentiments regarding their place within the forest environment.

While many of the individual projects fulfil the aims of the programme in that they are very interesting, appropriate and create

the imaginative sense of place, this is not always the case. Many of the artists at Grizedale are young and at the beginning of their

artistic careers. Taking risks with and offering opportunities to young artists is part of the rationale of the programme. Although

in principle this is commendable and can be seen as positive, in practice it is problematic in terms of the quality of the work produced.

Once selected, artists are given time and the freedom to present a proposal. The final monitoring of the project is made on

approval of that proposal. It is not known whether or not a panel of jurors conducts the initial selection and approval of the 

proposals but in programmes such as this, it is imperative that a critical review of selection criteria and procedures takes place on

a regular basis. It would appear that this is not the case as, unfortunately, many of the artworks are very simplistic and illustrative

and do not fulfil the criteria of innovation, imagination and local distinctiveness. Use of local materials, does not make an artwork

site-specific. It is the content that localises a work, enhances its appeal and together with formal elements, contributes to its magic

and aesthetic quality. There are now many similar projects throughout Britain and although it is complex, there should always be some

form of control built into policies dealing with appropriateness and quality thus protecting the aesthetic integrity of a programme.

The educational programmes at Grizedale are formally structured with resource packs compiled by the Society’s educational services,
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Andy Frost,  Shootin’ Moose, 1985. Wood, paint.



tours by forestry guides, films and workshops. In addition, students are given a purely experiential approach to the forest 

environment with artworks providing their own infrastructure, information, associations and specific references. Artists also work

with the local communities, particularly pupils, in workshops where they work as a group on a sculpture on-site in the forest, and

artist-in-school programmes are presented at many of the local schools. 

These educational programmes are particularly important and not only introduce the visitor, adult or child to the forest environment,

but also give many of the participants their first experience of art, and in particular public art or “an art for the people”. People

respond and “see” from their own imagination and personal field of references. The experience of the place itself cannot be 

substituted by nor translated in books, films, lectures or the classroom. The forest is its own unique classroom and is visited by

schools, colleges, polytechnics and universities. Many people see only photographs of site-specific artworks. The work cannot be

fully experienced or understood unless it is seen in-situ: removed from its context, it is removed from its content but even more

importantly, it is devoid of its relationship to its physical site, sounds and atmosphere. David Kemp, artist-in-residence at

Grizedale, states that 

a walk marks time with an accumulation of footsteps. It defines  the form of the land. Photographs only tell
part of the truth. What is omitted is the rhythm of walking, there is no evidence of trudge of boots on the
ground, on mud, on pine needle carpets, uphill and down …  . The eye seeks for a feature. Sometimes it is
a bird or deer. Sometimes it is a root or branch. Sometimes it is a sculpture (in Grant 1991: 22).     
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Above and right: Cliff Structure. 

Below left: Quarry Structure. (Harris 1991:33)



ARTWORK: CLIFF STRUCTURE, 1978.
QUARRY STRUCTURE, 1978.
Stone and wood.

ARTIST: RICHARD HARRIS.

Richard Harris was the first artist invited to undertake a residency at Grizedale. He completed two works during this first period

in 1978, Cliff Structure and Quarry Structure. Harris sees his work as “forming an extension” of the site “acting as a reference

point to re-explore the forest” (in Grant 1991:22) as in Cliff  Structure. The construction methods and support systems are simple

and well conceived, the structure is formally sound and well executed and its visual impact is strong. The interrelationship

between site and artwork questions the structure as artwork. The dynamics of construction is emphasised by the weight of stone

(heavier, stronger and permanent) supported by wood (impermanent and less strong).  The work is reminiscent of flying buttresses

in cathedral architecture, the forest itself being seen by many as a spiritual place and nature’s cathedral. The artwork is dependent

on the site but conversely, it appears as if the site and its existence is dependent on the support of the structure. 

Quarry Structure although similar in construction and use of material, is quite different. Imaginatively it is similar to Bottle Bank

as it takes on the character of a skeleton of a large lizard-like creature undiscovered and undisturbed for centuries, silently waiting

in the hollow between two low banks.
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ARTWORK: WOODEN WATERWAY, 1978.
Wood and water.

ARTIST: DAVID NASH.

Wooden Waterway is a simple structure which diverts water from the hillside adjacent to the track of Silurian Way, the longest

hiking trail in Grizedale, carrying it down along troughs carved into the trunks of fallen trees and finally releases the water at the

edge of another trail where it pours over a stone and disappears into the ground.

The artwork creates its own magic as it flows down the hillside, seemingly cutting its own path into the wood and along the

branches. Following the Waterway, you leave the path and venture into the forest, picking your way down through the trees and

damp forest floor, trusting that Waterway will bring you out safely. The sounds of the forest and the flickering of light through

the leaves of the trees echo the lyricism of the work. The artwork creates its own particular place as it takes you on its solitary

journey and introduces you to the quietness and shadowed areas of the forest, creating a spacial relationship between participant,

the artwork, the sense of place and the forest.
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ARTWORKS: SEVEN SPIRES, 1984.
Pine Logs.
WOVEN ASH BALL, 1984.
Ash branches.
SIDEWINDER, 1984 – 85.
Pine Logs.
TAKING A WALL FOR A WALK, 1990.
Dry-stone wall.

ARTIST: ANDY GOLDSWORTHY.

Goldsworthy’s first artwork Seven Spires, was an ambitious task creating seven tall pine log spires equating the illusion of energy

driving upward in the growth of the pine trees as they taper upwards, and of cathedral spires soaring skywards. Goldsworthy comments

that he “felt a similarity in the subdued brown light and stillness found both in cathedrals and pine forests” (in Grant 1991:62). The

processes required to carry out a project of this scale needed the assistance of equipment and foresters with their skill and physical

strength. In this, the artwork belies its processes of making. Once again the visitor has to venture off the path to access the space

of this work and there is no doubting the analogy to special places. Out of the physicality of the making-process, is created a place

of quiet and stillness where the mist or sunlight filters through the trees streaming down onto the earth, as does light through

stained-glass windows in cathedrals.





In Sidewinder, the artist once more, makes direct reference to its site in the use of pine logs that have been damaged by the elements

of snow and wind, have grown bent or been thinned out by the foresters. Metal rods pin the logs together into a large 60ft serpentine-like

form as it meanders between trees and over rocks. The artwork could be said to resemble the rhythms and sounds of the forest,

currents of air that swirl around the trees, the wind as it blows wildly through the hills uprooting trees, and the surrounding

stretches of water, lakes and tarns as the wind creates waves and ripples on the surfaces. As in Seven Spires, this work also belies

its making-process as it slips and slithers quietly between tree trunks, at times hugging the ground.

In contrast to the other three works, Woven Ash Ball is small, required no assistance in its making, is relatively temporal and is

an intimate work both in its making and its reception. If you are unfamiliar with the artist’s work, and many of the visitors to

Grizedale are, then you are fascinated by the mere simplicity of the work and wonder at the patience and time spent in its making

and as a result, its obvious temporality is of concern to many who see the work. The work questions its own existence. It sits silently

under a tree waiting to be discovered, its solidity contradicting its fragility, its temporality questioning the time and patience invested

in its making. These contradicting elements emphasise those in a working forest: its endurance yet fragility, the nurturing of and

time required for trees to mature that are cut down in a few moments with a few screeching cycles of the chainsaw, the beauty

and mystery of the forest and devastation after a crop has been felled, the quiet and stillness against the aggressive sounds of the

machinery.
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In Taking a Wall for a walk, the old existing wall has been reconstructed into a serpentine form similar to Sidewinder although in

this instance, it meanders horizontally zigzagging around the trees. Its obvious reference is to the many dry-stone walls using the

“lie of the land” to form their movements as they crisscross the countryside dividing and containing large stretches of farmlands.

The wall however, serves no purpose except to delight the visitor as it twists playfully in and around the trees. In this context, the

wall becomes an artwork freed from the practical demands and functions that are usually imposed on such structures. This

is Goldsworthy’s most permanent work in the Forest as the works will eventually disintegrate with time and processes inherent

in a forest.    
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ARTWORK: THE EYE, 1984.
Local slate.

ARTIST: KEN TURNELL.

Ken Turnell makes strong reference to the pine-cones in the forest. The title gives some indication as to the reason for the alignment

of the two openings as a selected viewpoint over the distant vistas. However, due to the nature of its material, a different interpretation

can be given to the work in that it also references the notion of cave. In association with caves, the natural setting together with

the sculpture’s egg-like shape and its lozenge-shaped opening, could be said to be associated with the concept of fertility and the

womb. The openings, however, also question the work’s relationship to ancient sacred sites and its possible alignment with the winter

solstice that is seen as the beginning or birth of a new year. One is reminded of humankind’s existence within the natural world. 

Irrespective of its references, one responds to the mere physicality of the work due to its scale, workmanship and material.

Contradictions are again evident: made from slate and carefully constructed relying on stacking, the balancing rocks create

tension while also expressing temporality that simultaneously denies the permanence of its materials and scale. In its simplicity

of form, material and structure, it reflects the environment and its sense of place. 
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(Grant  1996:53)



ARTWORK: HABITAT, 1994.
Wood.

ARTIST: RICHARD CAINK.

Habitat represents the basic trappings to be found in most living-rooms, familiar furniture comprising a comfortable chair, standing

lamp, table with TV, curtains and pelmet. While the installation is entertaining and accessible, it nevertheless questions our 

relationship to the natural world in both a physical and an intellectual context. Human beings today feel quite at home walking

in the forest; it is what we aspire to, what we seek out – to commune with nature. Unfortunately, human beings are destroying

the planet with activities such as deforestation, mining, over-fishing, pollution and even over-population. 

The scale of the work is life-size, it exists comfortably both in the visitor’s formal relationships within a dwelling and in this small

forest clearing. What changes however, is the relationship between people and place, the experience of the work, and this experience

constantly changes with the seasons and the weather: on a good sunny day the room feels open and welcoming; on a misty, dull

or rainy day the space or place becomes moody, almost threatening as if you are an intruder. With time the wood has become

more weathered, more stained, particularly when wet, and this sense of intrusion becomes more obvious.Without realising it,

Habitat establishes a dialogue that questions the place of society within the universe. Have we become so complicit with

“progress” that a work such as this merely entertains its visitors on an experiential level but the emotional and philosophical

implications of our interconnectedness with the natural world is so forgotten that we miss the work’s insinuations? In displacing

these familiar everyday domestic objects, the artist also displaces the viewer, relocating him or her within nature as a reminder

that society was, is and should retain its place within this context, should preserve its connectedness to the planet. 
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ARTWORK: A CRY IN THE WILDERNESS, 1990.
Branches, grasses, moss and mud.

ARTIST: SALLY MATTHEWS.

This narrative artwork is as elusive as the living animals that roam the forest – walking the trails, deer or other small creatures

are seldom ever seen. Having spotted the dogs scurrying over the wall, you then see the reason, a pack of three or four dogs 

hunting a lone deer a little way up the hill. Made from materials that at a distance equate with living animals, this work has

become popular with visitors as a reminder of earlier times when deer roamed freely in the forests. 

The artwork expresses the laws of the wild but possibly also questions the loss of wild creatures in our forests. As with the 

previous work discussed, Habitat, the interpretation of this work is simple and direct, the law of nature. But is the artist perhaps

questioning the unnatural laws of the human race in its dominance “over all the earth” - the natural processes of decay will, with

time, destroy this work but progress and growth within the 21st century will deplete our forests and natural resources faster than

nature can replenish or restore itself.   
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ARTWORK: WIND THRUST, 1996.
Carved wood.

ARTIST: JONY EASTERBY.

Wind Thrust is not simply a weather vane. The artwork represents the four compass points and not only gives the wind its name

such as a north easterly but also “displays” the movement of the wind as if to make it visible. “The four points of axis amplify

the wind for us, harness its chaos and flow. As a family they interact in a playful manner, disagreeing, creating eddies, stealing

each others (sic) wind, then finally moving together” (Grizedale Guide Map 1997/98). Standing on the crest of a high point in

the landscape they are easily seen from a distance and appear as four birds flying in formation. On closer viewing they become

sentinels, pivoting and alert, guardians of the place. 

ARTWORK: OAK WAVE SEAT, 1995.
Oak Wood.

ARTIST: NIGEL ROSS.

The artist chose to install a bench that provides the only seating on this long trail. He nevertheless, interprets the forest in a simple

and lyrical way by imitating the wavelengths of the many sound, air, water and movement currents that filter through the forest.

He makes the invisible, visible and one is reminded of the natural forces of the universe.  
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Jim Partridge and Liz Walmsley, Larch Arch, 1990. Wood. Artist, title and date unknown.



ARTWORKS ALONG THE RIDDING WOOD TRAIL, 1992.

The Ridding Wood Trail, opened in May 1992, was made possible by the Prudential Award and was specifically designed to provide

facilities for the elderly, disabled and young children. It is relatively short, has easy access and hardened surfaces to facilitate

the use of wheelchairs and prams. Unlike other trails in Grizedale, the artworks on this trail have been sited specifically to enable

visitors to participate in and enjoy these sound sculptures. Many of the artists have chosen to create works that provide the

necessary seating along this special trail.  

The character and playfulness of this walk is immediately conveyed to the visitor in its arched entrance, carved “flower tree”,

wild boar peering out of the bushes and the small spiral structure that are all situated at or near, and mark the beginning of the

trail. Although the spiral structure takes you no further than a few steps along the trail and can be bypassed, the sense of participation

is felt and its invitation to pass through is seldom ignored by either children or adults. The request for participation is further

conveyed by the telescope that offers a particular view and in the vistas that are created. The seating sculptures range from simple

carved benches with motifs taken from the forest to a triple “throne” and a shelter. 

In Axe Life Cycle, Jeremy Cunningham works with the idea of natural cycles and seasonal activities that constitute the various

forms of husbandry in this region. In this work he has created a gateway to or exit from this circular route.
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Andy Frost uses an existing disused building to “conceal” a herd of deer both in the building and on the
newly constructed roof. The work is easily reached and is a favourite of young people of all ages who enjoy
riding on these animals.
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Partridge and Walmsley, The Sheltered Seat,
1991. Wood, grass sod.

Artist, title and date unknown. 

A Holloway, Spiral Growth, 1992.
Wood. 

W Glanfield, We Three Kings, 1991. Wood. J Cunningham, Axe Life Cycle, 1992. Wood.



Artist, title and date unknown.



STAND AND STARE: SCULPTURE IN THE FOREST OF DEAN.

LOCATION: Royal Forest of Dean, border of Wales and Gloucestershire, UK.
ORGANISATIONS: Forestry Commission, West England Conservancy; Arnolfini Gallery; Art Landmarks; South 

West Arts. 
DATE: 1983 with first phase’s official opening mid-summer 1986, ongoing.
SITES VISITED: May 1992;  April 1997. 

The Forestry Commission felt that as the forests were a national heritage, the public should be encouraged not only to visit but

experience a “deeper enjoyment” of the beauty of these living and productive environments and that if visitors were able to “go

away with a greater understanding they would be more likely to conserve the forests [and nature] for the future” (Martin 1990:9).

At present there are several art and educational programmes being presented in various national forests across Britain.

Inspiration for the Forest of Dean Sculpture Project originated from a pilot project in the early 1980s in Exeter Forest named

Beginner’s Way, a narrative interpretation of the forest by artist Jamie McCullough4. Having seen the potential of Beginner’s Way,

Jeremy Rees, then Director of the Arnolfini Gallery in Bristol, offered to assist the Forestry Commission with a second sculpture

trail. The Forest of Dean was selected for this project as it offered a variety of mixed ages and species of trees and a wide range

of sites and environments from which artists would have alternative situations to interpret and from which to select. This area 
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Haldon Wood in Exeter Forest. The format of the artworks is both functional and metaphorical – stairs, an archway, tunnels, bridges – and by walking the trail the visitor re-enacts a
journey through a series of visual interpretations and actual experiences controlled by the format of the artworks.





also has a rich industrial history connected with charcoal making, coal mining and iron smelting. The project has developed as a

close partnership between landowners (Forestry Commission), art organisers and artists. The success of the project is due to this

working relationship, to the careful selection process and, in particular, a clear understanding of the aims of the project. These

elements are integral to and form the basis of good practice in collaborations of any kind.  

Stand and Stare as this project was titled, is quite different from that at Grizedale as a variety of artists (not only sculptors) were

invited to visit the site and submit proposals based on a brief to interpret the forest in ways that would encourage visitors to

explore this particular environment. Visitors were the focus of this project whereas at Grizedale the artists’ experience of and

relationship to the forest was at the core. The artists were subsequently selected on the basis of their proposals bearing in mind

the future management of a living producing forest. Other criteria were imagination and appropriateness, affordability, practicalities

such as manpower and materials to be used, ensuring contrast of materials and techniques between the selected works, and finally,

the overriding requirement of the relationship and interaction of the sculptures to their selected sites. The initial selection of artists

was based on their experience of working in outdoor environments, their ability to respond to a new environment and the 

suitability of the work for exposure to the elements. Once selected, some of the artists worked on-site as a residency while others

worked off-site although the works were constructed with a specific space in mind.

The selection process played a crucial role because the aim of the programme was for the artworks to act as catalysts for visitors

in order to create greater awareness of the forest itself, to encourage the public to pause and contemplate their surroundings, to

instil a sense of awe and appreciation, and in particular, create an empathy with a sense of the place. What The Dean (as the forest
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is often referred to) has in common with Grizedale is the forest itself, nature and the natural phenomena of time, cycles, change,

decay and the natural forces of wind, rain and snow and the resultant impermanence these forces and phenomena may bring5. 

A walking trail of about two to three hours duration links the sculptures on a circular route. The trail is considered to be successful

in many ways, justified firstly by the fact that since the introduction of the sculpture project visitors have increased, searching out

each artwork and its interpretation of the forest6, and secondly, after an analysis of these works, I consider them to be conceptually

and sculpturally of a high standard. Each artwork plays its part in the overall function of place-making in that each work identifies

itself with the site whilst also reflecting either the history or the physical features of its site. By focusing on the familiar, these

artworks in the public spaces of this working forest give new meaning and perspective to their context. The sculptors have exploited

the potential of art to identify and capture the spirit of the place, celebrating its uniqueness by evoking references to the physical

site itself as well as to the local culture and the history of the forest. In addition, education plays an important role with many

schools and adults participating in these educational programmes.

The Forest of Dean project provides a particularly rich example of the variety of roles that artworks can play in a rural environment,

ranging from the esoteric to the popular. A prominent feature of these artworks is the persuasion they exert on visitors to interact

with the sculptures in various ways. The project also highlights many of the important issues necessary when planning public art

projects of this kind: imagination and surprise, suitability and appropriateness, accessibility of content and site, quality and
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works by chance. It is interesting to note that the public quite emphatically requested maps/guides to be available





craftsmanship, and finally maintenance including the life-span of each individual work depending on its durability or process of

decay. 

Many of the sculptures explore the concept of the commonplace. Rupert Martin, in his publication The sculpted forest: sculptures

in the Forest of Dean, states, “One of the tenets of Surrealism is that a familiar object can be made to appear disconcerting and

strange when seen out of its usual context” (1990:41). In The Dean however, the artists have modified this concept by 

transforming familiar objects in ways which are not only disconcerting but also emphasise their relationship to the site in unique

and unexpected solutions. Rather than rendering these ordinary objects strange, the artists celebrate their innate qualities and

encourage the visitor to look again at the familiar and recognise the extraordinary. Attention is drawn to “the exotic in the 

commonplace, the exquisite in the familiar” (Randall-Page in Martin 1990:80).   

Throughout the forest, visitors are constantly required to re-assess their understanding of art and its role in society. Tradition is

abandoned: conventional expectations of site, material, form and function are all challenged. Unexpectedly, visitors are encouraged

to participate fully as the artworks assert their presence. They tease the visitor into physical participation as they simply and

directly intervene in the environment. They are also not intrusive but rather, they present themselves in such a manner as to be

inclusive as opposed to exclusive as in a gallery or museum context. Many of the artists achieve a “heightening of visual 

consciousness” in alternative ways: small intricate objects are transformed into enormous stone carvings; brightly coloured

emblems are attached to the heads of black silhouetted forest animals; a small house is placed on stilts in the canopy of the forest;

a swing imitates the sounds of the forest; and a flight of stairs leads you to nowhere.
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(Martin 1990:49)



ARTWORK: VESSEL and CONE, 1988.
Forest of Dean stone.

ARTIST: PETER RANDALL-PAGE.

Peter Randall-Page sets out explicitly to achieve the exotic in the commonplace and the exquisite in the familiar. Through re-interpretation

and transformation of natural elements, he aims to celebrate the uniqueness and mystery of the forest. Vessel and Cone are skillfully

and intricately carved in local stone representing objects that are common to the forest. An acorn cup and a pine-cone are simple,

familiar forms but the choice and manipulation of the material together with the large scale, transform the ordinary into the

extraordinary. These works heighten our perception of the forest and challenge our understanding of and relationship to the intricacies

of the world around us, and we are asked to re-assess our concept of art.

The cone is asymmetrical; on one side the surface is low relief pattern, on the other the pattern swells to
become full-blown sculptural form, all of which relates to an implied internal structure. I wanted the imagination
of the viewer to be drawn beyond the surface into the core of the stone. The acorn too is an investigation of
growth, but the unseen element here is the fruit itself, this absence drawing attention to the adjacent oak tree
which becomes the complementary element.  …   I also wanted an intimate place, …  I wanted the forms
themselves, their texture and colour, to be akin to the place and blend with their surroundings; hopefully the
growth of moss and lichen will help this process. I would like these works to catch the viewer unawares,
perhaps jolting the consciousness into a slightly different way of seeing the forest and our relationship with
it (Randall-Page in Martin 1990:80, 82).
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ARTWORK: MELISSA’S SWING, 1986.
Galvanised steel and wood.

ARTIST: PETER APPLETON.

Melissa’s Swing, named after the artist’s daughter, recalls childhood pleasures as visitors enjoy swinging on the artwork. Even

before reaching the work it invites, even imposes itself on the visitor. As you approach the work along the forest trail, strange

sounds filter through the trees. The sound is unrecognisable, similar to leaves rustling in the wind but nevertheless, induces a feeling

of suspense or unease, until you come across the source of these unusual sounds caused by either the wind or a family enjoying

the swing. Likened to an Aeolian Harp, these sounds stimulate your sense of hearing and you become more in tune with the many

varied natural sounds within the forest.

This unusual swing is initially experienced as sound, then enjoyed as movement and play, making the senses of sight, touch and

hearing more acute, then finally, as you continue your walk, it is realised as a work of art that has been able to impress its particular

characteristics upon the visitor. The artwork has been experienced, enjoyed and appreciated in all its subtleties. 
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ARTWORKS: BLACK DOME, 1986.
Charred larch logs.
FIRE and WATER BOATS, 1986.
Charred oak logs.

ARTIST: DAVID NASH.

Inherent to the forest are the cyclical processes of decay and regeneration. This is the identity of the forest: its changing character

according to the seasons, its history in terms of industry and now, the impact of visitors on the forest. Some artists have worked

specifically with these aspects of change and decay. David Nash in particular, with both Black Dome and Fire and Water Boats

has consciously taken into account the transience of things and the processes of time. Working with wood, Nash anticipates these

changes as part of the works’ intention. The six wooden boat-like shapes (in 1992 already well into the process of decay), were

first altered, then charred in fire (this acts as a wood preserver) before being sited in a bed of watercress in a boggy area. The site

in its wetness not only refers to water but also assists in the process of decay. 

At a certain point in the disintegration of artworks such as Fire and Water Boats, they could look neglected and derelict. I have

some doubt as to whether these should be removed at a particular stage of the decaying process or left to decompose completely.

Both Nash’s artworks deal with transience and echo the fragility of the ecosystem as the forest gradually reclaims the works.

Martin in a discussion of Black Dome states that 

David Nash wanted his Black Dome to be like a ‘mood’ in the landscape, a quiet presence which absorbs
the light and embeds itself within a circle of oak trees like an ancient burial mound. … The sculpture was
made to incorporate change, and although charring is a traditional way of preserving wood, it will eventually
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be absorbed back into the earth. David Nash’s work is a collaboration with nature and with the forces of
growth and decay, involving the elements of fire, water, earth and air (1990:21).

Nine hundred short logs were charred, carved at one end and finally graded and embedded into the prepared circle of gravel to

form a dome, each ring of logs being wired together to prevent pieces being removed. Nash states that he envisages the sculpture

“gradually reintegrating with the environment, rotting down gradually – fungus, leaf-mould, plants adding to its progress of

‘return’ – leaving eventually a vestige of the original form, a slight hump.  … I try to find ways of engaging those elements [of

nature] so the object is continually active in the environment” (in Martin 1990:66). Six years after its installation (1992, when I

first visited the Forest of Dean) the work had certainly acquired a moody quality, dark and damp with moss growing in the gaps

between the logs. The weathering of the works gives it the impression of being a natural burial mound; implanted into the earth

it also refers to processes of life that takes place beneath the surface, to “mother earth” that gives birth to all plant life; life and

death are implicit in the work as the process of decay takes place above and below the surface. The work is impressive in its 

making and experience, recalls intimate events of life and death and also makes reference to the many ancient burial mounds that

are found throughout Britain and Ireland. 
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ARTWORK: RIVER CROSSING, 1988
Woven steel wire.

ARTIST: SOPHIE RYDER.

In 1992, Ryder’s herd of 13 woven wire deer crossing a small pond, was already in the process of disintegration and decay: the

wire was rusted and corroded, a reminder that even industrial materials eventually fragment if not preserved. This process of

decay equates the eternal cycles of life and death that are apparent in a forest.  From a distance the brown corroded wire animals

look alive until you come closer and your fascination is transferred from the surprise of encountering deer roaming the forest to

the use of materials and the laborious task of weaving wire. Built into the work are overlays and fragments of history, past and

present, fact and fable with these references retaining the local distinctiveness. This gives the work its authenticity and creates

positive reactions between people, the place and the artwork. 

Ryder was concerned about the public context, the physical accessibility offered by the context and the possibility of visitors

assuming that the artworks would be sufficiently strong to play on or climb. She decided to site the works in the water which not

only solved the problem but that the reflections in the water and the ripples created by the wind on the water would enhance the

sense of movement and implied reality of deer crossing the pond. The artist has created a specific place that allows the visitor to

contemplate and reflect on the surroundings and the animals that may have previously populated the forest, re-assessing one’s

understanding of the place. The accessibility of the content of this work results in its popularity but also quietly questions the

absence of these animals from our natural environments and subconsciously creates an awareness of our place in the interconnectedness

with and destruction of the planet. 
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ARTWORK: CATHEDRAL, 1985 – 1986. 
Stained glass and steel.

ARTIST: KEVIN ATHERTON.

As with Ryder, Atherton also introduces unexpected materials into the forest environment. At first sight you are astounded by the

concept of a huge stained-glass window hanging in a forest setting and it is one of the more fascinating and unique artworks on

the trail. Its appropriateness to its environment is in its content. The sculpture is an interrelationship between three aspects, “the

forest is the CONTEXT, the window is the FORM, and the image is the CONTENT” (Atherton in Martin 1990:72). 

The window comments on forests as places of sanctity, a refuge from the world outside and forests as places where one can experience

the wonder of creation. The work is reliant on the quality of light as a sculptural medium that imbues the artwork with a sense of

mystique and awe. The installation of this artwork however, is not sensitive to the inherent qualities of the window nor to the

metaphorical comparison of the forest as cathedral. It should create a sense of specialness and perhaps even spirituality which

would be all the more profound as the imagery is not of a religious nature but of the forest itself. In this sense it is a reflection of

its site. However, the site adds nothing to this work: it has none of the mystery or mood that many other areas within the forest

offer. In addition, the weight of the window is a problem and the final installation is a compromise. The post and lintel support

structure used is visually heavy, rigid and permanent and completely grounds and stabilises the window. Although this is a practical

solution, it contradicts the content of the artwork, its mystery and implied fragility, the vitality of the multifaceted face of the forest

and its ability to reflect the changing seasons. The artwork nevertheless, makes a grand statement, is unexpected and offers an

unusual surprise to its audiences.
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ARTWORK: GROVE of SILENCE, 1988.
Carved wood and stone.

ARTIST: IAN HAMILTON FINLAY.

Ian Hamilton Finlay plays with the idea of signposts that usually mark hiking trails. This work is a

collaboration with Nicolas Sloane who carved the inscriptions. The work focuses on the quietness

of woodlands with ‘Vincennes’ carved on a signpost that points enigmatically to the French forest

of the same name, while three concrete plaques each inscribed with one word, “SILENCE (English,

French), SCHWEIGEN (German), and SILENZIO (Italian)”, are fastened high up on tree trunks.

This could be said to be one of the complex less accessible works both conceptually and physically,

and could be entirely missed or overlooked and even debated as to its classification of art by many

visitors unfamiliar with concept art. The visitor is inclined to stand and stare at the work disputing

its meaning. The format of the work certainly questions the popular understanding of sculpture or

of a conventional artwork and forces a re-assessment of art’s position, its function and, in this

instance, its simplicity within the complexity of conceptually-based artworks. Grove of Silence is

a particularly interesting work and debates the issue of text versus implied content. It also focuses

on the issue of “heightening one’s awareness”, a concept requirement of the commissioning brief

for this project.
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ARTWORK: OBSERVATORY, 1988.
Wood and steel.

ARTIST: BRUCE ALLAN.

Few visitors can resist the temptation to climb a “staircase to nowhere”. That is exactly what the artist relies on and what he has

created. Allan built a freestanding flight of steps. At the top there is nothing, only the forest. The artist does not fulfil the expectations

of visitors with a surprise element. Rather, on reaching the top of the staircase and being elevated into the treetops, you are 

confronted by the forest itself. This context elicits a heightened awareness of the senses. The sounds, smells and feelings within

the forest are emphasised by the apparent stillness and from this elevation you have a different perspective of the forest. Allan

has used the simplicity of a known structure to lure the visitor into the mysteries of the forest. He provides a platform from which

to observe and reflect on the place in which you find yourself both physically and psychologically. You could consider the 

“experience of the context or place and the view it provides” as the artwork and the stairs as your access to interpretation.

This is not an artwork to be viewed passively from a distance but one to be experienced. Participation allows an openness of

response with each visitor bringing to the work his or her own imaginative involvement: children exploit it as a play structure,

running up the stairs, pausing for a brief moment to check the view before sliding down the sides; others may stand quietly listening

to the sounds above that cannot be heard from below; yet others may shout and listen to their own echoes fill the space.The

thought of Observatory being a work of art may not enter the minds of many yet it fulfils its function of communication. It evokes a

response from its audience and gives its visitors a new understanding of place and the opportunity to hear, see and feel the forest.
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ARTWORK: THE IRON ROAD, 1985 – 1986. 
Carved Jarrah wood.

ARTIST: KEIR SMITH.

If stairs are an irresistible attraction, an old railway track is an even greater temptation to become involved in the romance of earlier

times. As with other works in the forest, this work promotes participation. Railway sleepers have always held a fascination for

people of all ages and few can resist the temptation to “giant-step” along its route. The artist was concerned with establishing a

particularised place from which to contemplate the forest.       

The work draws on the previous history of the forest. Twenty carved wooden sleepers are installed along the original railway line

using the existing cast-iron “chairs” that supported the earlier tracks. The Iron Road refers not only to the past in its evocation of

steam engines, industry, cargo trucks and iron tracks but is also a lyrical expression of cyclical time in that it 

consists of a series of twenty interrelated images carved out of [the] wooden railway sleepers, comprising
a tactile poem in which each image relates to the whole. The sculpture evokes the passage of time in its gentle
elegaic way …  .  Although they [carved images] are highly legible, they have a symbolic meaning that
extends beyond the forest to a sense of the transience of things and the possibility of their redemption. There
is a delight in ordinary things in the first six images … . This familiar world is supplanted by images of
industry, fire and destruction …  . The last section shows the sun bursting through clouds …  (Martin
1990:22).
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ARTWORK: HOUSE, 1988.
Steel.

ARTIST: MILES DAVIES.

Miles Davies elevates a small House on tall stilts, a recognisable form in an

unexpected situation. As with other artworks in the forest, this work alludes to the

past in its reference to mining. The House is similar to Observatory except

that this miniature steel house metaphorically elevates the visitor into the canopy

of the forest. In its height, the tall slender structure implies solitude. The verticality

of the stilts reiterates, and could be mistaken for the trees. In this way the trees protect

and conceal the House until the last minute when you differentiate steel from tree

trunk and are enticed into looking up at the roof of the forest. 
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ARTWORK: PLACE, 1985 – 1986. 
Oak. 

ARTIST: MAGDALENA JETELOVÀ.

Jetelovà’s artwork, Place, is a minimal solid structure that belies its simplicity. The considerable physical size and weight of the

oak logs required skill and precision in the joints to ensure the strength and stability of the “giant’s chair” as it has been nicknamed.

The artist plays between creating a chair and a place by using a very basic form, not to create an object so much as to suggest

a structure from which to observe the surroundings. The visitor first notices the structure from the trail at the bottom of the hill

and perceives it to be a chair; in reality it frames the landscape in 360º – it provides a platform, a space frame or portal

from which to view the forest and the distant vistas. The work and the view change with the seasons and growth of the surrounding

forest and vegetation. The artwork is in fact the place, the view reflecting both the vitality and impermanence of the forest.    
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ARTWORK: AS THERE IS NO HUNTING TOMORROW, 1988.
Mixed media.

ARTIST: ZADOK BEN DAVID.

From the crest of a mound, several deer, each with a strange brightly coloured object balanced on its head, can be seen in a small

clearing below – a world of possible reality but one that unfortunately no longer exists. The deer’s strange companions are small

carved creatures and elements of the forest – bird, fish, lizard, flower and tree – that still populate the forest although the deer

have vanished. The deer are black in colour and could be said to be shadows of their absence. The artist reminds the visitor of

the spirit of the place, the forest as it was with its natural inhabitants and offers the visitor a moment of magic, a quick glance, a

surprise before the animals are recognised as artworks.   
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ART & THE TRAVELLING LANDSCAPE: Millennium Sculpture and the National Cycle Network.

LOCATIONS: Various across England, Wales and Scotland.
ORGANISATIONS: Sustrans (Sustainable Transport); the Bicycle Association; National and Regional Arts 

Councils; Local County Authorities and Councils; Department of Transport; Countryside 
Commission; Forest Commission; National Trust; English Heritage; British Waterways; 
Environmental Agency; Groundwork; and many other national government and non-govern
ment organizations, specialist and local interest groups and local communities.

DATE: 1979 - ongoing.
SITES VISITED: C2C Route: June 1992.

Bristol and Bath Cycle Path: May 2000.

Sustrans: paths for people7 is a national civil engineering charity that builds safe and sustainable traffic-free routes connecting

with traffic-calmed and minor roads, existing paths, parks and green corridors linking cities and towns with countryside throughout

Britain. The initiative coincides with Britain’s Local Agenda 21: “the process of developing local policies for sustainable 

development and building partnerships between Local Authorities and other sectors to implement them” (Local Government

Management Board (LGMB) 1994, in Sustrans Report 1996:3). “At the Earth Summit in 1992, 170 countries including the UK

endorsed Agenda 21, a 600-page Agenda for the twenty-first century which set out how environmental and development needs

could be reconciled” (LGMB 1992 in Sustrans Report 1996:3). 
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7Sustrans: paths for people – publish various information sheets on the different aspects of their activities, the aim being to make this information as accessible as possible to schools,
groups, councils and interested people.  



Bristol to Bath cycle path.



In 1995, Sustrans initially proposed the National Cycle Network as a partnership project, the aim being to encourage people of

all ages to cycle or walk whenever possible to lessen dependence on the motorcar8 and change attitudes towards safer, cleaner,

more pleasant and better environments. The National Cycle Network provides for journeys of many kinds: to work or school, for

leisure and exercise, for sport and training, and is particularly popular with and useful for the young, old and the disabled9.

Environmental artworks and public facilities were commissioned to increase the popularity and pleasure of walking and cycling

the routes. These works are sited at strategic points and, together with mileposts, mark distance and locate identity. As the project

promotes public art, Sustrans appointed an arts coordinator who deals with the role, requirements and formal qualities of artworks

in the public context and manages the processes between artists, engineers, councils, communities and the construction process.

The following is a summary of the application and report submitted to the National Lottery by Sustrans for financial support for

the National Cycle Network:

The Royal Commission on Environmental Pollution described transport growth as possibly the greatest
environmental threat facing the UK. 

The National Cycle Network will create a UK-wide network of safe, attractive, high quality routes for
cyclists, and will greatly extend the provision for walkers and disabled people. The Network will comprise
6,500 miles by the year 2005 with half the Network on traffic-free paths.
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8An ideal route would run through an urban area, linking quiet country roads and paths to the town and reaching as many residents as possible. A route of this type would be able to
serve many functions and users, throughout the day. In particular, it would pass by and link schools, centres of work and leisure, public buildings, public transport stations and residential
areas.
9Health and environment are two of the most important factors in quality of life. Walking and cycling cause no pollution, are healthy, sociable and accessible, reduce traffic congestion
and encourage cycle tourism. (Sustrans 1994:9)





Traffic-free paths running through towns and cities will create wildlife corridors and preserve habitats,
bringing the countryside – and environmental education – to the doorstep of families and schools10.

It will restore numerous fragments of our canal and railway heritage, and upgrade derelict areas of older,
inner cities.

Sculpture, public art and local history will be integral features. Routes will be travelling landscapes, with
sculpted seats, mileposts, drinking fountains, earthworks, town gates and lighting (Sustrans 1995:no pagination).

THE ARTWORKS PROGRAMME

Sustrans states: “The popular success of any cycle route is determined by its quality. This is a function not only of the smoothness

of its surface and its safety at road junctions, but also of its continuity, its convenience, its attractiveness and its status in the minds

of the public” (Sustrans Report [sa]:no pagination). 

The network of paths is public space and resource, accessible to all. The artworks, mileposts, sculptural seating, bridges, gates,

access points and drinking fountains are commissioned to make these routes pleasurable and memorable, creating popular places

and particularised journeys.  
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10Sustrans: paths for people Information Sheet 2 – Ways for Wildlife. Sustrans builds traffic-free routes along green corridors of land that are often linear parks. The Sheet covers
aspects that will be of interest to those involved in conservation, landscape and the environment. It deals with ‘death of wildlife on roads, pollution and habitat, and the benefits of these
routes to all, especially of changing attitudes’.    



Bristol to Bath cycle path.  Steve Joyce,  Brief Encounters, 1993. Recycled metal. 



One of the stated aims of Sustrans is to create paths that would acquire “status in the minds of the public”. This has been achieved

by providing vistas of the surrounding countryside and the incorporation of seating, drinking fountains and artworks. The scale 

of the network has provided enormous scope for a diverse range of imaginative artworks, with sites varying from city centres,

along canal towpaths and old railway lines, across moors and farmlands, and through forests from coast to coast. The contexts

and environments offered by these routes have provided artists and crafters opportunities for the implementation of many ideas

and concepts and the use of a range of materials.

As with many public art projects, the intention is place-making, creating artworks and facilities which are specific to the place

and incorporate local connections to histories, communities and physical environments. Artworks that relate to their sites are

accessible, and through partnerships with local communities, artists have created a greater awareness of the value of and pleasure

gained from the use of these paths and involvement with these artworks. The artworks are designed to be touched, climbed on,

enjoyed, walked across and cycled through. This participation establishes public ownership. Many of the artworks address local

and contemporary issues and require the viewer to look anew at these alternative public contexts. They help engender public

empathy for the environment and contribute to public care and responsibility for the landscape.  

Sustrans was successful in procuring a substantial grant from the Millennium Commission with the proviso that artworks would

be included wherever possible in the construction programme. The opportunity of taking art to the people is one of many benefits

afforded by this network of travelling routes. Although not directly relevant to this discussion, other benefits certainly play a role
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in extending or creating new audiences for the artefacts found along the routes: safer transport particularly for the young, old and

disabled11; the reduction of toxic emissions and health benefit to all; creation of safe green wildlife corridors and habitats reducing

the effects of motor transport’s endangerment of wildlife; encouraging green tourism in that all of Britain’s World Heritage Sites

can be accessed via the Cycle Network and deviations are often designed to take in exciting features of note;  as well as bringing

the countryside to the people both within the built environments and rural areas.  Additional benefits are the rehabilitation and restoration

of older inner city areas such as derelict towpaths, canals and railways; promotion of activities for a healthier life-style; job creation;

and the provision of many more routes particularly through towns and cities for walkers. The enormous increase in the number

of users on these routes has without a doubt been an indicator of the success of this Cycle Network.

Signage is an important element along any travelling route and has been well established within the Cycle Network. In order to

create continuity and an identity for these routes, Sustrans commissioned two artists, Jon Mills and Ian McColl, to design

commemorative cast-iron mileposts two of which were selected for limited production. These are installed at appropriate sites

along the many paths throughout Britain. In addition, individual information markers were commissioned, each using selected

motifs within a standardised format to identify a specific location. 
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11Sustrans: paths for people Information Sheet: Safe Routes to Schools and Information Sheet FF10 Safety on the Streets for Children includes ‘child health and fitness, danger/safety
of cycling on roads, at risk factors for children’s personal safety, education and benefits’. 



Above: (Friedman and Goldsworthy 1991:125)
Opposite: Maquette for Lambton Worm. (Sustrans poster [sa])



C2C ROUTE (SEA-TO-SEA), north England, runs for 140 miles from Whitehaven

and Workington on the west coast across the Lake District and the Pennines mountain

range to Newcastle and Sunderland on the east coast. C2C won the global Tourism for

Tomorrow Award in 1995 for promoting environmentally responsible tourism, while

the Consett & Sunderland section with its land art, sculptures and other facilities has

also won several awards. The route replaces one of the country’s oldest railway lines

previously used to transport iron ore and other materials.

The first artwork commissioned for the Cycle Network was Andy Goldsworthy’s land art

Lambton Earthwork, 1988, on a disused railway line near Chester-le-Street on the

Consett & Sunderland section of the C2C Route. Only during construction of this work,

did the artist become aware of the local folklore of the region concerning the “lambton

worm, a legendary local chathontic power”12. This impressive large earthwork is a

1300ft-long serpentine form with its curves gradually increasing in width. With its

twisting 14ft-high grass banks, it appears to be of the earth itself, emerging from or

retreating into the site, thus claiming its physical space above and below the ground.

The reading is ambiguous: from ground level it appears to be a constructed mound,

from the bridges at each end, a living long-grassed pre-historic creature. It is reminiscent
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of the ancient Ohio burial mound, the Great Serpent Mound, (c1000BC – AD200). Dr

Andrew Causey, lecturer at Manchester University, England, reports that Goldsworthy

compares Lambton’s serpentine form with natural phenomena to which he would like it

to be seen as parallel:

a river finding its route down a valley, the ridge of a mountain, the
root of a tree …. a feeling of movement – of earth risen up and
flowing – a river of earth. … [It] starts narrow and ends wide –
giving a sense of direction … . It has qualities of snaking but is not
a snake. The form is shaped through a similar response to environment.
The snake evolved through a need to move close to the ground –
sometimes below and sometimes above – it is an expression of the
space it occupies (Andy Goldsworthy, unpublished notes,
December 1988 quoted by Causey in Friedman & Goldsworthy
1991:134 -135).

Causey continues that the artist’s account “stresses the functional origins of natural form,

a snake or a river is what it is because of its needs in relation to its environment” (in

Friedman & Goldsworthy 1991:134-135).

Goldsworthy created a second earthwork for this route, Jolly Drover’s Maze, 1989, situated

next to Drover’s Forge near Leadgate. Land art is usually seen in context only by the

very determined as, internationally, most of these works are inaccessible or if on site, too

large to see the overall work; they are known and understood usually through

272





photographic documentation. The earthworks along the C2C route however, partly reverse the process: they are physically

accessible and can be experienced by visiting the sites but cannot be seen completely in their spatial context, as they are too large.

While two bridges and banks along each length provide a limited elevation from which to view Lambton Earthwork, there is no

vantage point from which to view Goldsworthy’s Maze. It can only be found or detected once you are actually in the maze. This

demands that the visitor interact with the work, forcing the cyclist or walker to weave in and out of the winding labyrinthine network

of paths. As you weave between the various banks, the passage in front continuously opens providing choices and new perspectives

before it closes again and you are forced to follow its direction until the next opening. The quickly alternating rhythmical pace of

Maze is deliberate and creates not only a change of tempo and ambience but also encloses the user within alternative textures and

colours of paths, banks and the sky.  

Richard Harris’ Kyo Undercurrents, 1989, is sited along the disused railway line at Annfield Plain Junction near the villages of

Annfield Plain and New Kyo and at a point where a network of paths, crisscrossing the moors converge at a natural split in the

land, creating the idea of currents of wind sweeping in all directions. The stone banks and grassed earth ramps reference not only

the currents of wind sweeping across the moors but also the flow of people moving from village to village. The sandstone banks

localise the work, the stone being recycled from the old railway platforms, and create a series of new undulating structures that

act as meeting places and viewing platforms. 

Three additional earthworks located along this route are Flower Mine by Ken Turnell situated on a former refuse tip using a ridge

and furrow construction technique and planted with ox-eye daisies, Workington Earthworks by Mark Meter and Rowrah Chicane

by Robert Drake.  “these sites also reinforce one’s impression of the imagination needed to create and commission works capable
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of provoking a temporary yet significant adjustment in one’s relationship with the environment – art that physically and 

psychologically arrests” (Thackara 1997:14). All these earthworks would certainly challenge the perception of art for the ordinary

visitor who has probably no knowledge of Land Art or Environmental Art.  Even the idea of Public Art and the use of alternative

public sites such as these cycle routes are new concepts for the general public to assess and accept. For most people it is a

extremely new experience to climb or sit on artworks and a strange notion that one is able to walk in or over an artwork. 

Other artworks sited along the C2C Route but not commissioned by Sustrans nor specifically commissioned for the cycle route,

and forming part of other public art initiatives, are discussed under Section II,“Place-making” and Public Art in Urban Areas.

These include: St Peter’s Waterfront Project, Sunderland; Cone by Andy Goldsworthy; and Bottle Bank by Richard Harris,

Gateshead. 
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Opposite above: Robert Drake, Rowrah Chicane, [sa]. (Sustrans poster [sa])
Opposite below: Ken Turnell, Flower Mine, [sa]. (Sustrans 1994(a):49) 



Kate Malone’s Drinking Fountain, 1993. Bronze,  brick paving.



THE BRISTOL & BATH CYCLE PATH was the first cycle path constructed by Sustrans, 1979 to 1986, on the track bed of

the former Midlands Railway that was finally closed in the early 1970s. The sculpture project was initiated after the artworks on

the C2C Route. Easy access points are provided along this 15-mile route with seating, drinking fountains, information posts and

sculptures sited at regular intervals.

Since the early earthworks along the C2C Route, there seems to have been “a discernable shift … in their [Sustrans] commissioning

approach towards other routes, in favour of more modest functional pieces usually in the form of signposts, seating and gateways.

Some of this work has been of dubious quality … .” (Thackara 1997:14).

Drinking fountains are a familiar feature as only one café is located on the route although there is access to public facilities and

shops if one exits the route. Kate Malone’s Drinking Fountain, 1993, situated on the pathway between the River Avon and Castle

Park, Bristol, is the first artwork along this route. Malone’s fountain operates on several levels. It draws on its context: the river

and the ruins of St Peter’s Church in Castle Park as content. Besides offering the traveller life-giving water, the use of fish is both

symbolic in its reference to Christianity and of the site being located near the river, while the brick paving encircling the fountain,

contains text that provides directions for a physical journey while is also analogous of a spiritual journey.    
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Peter Randall-Page, Beside the Still Waters, 1993. Stone, water,
paving. 

Opposite page:
Top: Gordon Young, Gaius Sentinus, 1991-1992. Stone.
Centre: Steve Joyce, Drinking Fountain, 1991. Concrete, metal. 
Below: Steve Joyce, Carved Seats, 1991. Wood.



Nearby are several other artworks which include a fountain by Peter Randall-Page, Beside the

Still Waters, 1993, which is aligned with the nave of the ruins of St Peter’s Church, a carved

stone seat imprinted with the form of an absent person (artist and date unknown) and a “growing

willow tree cathedral” (artist and date unknown) referencing and metaphorically replacing the

ruins of the church.

Gaius Sentinus accompanied by two Stone Benches, 1991 – 1992, by Gordon Young, has obvious 

reference to earlier Roman culture in the region. It is one of the more popular fountains and has

become “a local landmark, clearly delineating in a light-hearted manner the history of the site”

(Sustrans: The importance of artworks to the National Cycle Network [sa]: no pagination). It is

positioned midway between Bristol and Bath at the junction where the path crosses the old

Roman road. Carved from stone and with the fountain’s mechanisms hidden within the

structure, the work is durable, of quality, entertaining, functional and maintenance-free. 

The same is not true of the round concrete Drinking Fountain, 1991, by Steve Joyce and its

accompanying Carved Seats, 1991, by ET Jegede: the fountain mechanism is broken; both the

concrete structure and wooden seats have weathered badly, are derelict and in need of care. The

circular concrete form and benches cannot be described as sculptural or imaginative although

some attempt was made to locate the fountain by imprinting on its sides, general motifs of nature and

trees. The importance of artists/crafters and proposals being subjected to a critical selection
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Gordon Young, Gaius Sentinus and Stone Benches, 1991 – 1992. Carved stone.



process has been previously emphasised. Several works along this route are not of quality and have also deteriorated due to the

inappropriate use of materials or installation. In some instances artists have attempted grand statements that impose on, rather than

empathise with the site. This is unfortunate as this conveys a negative impression and counteracts any advocacy for public art. There

are enough public art sceptics without providing them with additional grounds for deriding this field of art.

Many sculptures placed in outdoor spaces are vandalised. Artworks in public contexts need to be considered in relation to their

specific audiences. People wish to be entertained. Imaginative delightful works such as Gaius Sentius drinking fountain does precisely

this and is not vandalised. Many artists accept commissions for work out-of-doors without understanding or realising the full

implications of what this entails. Artists frequently underestimate the need for a relevant and appropriate means of connecting the

artwork physically and conceptually to its public domain and its audience. 

Sentinel II and III, 1992, by Jim Paulsen are two of these works that impose on the surroundings

and have become derelict. They seem to have little reference to their site, are aggressive in

form while the wood and paint need attention and the area is overgrown. 

Several art projects commissioned for this route have involved collaboration with schools and

local communities. This process assisted in communities assuming ownership of and being

responsible for the care of the resultant artworks and creating an awareness of a contemporary
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Right: Jim Paulsen, Sentinel II, 1992. Wood.



Doug Cocker, Fish on its Nose, 1993. Carved brick.



approach to art and its function in a public context. Unfortunately, some of these projects have resulted in works of “dubious quality”

in the use of inappropriate materials and making-processes that have not been able to withstand the seasonal elements and in which

the workmanship is inadequate. In public art projects that involve community spaces, it is imperative that these communities become

part of the decision- and art-making processes. However, the artist working with a community needs to find methodologies that

ensure quality and craftsmanship while also allowing for the creative expression of the group.

The work by Doug Cocker, Fish on its Nose, 1993, with its medium of brick, is suitably sited opposite the brickwork factory and

close to Fishponds Road near the River Frome. Although the sculpture is somewhat static, the idea is relatively well conceived yet

the work still suffers graffiti by the local youth. There could be several reasons for this but, as the area is a mixed-use one and

community involvement could not be ascertained, only the sculptural concerns will be discussed. The artwork operates well

as a landmark and can be seen from a distance in both directions but suffers from its inappropriate static form particularly as fish

are creatures that move rapidly through water. Wet raw clay bricks13 are an ideal sculptural medium for carving the idea of movement

into a fish and one that is easily managed by communities and children. The installation or base, although geometrically constructed

to represent ripples in water, is also static and not sympathetic to this particular sculptural concept and the small round pedestal

isolates the work from its immediate site and its audience. Broken half-bricks laid as an undulating sculptural surface allowing visitors

to go right up to the fish could have alluded to water and movement and been more successful. This would have contrasted the

smooth brick surface and blended well into the surrounding vegetation. A more dynamic manifestation might have resulted in a

more empathetic response to a sculpture that is not so rigid and imposing.  
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13A brick whose clay is still wet but holds its form is termed “raw” and when dry before it is fired, is called “greenware”. Wet raw bricks that are leather-hard are easily carved and cut.  



Steve Joyce,  Brief Encounters, 1993. Recycled metal.



Brief Encounters, 1993, by Steve Joyce fulfils the requirements of the public domain. It is a

delightful work that brings to mind all sorts of occasions and the imagining of situations that

have befallen these passengers (or those of the onlooker) preoccupied with their own thoughts

as they wait patiently on the old disused Warmley Station platform. The stationmaster looks on at

six passengers and a large field mouse, all standing erect and still. Each figure has been simply constructed

from two sheets of recycled metal firmly embedded into the platform. The use of two identically

cut sides has overcome the thinness of the medium and strengthens the work while the space

between the two sides creates a shadow that adds an extra dimension to each figure. The different

markings on each side of the recycled metal, give texture and movement to the figures thereby

denying the inherent rigidity of the 2-dimensional cut-out forms. It is a favourite of many who

travel this route. Additionally, the site provides the only refreshments available along the route

as the ticket office has been converted into a small café. On the other side of the level crossing,

stands every boy’s delight, a signal station and an old steam engine: climbing the ladder every

child, boy or girl, becomes the engine-driver.
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John Grimshaw. Travellers’ Garden, 1993. Steel cutouts.



At Mangotsfield Station the scene is very different. Travellers’ Garden, 1993, by John Grimshaw is a lush quiet grassed enclosure

that offers a serene resting place or picnic area within the ruins of the old stone buildings and walls. The area is accessed via the

ramp up to the old platform. Simple 2-dimensional imagery installed into the empty arched window spaces in the beautiful stone

wall signals the almost private space that is concealed behind the structure. The artworks are small but successfully interpret and

represent the past and present uses of the route and achieve their role of identifying their place.

One aspect that is of concern is the lack of maintenance evidenced along the entire route from Bristol to Bath. Many works appear

dilapidated and in need of repair. In some cases, the installation of structures, including seating and fountains, had not been well

conceived with the surrounding area eroding and needing attention. The vegetation is encroaching on the path (in many places

wheelchair users will experience problems), and a general feeling of neglect is apparent. Projects such as the National Cycle

Network, should budget sufficient funds to employ a permanent team providing regular maintenance. Although not apparent

along this route, Sustrans’ publications do nevertheless acknowledge the need for maintenance: “[C]onstruction programme itself

should aim to build to such a high standard that maintenance costs are thereafter minimised. … when repairs are necessary they

should be done without delay as nothing creates a feeling of abandonment more than damaged seats and broken gates” (Sustrans

1994:50-51). Unfortunately, maintenance is not merely repair: wood dries out, stains and looks old; unpainted concrete stains,

blackens and requires cleaning; paths become narrower and overgrown. Volunteers are frequently unreliable and part-time

rangers are generally too busy to cope with path maintenance as well as other duties. 

Other features within the Millennium Sculpture project are the construction of particularised access points, upgrading of existing

bridges; installation of lights, signage and mile-markers. Most of these elements are constructed and designed by artists and

craftspersons. 
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NEW MILESTONES: Sculpture, Community and the Land including GRANITE SONG: Local Distinctiveness.

LOCATIONS: Various within the south of Britain.
ORGANISATIONS: Common Ground; South West Arts and local communities.
DATE: New Milestones: 1983 - 1988.

Granite Song: 1990 - 1996.

Common Ground is a small charity that selects specific people to work on designated projects designed to encourage people to

examine their world in new and exciting ways, to remember “the richness of the commonplace and the value of the everyday …”

(Common Ground pamphlet [sa]). Common Ground works with the complex relationships between natural and social histories,

culture, legend, literature, the arts, ecology and communities. It is concerned with place-making, the local identity of those places

and the recognition of heritage for the communities within these places.

Two of the many programmes initiated by Common Ground are the New Milestones Project and Granite Song that are about

“what places mean to the people who live in them, and about how to express that meaning in an imaginative and accessible way

through sculpture” (Common Ground pamphlet [sa]). The aim of the projects is to encourage and involve landowners and

communities to commission artists to interpret and express the land in permanent public sculptures that become new “cultural

touchstones” and appreciated by anyone who sees the artworks. The most important aspects of these projects are the careful planning

and consultation processes involved in site selection, identifying key local people, selection of artists, and the introduction of

these artists to the local communities. It is also important to ensure that the project is well structured and that the needs of all parties

are considered. Collaboration and mutual respect between all parties are essential.   
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Lulworth Cove, Dorset. Durdle Door, Dorset.



NEW MILESTONES: Sculpture, Community and the Land.

This was a model project in which Common Ground identified several sites where artists were invited to work with the local

communities at each location.  

ARTWORK: WAYSIDE CARVINGS I, II, III, 1985 - 1986.
Purbeck marble in Purbeck stone walling.

ARTIST: PETER RANDALL-PAGE.
SITE: Bridleway from Lulworth Cove to Ringstead Bay, The Weld Estate, Dorset, UK.
SITE VISITED: May 1997.

The bridleway runs along the top edge of the cliff with spectacular views over Durdle Door the open cultivated lands, the cliffs,

the sea and the distant horizon. Prior to this commission Peter Randall-Page’s public artworks were generally large scale, 

intricately carved representations of small, even minute, natural elements often ignored or missed by the passer-by. The everyday

natural form is turned into an extraordinary, almost confrontational object of beauty. (See: Peter Randall-Page, Forest of Dean.)

On visiting the site, the artist said 

Initially I found the prospect of making sculpture on the walk quite daunting. … I realised … that  whatever
I decided to make had to operate on a scale which removed it from direct comparison with the scale of the
landscape and that anything too assertive which marred the purity of the place would, as well as seeming
rather arrogant, be doomed to insignificance and failure in the face of such elemental expanses. 

One feels very small in such places and I wanted to make work which would relate to the intimacy of human
scale – something on which to refocus the senses before returning to the enormity of land, sea and sky
(Randall-Page in Morland 1988:29). 
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At the time of commissioning these works, the Weld Estate at East Lulworth had commissioned a major landscape survey to identify

those areas of the estate which have historical, archaeological and ecological interests. Common Ground approached Wilfrid Weld

to participate in the New Milestones Project (personal conversation with Randall-Page,1997). Weld also agreed to offer postgraduate

students of the Landscape Sculpture course at the Royal College of Art an opportunity to work on the circular walk which

the Estate developed. The Estate agreed to provide a cottage, wages and materials for the two artists, Randall-Page and Simon

Thomas from the College.    

Randall-Page used the local Purbeck marble (not true marble but a local blue limestone embedded with tiny fossilised shells) that

can be found in the architectural carvings in many local churches. This influenced the artist in his choice of the niche to create an

intimate enclosed space for the carved shell forms. These small walled environments, embedded in the banks of the pathway,

became part of the land rather than artworks placed onto the site. The presentation of this work is reminiscent of wayside shrines

found across Europe. The artist noted that from discussions with and overheard conversations of people using the pathway that

the sculptures intrigue and are enjoyed by many people. The carvings have become polished by the touch of many 

passers-by.  
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Opposite: Wayside Carvings I, II and III, 1985 - 1986.  (Postcards commissioned by the Trustees of The Weld Estate)



(Postcard commissioned by the Trustees of
The Weld Estate)



ARTWORK: GRAINS of WHEAT (four individual carvings), 1986.
Oak from a fallen tree on site.

ARTIST: SIMON THOMAS.
SITE: A sheep-grazing field above Bat’s Head, Weld Estate, Dorset, UK.
SITE NOT VISITED

The artist spent some time exploring the area that has a 4000-year history of grain cultivation, hence the choice of subject matter.

As with Randall-Page’s work, Thomas has created relatively large-scale representations of minute natural elements but uses the

results of farming the land to bridge the time gap between past and present. Thomas carved his Grains of Wheat from a fallen

oak that had been blown over and had seasoned naturally over a period of 25 years. These large carved seeds are located near to

the Wayside Carvings in an open field.  The scale of these works equates that of the sheep grazing in the fields and in this,

establishes a natural coexistence in their placement as the sheep also use them as scratching posts leaving lanolin from their

fleeces that protects the wood. The work is easily accessed in its content and admired by all for its craftsmanship (Morland

1988:37 – 39).

The relationships between the Wayside Carvings and the Grains of Wheat are obvious in their references to both time and fertility.

In addition, both artists made the decision to increase the scale of their tiny forms that instead of dominating their sites have

become comfortable, if not intimate in their relationship of scale, to their visitors and within the vistas presented by the place.

Smaller works would have been dwarfed by the landscape and larger forms would have seemed pretentious within the land.  
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ARTWORK: HOOKE ENTRANCE, 1986.
Douglas fir trees.

ARTIST: ANDY GOLDSWORTHY.
SITE: Entrance to Hooke Park Wood, near Beaminster, West Dorset, UK.   
SITE VISITED: July 1992.

Common Ground consulted with John Makepeace, Director of Parnham Trust and School of Craftsmen in Wood. It was decided

to create an entrance for Hooke Park Wood which is a working woodland in which the School has been established. A public 

bridleway crosses the wood and its use is encouraged to create a greater awareness of the potential for countryside ecology,

employment, industry and recreation as joint partners. Makepeace felt that a functional artwork as an entrance landmark would

encourage visitors and express the philosophy of the working woodland (Morland 1988:41). 

Working with four students, Goldsworthy has created two circular forms that are dictated by the local materials of wind-blown

trees especially those with a natural curve in the trunk. The inner ring of one circle is inset into the ground on a level with the

pathway allowing access to walkers, prams and wheelchairs when the road is closed by the booms attached to the two circles. 
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Chesil Beach with Sea Defence Scheme,
Chiswell Earthworks in the distance.

View of the Earthworks, Sea Defence and
the village of Chiswell from Tout Quarry. 



ARTWORK: CHISWELL EARTHWORKS, 1986 – 1988.
Earth, stone, local grasses.

ARTIST: JOHN MAINE.
LOCATION: Chiswell, at West Weares above the sea wall at Chesil beach, Isle of Portland, Dorset, UK. 
SITE VISITED: July 1992.

This work is very different in scale and form from the commissions previously discussed. It was felt by the selected artist that a

sculpture placed within the town or along the pathways would not do justice to the sense of place and would probably be out-of-place14.

John Maine proposed an extensive earthwork that restructures and becomes part of its site and draws attention to the elements

that affect and shape the town of Chiswell. The project also built on the previously constructed Chesil Sea Defence Scheme and

involved many months of planning, consultation, gaining permission and final approval. Future maintenance of the earthworks

has also been taken into account with a trust fund specifically established with the Portland Town Council accepting ownership

of and responsibility for the maintenance. 

This functional earthwork could be considered as an ecological artwork with the reconstruction of the land addressing drainage,

reclamation and ecology as well as re-introducing indigenous grasses, soil and local stone to the area. It also acts as additional

protection against erosion and the forces of the sea. 
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14Adjacent to Chiswell Village above West Cliff, is Tout Quarry, where stone carving workshops are presented by Portland Sculpture Trust, with many of these works remaining on site.
In addition, many sculptors have worked on-site in the quarry before transporting the sculptures to other locations. John Maine had worked at the quarry over many years and was
aware of the stone carvings to be found in and around the quarry. His decision to create an earthwork rather than a more formal carved stone sculpture would have been influenced by
the fact that there are already many such works to be found along the walking paths and bridleways that cross the quarry. 



Chesil Sea Defence Scheme and John Maine’s Chiswell Earthworks on the embankment above the Defence Scheme.
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GRANITE SONG: Local Distinctiveness.

Granite Song was a five-year project by the sculptor Peter Randall-Page. In conjunction with this, photographer Chris Chapman,

was commissioned to record both the sculpture project, from the boulders’ removal from fields to their final relocation, and his

own impressions of the particularity of place within the area. Documentation of Peter Randall-Page’s artworks and the processes

involved were published in Granite Song, with Chapman’s photographic impressions of the locality and its communities to be

the content of a second publication.        

Common Ground initiated this project with the intention of local artists interpreting their own environment and creating artworks

that would add to the richness of the local distinctiveness. Common Ground anticipated that the programme should extend over

a period of at least five years, to allow sufficient time in which to collaborate with communities, for ideas to evolve and for

the artworks, the community and the artists to interact, establish relationships, and find their place within the context of the project

and the environment. The intention is to unite art and ecology and to encourage people to understand their sense of place.
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ARTWORK: SECRET PLACE, 1990.
Ashburton marble.

ARTIST: PETER RANDALL-PAGE.
SITE: Two Moors Way footpath near Drewsteignton, north east of Dartmoor, Devon, UK.
SITE VISITED: April 1997.

In pre-historic Britain, ancient societies erected standing stones, stone circles, rows and burial mounds throughout the land. The

Dartmoor landscape is a granite land mass. This fact, together with the dry-stone walls that crisscross the lands throughout Britain,

and the previous artworks, Wayside Carvings, influenced the artist’s work for this project. Randall-Page decided to focus on the

relationship between this ancient past and the geological identity to create works that spoke of both stone-builders and the character

of the land. Stone, in its timelessness, links past to present. Five of the six works for this project are granite boulders selected

from the area except the first artwork, Secret Place which is carved from a local marble, a medium with which the artist is familiar. 

Once again, the artist chose to use the format of the niche to locate this work in its environment: Secret Place consists of stone

carving, dry-stone walling and its site within the bank of the pathway. As with the previous works in Dorset, the work is linked

to wayside shrines, this one being a celebration of small things, the life and vitality contained in seeds and fruits of plant forms.

Within its enclosed space the carved form is both concealed and revealed and sits timelessly waiting to give birth. The birth is

metaphorically in the imagination of walkers as they unexpectedly encounter the sculpture. Positioned at a curve in the pathway,

it is only revealed as you round the bend. 
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In a discussion of Randall-Page’s work, Marina Warner says that the artist

“took great care placing the sculpture … in order to create the illusion of

inevitability, of ‘rightness’. The beauty he seeks to make, he says, is this kind

of rightness. … [T]he skill of the work’s siting gives it an air of naturalness,

as if indeed it had been there always” (1992:9). 

The artist is concerned as much about the artwork’s relationship to its site as

he is about the carved form itself. This concern is an understanding of the site

as an integral part of the whole, rather than merely as a space in which to site

a work.
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(Chris Chapman, (c) Common Ground) 



ARTWORK: GRANITE SONG, 1991.
Dartmoor granite.

ARTIST: PETER RANDALL-PAGE.
SITE: A small island in the middle of the River Teign on private land but visible from the Two Moors

footpath between Drewsteignton and Chagford, Dartmoor, Devon, UK.
SITE NOT VISITED

Granite Song was a new and important departure in the artist’s development. This was the first time he had split a boulder revealing

the core and its life inside. Randall-Page has carved curvilinear serpentine folds into the inner core of the stone, like a fossil

revealing the animate organism captured within stone15 releasing the inner secrets, the history captured within.

Granite is an ancient rock dating back before the deposits of fossils. Warner discusses the sculptor’s intervention as reversing the

direction of geological time. The artist sees the stone as primordial. The stone is revitalised as the artist imbues new life into the

ancient form, returning it to the present (1999:24). 

The setting of the work increases its natural existence within its new location. The granite boulder was selected to echo other

rocks in the stream. The seasons transform the work visually and physically, the water in the river rises, the snow covers it, falling

leaves bury sections in the ground, and moss grows in the grooves. It becomes part of the history of the place, a contemporary

equivalent to the ancient stones.
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15At a very young age the artist became interested in fossils, of which he kept many with his collection of seedpods, cones, shells and bones which have influenced the forms his work
takes (personal conversation with artist, April 1997). 



View along River Parrett Trail.



THE RIVER PARRETT TRAIL PARTNERSHIP.

LOCATION: Chedington (Dorset/Somerset border), source of the river, north west through Somerset to the
mouth of the river at Stert Point, Somerset, Bristol Channel, UK.

ORGANISATIONS: The River Parrett Trail Partnership; Levers and Moors Partnership; South West Arts in part
onership with various district Councils, Government bodies and other non-profit organisations
and local communities. 

DATE: 1994 - ongoing.
SITES VISITED: June 2003.

The River Parrett Trail is the result of a partnership between a wide range of organisations using diverse projects aimed at creating

awareness and deepening understanding of the landscape, ecology and the relationship and synergy between people, communities,

schools, local home industries and the environment. Various events, celebrations, talks, creative arts, crafts, cultural programmes

and walks are organised with the river and the landscape at the core of projects devised to support people’s sense of their own

local countryside. The Trail and the River Parrett pass through one of Britain’s most ecologically sensitive and fragile areas, the

Somerset Levels and Moors where the needs of agriculture and wildlife are carefully balanced to sustain the indigenous plants,

insects, animals and birds. The project, an environmentally friendly programme, is carefully constructed to sustain this balance.   

The arts play their own particular role in the overall scheme by encouraging and adding to the participatory nature of the project.

The walking trail leads the visitor past wetlands, withy beds16, ancient and historical sites, mediaeval churches and architecture,

orchards, farmlands, rhynes, canals, pumping stations and locks, including many local craft studios.

292

16The Somerset Levels is the most important wetland area in Britain and the last area to cultivate basket-making willow or “withies” for the production of baskets, furniture, and artists’
charcoal. Withy beds are plantations of willow grown as shrubs rather than trees.





As part of the various activities, artists and craftspeople produce stiles, seats, gates, bridges, various artworks and creative

features that reflect the local landscape. Sculptors, painters, printmakers, writers, photographers, musicians and performers

participate in programmes such as the River Parrett Festival, a publication In time of flood: the Somerset levels - the River Parrett,

way-markers, sculptures using local materials, brass rubbings and workshops.

At the information centre at Langport there is a model of the surrounding area and education centre with a participatory installation.

Education and creative activities play an important role in the programme from storytelling and poetry to history, agriculture, visual

arts and craft industries. 
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RIVER PARRETT TRAIL.

The 50-mile trail traces the river from its source to the coast at Stert Point in the Bristol Channel. The trail introduces visitors to

the landscape and local culture through arts and crafts as a part of this process. The aims are both commercial and social as well

as cultural and environmental encountering along the way artists and crafters making new stiles and gates, seats, bridges, 

way-markers and sculptures. A handbook, illustrated with artists’ interpretations of the landscape and its communities, provides

detailed walking maps, information on the history of the region, and details of artworks.

Local artists and crafters were commissioned to create a series of sculptures and functional artworks that provide not only public

facilities but add an extra dimension - a sense of pleasure and difference. These artworks locate the sites by giving each a 

specific identity. In many instances artists and crafters worked with schools, colleges and community groups on collaborative

projects. Besides the aims of beautification, functionality and environmental conservation, these projects create an interest in

locality, in community and in the importance of preserving the local environment, its history and its communities. Integrating

artists into communities provides an opportunity for people to become involved in creative activities and play a positive and

active role in their communities. Working with the local community ensures ownership of and responsibility for the artworks and

maintenance of the trails. It also ensures that young members of the community become aware of the uniqueness of their 

heritage.  These artworks are quite different from those found along Sustrans’ cycle paths or the forest trails. Firstly, they are

intended to emphasise and interpret the character of the place and secondly, to act as functional aids to their users as way-markers,

bridges, seats and the like. The intention is not to create independent autonomous sculptures but artworks that are of their

place with interdependence between places, content and function. The works are generally quiet, intimate in scale, reference local

culture, and lyrical in form.     
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ARTWORKS: “CLUES” ON THE RIVER PARRETT TRAIL, 1996 – 1997.
Brass engravings.

ARTIST: Unknown. 
SITES: Various, attached to signposts, stiles, bridges, fences, doors and walls 

along the trail following the river.

These artworks were introduced as participatory clues that provide intriguing information about

particular sites along the trail. Taking a rubbing of the artwork brings you closer to the land, as

each clue or brass plaque and each small rubbing reveals something extra about the environment

and makes you part of the process.  Once you have found the first clue and acquired your own

personal edition of the artwork, you become fascinated by the possibility of collecting the

whole series of 

artworks or rubbings. In order to collect your artworks you need to walk the trail: walking the

trail involves you even more, you begin to appreciate the landscape, passing the sites instils a

need to learn more about the history of the places through which you are passing. The more

information you acquire the more fascinated you become about the many interesting and important

facts that abound in the area and the more you want to protect and preserve the area.
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ARTWORK: ALBERT STREET CUTTING, date unknown.
Inscribed text on existing wooden beams. 

ARTISTS: TONY CHARLES (poet) and ANDREW WHITTLE (letter-cutter).
SITE: Albert Street Cutting, Bridgewater, Somerset.

Tony Charles worked with school children and other groups in poetry workshops to express the

past: the construction of the cutting, the skill of tasks involved and the tenacity of men and horses

drawing the barges that used the cutting. The poet worked with these ideas and constructed a poem

that was carved into the great timber beams that brace the cutting.

NAVIGATORS

HARD GRAFT

SINEW AND BONE

JOLT OF THE PICK

CRACK OF THE HAMMER

IRON ON STONE

RED QUANTOCK

WE CAME AND WENT

OUR LEGACY

A BOAT

COMING CLEAN

THROUGH THE HILL
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ARTWORK: BRIDGE PIECE: Memory Box, 1997. 
Limewood and willow.

ARTIST: LOUISE BAKER.
SITE: Stathe Bridge, Somerset.

Memory Box, a wooden panel containing small sculpted motifs representing the local countryside

was installed into the railing at the end of Stathe Bridge. The artist worked with children from

the Burrowbridge Primary School to create this work using local willow and limewood.

ARTWORK: WITHY SCULPTURE, 1997 
Growing willow.

ARTIST: CLARE WILKS.
SITE: Stathe Bridge, Somerset.

Assisted by Natalie Silk, the artist built four living willow cones using a variety 

of willow. Green upright supports pushed into the ground, have taken 

root and sprouted.  
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Left: (Milner 1997: no pagination)



ARTWORK: THE TIMESTONES, 1996. 
Hamstone.

ARTIST: EVIE BODIE.
SITE: Ham Hill Country Park, Somerset.

The artist spent the autumn and winter of 1996 in residence at Ham Hill Masonry Works. The shape of the standing stone is

derived from a bronze-age axe head and the circular stone ispatterned with Celtic designs. The works reflect the spirit and

historical past of Ham Hill and echo pre-historic sacred stones. At sunrise on mid-summer mornings, the sunlight shines through

the hole in the circular stone and falls on the axe head stone behind.

ARTWORK: BRIDGE CARVING, 1997. 
Hamstone.

ARTIST: EVIE BODIE.
SITE: Bridge over river at South Perrott, Somerset.

Working with local children, Evie Bodie composed and carved an image into Hamstone that represents the local landscape

and its ecology. 
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THE RIVER PARRETT FESTIVAL.

Annual festivals are an important way of involving and mobilising a community in ongoing creative events that entertain and

encourage ownership. Festivals also allow everyone to be artists and gain an understanding of their own self-worth as well as

their connection to place and community. The Festival helps raise awareness of flood management and in developing a sustainable

approach to land and water management in the region that is beneficial to the social, economic and cultural life of the area. 

LANGPORT VISITORS CENTRE.

Artists Kate Lynch and James Crowden at the Visitors Centre have created

a Discovery Room. It is a visual multi-media participatory installation in

which visitors, particularly children, can explore in drawers and behind

doors, and by pressing buttons an information panel presents an overview

of the landscape, lighting up villages and the evening sky.  

Students, walking from Langport to Muchelney Abbey, explored the

wildlife, crafts and folklore of the River, drawing, painting and writing

poetry. The results of the day’s activities were used to create a montage

for the entrance archway to the Discovery Room. 
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Left: Poem by James Crowden.
Right: Photograph by George Wright.
(Crowden & Wright 1996: 112, 132)



PUBLICATION.      

Crowden J & Wright G. 1996. In Time of Flood: the Somerset Levels – the River Parrett. Yeovil, UK: Parrett Trail Partnership. 

The publication is a journey in “documentary” poetry and photographs down the River Parrett from source to mouth, through the

Somerset Wetlands, Levels, Moors, farmlands, towns and villages which are all affected by flooding during the winter rains that

create the unique habitats for fish, fauna, flora and birds of the area. The book covers the history from Celtic times to the present

day. It presents the lives of the communities and explores and depicts the many different aspects of the river and its landscape. 
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THE GREAT NORTH FOREST: community forest art programme.

LOCATIONS: Countryside areas (east of M1/A1) of South Tyneside, Gateshead, Sunderland, Chester-le-Street
and north east Durham, Tyne and Wear and County Durham, UK. 

ORGANISATIONS: Great North Forest, Forestry Commission, Countryside Commission, Woodland Trust, 
National Trust, Northern Arts and other specialist organisations and local communities.

DIRECTOR: JOHN VAUGHAN.
DATE: 1990 - ongoing.
SITES VISITED: April 1998;  May 2000.

The Great North Forest17 was launched in 1990 by a partnership of the Countryside and Forestry Commissions and five local

aothorities as a “community forest”. one of 12 develpments of emergong forests in the UK and one of the largest enviromental

initiatives in North East England. Its aims are to re-connect people to the land and breathe new life into the countryside. The arts

programme could be described as an “essential creative dynamic” around the theme of regeneration that assists in developing this

link between humans and their planet. It is envisioned as a 30-year programme with a strong commitment to education and 

community involvement to meet both artistic and environmental objectives. It has also created physical and psychological links

between several other public art initiatives such as Sustrans’ C2C Route, Gateshead’s and Sunderland’s Public Arts, and Tyne and

Wear Development Corporation’s Regeneration Programme for the North East. 
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Chris Sell, Signpost, 1996, and
detail. Wood.

Gilbert Ward, Untitled Way-marker, 1995.
Sandstone.



Marking the Ways was a joint sculpture initiative between Gateshead and the Great North Forest launched in 1992 to develop

artistic and cultural links by celebrating the distinctiveness and identity of the countryside, locate landmarks, create meeting

places and viewpoints, and interpret the social and historical significance of the area. The artworks are located on footpaths,

bridleways and cycle paths, the focal point being the public rights of way. In 1996, Gateshead developed the Four Seasons 

programme as an extension to Marking the Ways. Both these programmes include artists’ residencies.

Many of the sculptures were carved on-site, providing the opportunity for local people using the paths to talk to artists and

become familiar with the artworks. This established a sense of ownership as these works were often the result of and reflected

ideas discussed between artists and communities, especially when an artwork was the result of a collaborative working process.

Artist Gilbert Ward states: “If I allow myself to be proud of anything, it is the fact that of the nine carvings I have completed for

the Great North Forest, all are intact and not one has been marked or vandalised” (in Growcott 1998:8). This is certainly the result

of the interactions between the public and artists and the ownership that is claimed by the local communities. These works

evolved from the sense of place experienced by the artists and their need to locate place.

These standing stones are reminiscent of the many ancient standing stones and stone circles found throughout Britain and Ireland

and the carvings although of natural plants are similar to the spiral forms found on the ancient stones. The artist worked with 

children from the local school who produced the drawings for the steel tracings in the artwork.Two way-markers entice walkers

across the moor with the promise of a view cut in metal and set into the post. Other motifs in metal, moving in the wind, add local

references.
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The Local People, the Arts and the Forest was a “people centred” approach involving the local communities in festivals, the

performing arts, storytelling, kite flying, and outreach projects. This programme has been particularly important in creating a

sense of ownership by the community. It has been very successful in encouraging and involving people in the total objective of

the scheme. Through workshops and community activities artists have been able to encourage local people to make a difference. 

Community Project, The Book of Hours records the life of the community at the end of the 20th century with 24 textile triptychs,

one for every hour and each produced by a different community group. These were exhibited in 1996.  

The Artistic Outreach Project, undertaken in 1994, targeted schools in the area with students using various art forms to interpret

and represent the forest environment. Prime Time, also launched in 1994 by Gateshead Arts and Libraries, aimed to demonstrate

how the arts and creative expression could improve the quality of life for the elderly. The programme commenced initially as a

woodcarving group and subsequently diversified to incorporate other media.  

All these initiatives demonstrate the many ways in which the arts can play a valuable role in the upliftment of people and places,

and convey the spirit and ideals which are embedded in the principles of a community forest.     
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Opposite left: Matthew Jarrett, Signpost, 1995. Wood and metal. (Growcott 1998:16)
Opposite centre: Chris Sell, Carved Seats, 1994.
Opposite top right: The Book of Hours, [sa]. (Growcott 1998:27)
Opposite below right: Matthew Jarrett, Seat, [sa]. (Growcott 1998:16)





EDEN BENCHMARKS: Sculptures for sitting.

LOCATIONS: The Eden Valley along the River Eden between its source at Mallerstang and its mouth on the
west coast at Rockcliffe,  East Cumbria, UK.

ORGANISATIONS: East Cumbria Countryside Project; Carlisle City Council; Eden District Council; and other
local government and non-government organisations and local communities.

DATE: 1996 - ongoing.
SITES VISITED: May 2000.

East Cumbria Countryside Project provides a countryside management service promoting recreation in and understanding, enjoyment

and interpretation of the natural landscape. Much of their activities relate to the public path networks and rights of way. The aim is to

encourage people to walk in the countryside, interact in an empathetic way and take responsibility for their natural environments.  

Dick Capel, Countryside Officer, states that all too often, printed guides and pamphlets, and guided walks aimed at increasing

visitors knowledge and enjoyment of the countryside, pre-empt and pre-condition one’s interpretation, perhaps, at the expense of

a more intuitive and emotive response to the land (personal conversation, May 2000).  

All too often conventional forms of interpretation intrude on people’s own particular and unique experience
of a place and then compound the encroachment with too many facts and figures. … Far too little 
consideration is given to the aesthetic viewpoint, which is such a significant part of most people’s perception
of the natural environment (Capel 2000: no pagination). 

The main objective of this project was to commission relatively small-scale site-specific stone sculptures to “celebrate and foster a
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Hideo Furuta, Towards the Sea, 2000. Local Lazonby Sandstone. 



contemporary sense of place, local identity and vitality” (Capel 2000:no pagination). The aim was that these artworks would create

particular places that provide seating with vistas over the River Eden for walkers to rest, and from which to contemplate the beauty

of the surrounding landscape. The emphasis was nevertheless on the sculptures as artworks rather than on sculpted seats. 

The stated aims of the project have been fulfilled: stone sculptures have been sited that provide some form of seating. However

from a formal and aesthetic point of view, the physical relationship of artwork to site could be questioned. In most instances the

sculptures seem to have been placed on the sites rather than being of their place. The works seem to impose on their environments.

The installation of the work and the contact point between form and ground may be responsible for this lack of belonging. How

an artwork relates, both conceptually and physically, to its context is dependent on whether or not it becomes part of the landscape.

Towards the Sea, 2000, carved from local Lazonby sandstone by Hideo Furuta is sited in Bitts Park, Carlisle, alongside the River

Eden. The four carvings are said to represent water-eroded rocks but the visual reading of the work is different and of a more formal

content; it is of a rounded form being released in four stages from its geometric block of stone. In addition, positioned on low

square pedestals, the work is even more displaced from its site. Global Warming [sa] and Primrose Stone [sa] both suffer the same

dislocation: there is no visual dynamic between the forms and the ground as they sit passively on the site. A comparison can be

made between Primrose Stone and Peter Randall-Page’s Secret Stone.

The artwork by Victoria Brailsford, Red River [sa], also carved from local sandstone, however, does belong to its site in the way

it is positioned within the sloping ground. The work becomes terraces which emerge from the slope and depicts the similar contours

of the valley while it also reflects the fall of light or the ripple of water on its curvilinear shapes and surfaces. It is important to
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(V Corbett, East Cumbria Countryside Commission [sa]: no pagination) 

Joss Smith, Primrose [sa]. 
St. Bee’s Sandtone.

Victoria Brailsford, Red River [sa].
Lazonby Sandtone.

Greame Mitchenson, Vista [sa].
Lazonby Sandtone.



realise that no matter how good a sculpture may be, if it does not relate physically and formally to its site, it will alienate itself

from its context. One needs only to look at the many ancient sacred sites that are to be found in this area to realise how space and

stone can be articulated to create a place of great significance. Both the ancient stone/bronze age stone circles dated between 2200

- 1700BC, Castlerigg Stone Circle, near Keswick and Long Meg and her Daughters, in the Eden Valley have created particularised

places with dramatic vistas for all to enjoy irrespective of the age in which we live. Many authorities and even artists who are not

familiar with or do not understand site-specificity, err in commissioning works that are foreign and out-of-place. After a while,

these works generally suffer vandalism or are neglected.   

Artists were selected not only for their creative virtuosity and commitment but also for their versatility, diplomacy and ability to

interact with the local community. It is unknown whether any of these artists were familiar with making art in an outdoor context.

Artists worked in residence for six weeks with accommodation and studio space provided in close proximity to the designated

sites. Contact with local residents and schools was a requirement. It is felt by most public art practitioners that it is essential to

de-mystify the art-making process. This is more than a politically correct procedure. The general public are naturally curious:

contact with artists, seeing them hard at work demonstrating their skills, being able to discuss the artworks, becoming familiar

with the making processes, being able to gain some insight into the artists’ interpretation of the sites and ideas inherent in the art-

works, make the end results more accessible and more easily accepted by the community.    

It is important to remember that any work placed within an alternative context, other than a formal gallery space or equivalent,

will be reliant on, interpreted within and will take its meaning from that context including both its physical space and its audience.
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View of Chiswell Village from Tout Quarry.



PORTLAND SCULPTURE TRUST.

LOCATION: Disused Tout Quarry, West Weares Clifftop, above Cheswell, Isle of Portland, Dorset, UK.
ORGANISATIONS: Portland Sculpture Trust; South West Arts.
DATE: 1983 - ongoing.
SITE VISITED: July 1992.

The Portland Sculpture Trust has created a unique context at the disused quarry that is a combination of a studio and sculpture

park. It relates closely to the project at Grizedale Forest. The Trust presents many workshops on-site, training artists and art

students in the craft of stone carving. Due to the nature of the medium and the scale of the work produced, many of the works

remain on-site. With paths that crisscross the quarry, it is now visited by enthusiastic walkers and those interested in the geology

of the area. The artworks are an additional element that add to the area that is listed as a Site of Special Scientific Interest. The

project has taken on a life of its own and has become an outdoor studio and workshop as well as a sculpture trail. 

Working in a quarry is challenging especially with the approach being one of site-specificity. While working within such a 

particularised environment, the material must be considered as part of its place, as part of a living environment that has to be

articulated within this context.  Working with such ancient stone in its place of origin, together with the vistas of land, sea and

sky which influence the spirit of place, is both daunting and awe-inspiring. “Portland stone is an oolitic limestone formed in the

Jurassic period – 135 million years ago and is geologically of earth importance. It is called a ‘free stone’ because it can be carved

in any direction … ” (Information brochure [sa]: no pagination). This quality renders it suitable for carving, especially for beginners. 
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Joe Hamilton, Climbing Figure, 1987. Antony Gormley, Still Falling, 1983.



In comparison, the selection of artists early in their careers for residencies at Grizedale has, in my opinion, been problematic with

the resultant work often not being of quality. Students and artists learning the craft of stone-carving in the workshops at Portland,

in most instances have created works of a higher standard. The difference has been the result of young artists/students receiving

guidance from the resident tutors. Carving in stone is a slow and difficult process and as a result, most of the works are 

minimalist and simple in form. 
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SECTION IV: “PLACE-MAKING” and THE ARTS IN EDUCATION AND COMMUNITIES.

INTRODUCTION

This section presents the diversity of approaches, arenas and partnerships that emerged during the research undertaken dealing

with  art in education and community programmes in a public context.  The selection of projects exemplifies different ventures

in a variety of locations working with people of all ages from the very young to the elderly. The intention was to examine how

creativity affects attitudes, assists in a creative approach to learning and life skills, and is able to play an active and dynamic role

in capacity building, independent thinking and enhances the social fabric of communities. In most instances, the research was

conducted through site visits and informal discussions with persons present at the time of the visit. Identifying and locating projects

were two of the major difficulties experienced throughout the period of research as there is little information published on many

of these programmes. More often than not, they are only casually mentioned in articles and pamphlets. It was therefore impossible

to make prior appointments with particular people as in most cases there were no contact details or even addresses. In discussion

of temporary projects with outcomes based on participation and experience, I have relied on documentation of these projects, and

have interpreted these processes with emphasis on the potential for implementation within a South African context for capacity

building and empowerment of the individual.     

The majority of the projects investigated served particular communities where “the public” or audience/participator is defined or

is a specific group. This factor directly affects the intentions of the artist and takes into account the “needs” of that community.

Needs and intention dictate the permanence or temporality of the creative activities and whether “quality” or
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“experience/process” is the required/intended result. The projects often link arts, crafts, design, function and environment.

Occasionally, place has taken precedent in relation to identity, function, and sociation. On other occasions, emphasis has been

placed on the experience and expression of the person. 

The discussion of the selected programmes pays particular attention to the context in which a project has been developed, to identify

the approach, explore the processes implemented, and assess the outcomes where possible. The role of the artist has varied

between that of creative intervention into place or social structure and sometimes, into the ideological fabric of society.

Alternative assessment with regard to “intentions and outcomes” of these projects is essential and particularly, the added value

that the projects afford. Additionally, the definition of added value would need assessment. The autonomy of the artist is always

an issue in collaborative work but even more so when a participatory approach involves the local community, the so-called “ordinary

person in the street who is not an artist”. It is essential to acknowledge that creativity is not the privilege of the few or of the elite.

Everyone can develop his or her creative potential given the opportunity. The artist must be willing to work in and with a team,

to guide and encourage ideas, to work interdisciplinarily, and be able to collate the range of ideas discussed into a coherent

process and/or artwork. Nevertheless, within this working process, the artist should retain the integrity of his/her work within a

contemporary idiom. The success of the project is partly dependent on this latter issue as it deals with the suitability of the artist

to the project.

It is essential that both the artist and the commissioning body take responsibility: the commissioning body for the selection of an

appropriate artist, and the artist in accepting a project suitable for his/her expertise.  It is imperative that the selection of an artist

is made at the outset of a project so that a “shared vision” takes place between all concerned. Artists have trained themselves to
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have alternative visions and bring conceptual and symbolic thinking to the working process. However, partnerships should not

blur the roles and abilities of individuals but should establish a discourse that benefits the process. In many instances, artists will

of necessity, extend their expertise and role to include those of educator, administrator, consultant, coordinator and facilitator

together with that of visionary and visual communicator.                

Creativity and inventiveness are attributes inherent to all human beings and, I believe, are essential to the well-being and development

of an individual. Creativity is not something we learn nor can it be taught – it is part of our heritage, it is something we possess,

an energy within us to be explored and enjoyed. Creativity does however, need to be encouraged and developed. Unfortunately,

the nature of our society is such that it tends towards, and even demands, correctness and logic to the detriment and exclusion of

free-thinking and creativity. Imagination and intuition are stunted by rules, facts and so-called knowledge. It is important to rediscover

creativity and self-expression. How can this be achieved? By exposure to creative and open thinking in all areas of our living

environments. One advantage of this so-called post-modern age, is its inclusive spirit which sets no predetermined aesthetic doctrine

in which art and creativity is deemed to be important. Regrettably, educational authorities do not place sufficient emphasis on the

arts or on a creative interdisciplinary approach to learning. Fortunately, children are particularly adept at being able to respond

spontaneously and instinctively – they interpret and exhibit their experiences in direct, unique and fanciful ways. I have experienced

though, that children from less advantaged environments are more tentative in their attempts at creative activities. The arts offer

the opportunity to alter this situation and give people confidence through activities in which there is no “right or wrong”, only

alternative expressions. 
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Curiosity and the desire to be entertained are factors that attract people to many community-based artworks. Unique to all these

projects and the resulting works, is the aim to delight and entertain. The selected projects discussed cover a broad spectrum of

ideas, materials, techniques, situations and structures. They range from the mundane to the exotic, from the utilitarian or useful

to the non-functional, decorative and fun. Free and uninhibited, the spirit of these works does not ignore, but is seldom restricted

by traditional criteria. The artworks direct themselves unashamedly to giving pleasure. There is a spirit of adventure and enquiry

into new modes of revitalising our built environments, not by opposing it but by creating imagery and structures that not only

allow for but encourage imaginings. In many instances, narrative or the opportunity for narrative to take place, plays an important

role. There is a dynamic in these artworks that is derived from their individuality, their charm and naivety, honesty and the sense

of worth they engender. 
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PROJECT: THE VILLAGE OF THE ARTS AND HUMANITIES, 1986 - ongoing.
ARTWORKS: Various.
MEDIUM: Concrete, mosaics, paint, plantings.
ARTIST/DIRECTOR: LILY YEH.
SITE: Germantown, North Philadelphia, Pennsylvania, US.
SITE VISITED: May 2003.

This project in North Philadelphia has a completely different and particular understanding of “place-making”. The rejuvenation

of community, neighbourhood and place is the fundamental philosophy of this project. The creation in 1986 of a small community

park in an empty derelict lot was the precursor to the programme. The place, the spirit of those community members who helped

build this original park, and the plight of this community captured the heart and imagination of artist Lily Yeh. From a small

beginning of a $2500 budget and the clearing of an empty lot, there now exists the Village of the Arts and Humanities, a

community-based arts, education and neighbourhood development organisation. Through art-based programmes and activities,

abandoned properties have been renovated, new housing built, empty degraded spaces reclaimed and transformed into sculptured

environments and parks, assisted creative learning programmes developed, and a sense of hope and possibility restored to the

neighbourhoods (personal conversations with Lily Yeh 2003). Urban place-making has become the concern of much contemporary

public art. In 2001, the Village was awarded the Rudy Bruner Award for Urban Excellence. This prestigious American Award is
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dedicated to the discovering and celebrating places that are distinguished not only by the quality of their
design but also by their social, economic and contextual contributions to our cities. Understanding that
every urban place grows out of complex layers of social, economic, aesthetic and personal interaction, the
[Award jurors] ask some important questions. What kinds of places make our cities better environments in
which to live and work? How do these places enliven and enrich the urban landscape? … Do they enhance
community pride? … These criteria alter [and extend] the boundaries of urban architecture, placing new
emphasis both on contextuality and on the underlying values and collaborative processes required to create
an excellent urban place (Wener et al 2001:vii).   

Community participation is usually the most difficult aspect of any collaborative process. In disadvantaged communities, apathy,

disbelief, lack of knowledge, pessimism and distrust are frequently obstacles in establishing collaborative processes. Lily Yeh

eventually won over the community – with each new effort, more members of the local community, intrigued by the physical

changes and by the excitement and involvement of their children, gave the project their support. Today the area has been transformed

into a variety of social spaces – some provide settings for ritual celebrations such as Meditation Park and Angel Alley, some merely offer much

needed recreational spaces and others provide basic necessities such as vegetable gardens and the reconstruction of abandoned and

derelict buildings into safe and pleasant homes and a centre for the arts. The underlying concept of the Village is that of a “living

sculpture”. The Village has grown out of the practical, functional and aesthetic needs of the community. Ex-convict and drug

addict James “Big Man” Maxton is the local resident sculptor and mosaic tutor. The young man who gave me a tour of the Village,

also having spent some time in prison, is presently the local “horticulturalist” in charge of the parks and vegetable gardens, while

encouraging the children with their flower garden and school biology projects. He was an excellent enthusiastic and informative

tour guide. The majority of the “builders” of this Village are local residents, building “place”, building community capacity and rebuilding

the social fabric of the Village. 
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Angels play an important role in the community, particularly for the children. Each child is encouraged to create his/her own special

angel through drawings which the child identifies as his/her protector and guide. The Village abounds with these angels: as sculptures

in parks, as painted or mosaic murals in alleyways, and on large bare walls re-created in special places. These drawings are further

interpreted into small crafted gifts in wood and clay for sale and into soft “angel” toys, appliquéd “angel” wall-hangings and even

onto tables and chairs. Lily Yeh states that    

the Village is where art, society, politics and social work all merge into one where the arts are the skeleton
and backbone of everything. Art is not just a product like a mural or park or performance. It’s essential to
the daily activities. Art is creativity in thinking, in methodology, in implementation – that is what we call
art (quoted in Wener et al 2001:10). 

The Village has attempted to re-connect residents to their community by building place through self-esteem and pride-of-place.

In one of the most degraded areas of Philadelphia, these spaces are now open not gated, simple in material but beautiful in construction, 

with no signs of  vandalism or graffiti. Doorsteps are swept and the area is safe. This is due to the arts being central to the social

process of this community.
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Murals, mosaics and artworks developed from children’s drawings.
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PROJECT: ARTIST-IN-RESIDENCE: GRANGETOWN INFANTS
SCHOOL, 1994 - 1998. 

ARTWORKS: Various.
Brick, terracotta clay, carved bricks, mosaics, paint, 
paving. 

ARTISTS: DAVID MACKIE; L SHENSTONE; A BUTLER; 
K BOOTH.

ORGANISATIONS: Cardiff Bay Art Trust; Grangetown Infants School
SITE: Grangetown, Cardiff Bay, Wales, UK.
SITE VISITED: April 2000.

In a small playground with high concrete walls and tarmac surface, the children of

Grangetown School were usually fractious during playtime. Crammed into a small

bare space was not conducive to any form of imaginative play and induced argumentative

interactions and fights. An artist-in-residence programme was introduced to address the

situation in a variety of ways. The small morbid playground was transformed into a stim-

ulating personalised environment that encouraged imaginative creative activities and has

significantly reduced the aggression experienced prior to the project’s commencement.

A multidisciplinary approach was employed to implement the widest possible 

cross-disciplinary process that would not only improve the playground but would encourage

a creative and alternative approach to education and learning. Photographic images of the

pupils were digitally manipulated to create large mosaic murals that equated the pixels of
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the computerised images. Art joined technology in the classroom and on the playground. Biology and ecology were united

with drawing. Small clay sculptures and designs created playground “nests” where the children invented their own unique games

within the grids defined in the paving of these nests surrounded by beautifully rendered ceramic relief sculptures of the small creatures

found in the surrounding woodlands and open areas. Finally two clay-brick structures of giant hands became popular climbing and

seating sculptures.  The children were involved in various ways at every stage of the project and were obviously delighted with

the results as were the teachers on duty in the playground. The children were all too eager to share their experiences with me –

documentation of the play area was virtually impossible. It is obvious that the experience of being involved in the processes of

re-creating the playground was as valuable to the children as was the success of the actual artworks.           
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PROJECT: ST JOSEPH’S SCHOOL PLAYGROUND IMPROVEMENT PROJECT, 1987 - 1990. 
ARTWORKS: Various.

Concrete, mosaics, brick, road paint.
ARTISTS: MARTIN GOODRIDGE; GRAHAM ROBINSON; CAROLINE THEOBALD.
ORGANISATIONS: Free Form North Tyneside; North Tyneside Council; St Joseph’s School Community including

teachers, parents and children.  
SITE: Wallsend Road, Meadowell Estate, North Shields, Tyne and Wear, UK.
SITE VISITED: April 1992.

Free Form1 approached Sister Michael of St Joseph’s School with a proposal for the rejuvenation of the old tarmac playground areas.

An extensive research and collaborative process took place2 based on the local history, people and environment. The children

played a major role in this process which provided source material for the design concept. The areas of investigation by both the

children and Free Form artists included past and present community life, trade and industry, folklore and particularly, local characters

from the older generations, popular shops/meeting places, old nursery and playground rhymes, and questionnaires completed by

older residents, relatives and friends within the community. 

The aim of the questionnaire was to collect unrecorded memories, oral histories, stories and especially, descriptions of local people

well remembered for a variety of reasons, such as Dot the lollipop lady, Sammy the newspaperman and Lavender Lill, the flower

seller. Workshops with the children took the form of drawing, word-games, storytelling and play-acting that required the children

to engage imaginatively with the characters, places and stories to generate ideas and encourage inventiveness.       

319

1Free Form is an arts development organisation offering skills-based courses in community arts, design, landscape architecture and environmental improvement. It was formed in 1969
and was registered as a charity in 1975. 
2Information on the project was extracted from an unpublished working report by Free Form, July 1989 and from personal conversations with Sister Michael, April 1992.





The design concept took the form of a map of the village placed centrally in the playground

from where roads lead to several areas around the edges of the playing areas such as the

quayside and 3-dimensional concrete ships and a lighthouse. You can visit Lavender Lill’s

flower shop and the greengrocer, depicted in mosaics on the school walls and within the central

mosaic map you can find Nana’s house, the Blue Bells café and the sweet shop located

between the roads marked on the tarmac surface.

The project has been successful not only in recording history and locating place, but has created

an alternative world that permits the children to construct their own imaginative games and stories

which change daily depending on the image being noticed and extended into a new story or

a remembered person or an imagined future. In addition, the project was integrated into the

school curricula with cross-references between disciplines.   
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PROJECT: THOMAS FAIRCHILD SCHOOL PLAYGROUND. 
IMPROVEMENT PROJECT, 1985 - 1987.

ARTWORKS: Various.
Concrete, mosaics, ceramic, wood, paint.

ARTISTS: Free Form Art Team.
ORGANISATIONS: Free Form Arts Trust; Hackney Council; Thomas Fairchild 

School - teachers, parents, children.  
SITE: Thomas Fairchild School, Wims Street, Borough of Hackney, 

North London, UK. 
SITE VISITED: September 1989;  May 1992.

The Infants playground of Thomas Fairchild School was a small dingy concrete slab play area.

Together with artists from Free Form, the staff, pupils and parents transformed this area into the

fanciful world of Alice’s Adventures in Wonderland. Characters from Alice’s world crept into the

brick walls, toadstools grew out of, and playing cards appeared within the grey dull concrete

slabs of the playground. A ginger and black striped Cheshire cat sits smugly on top of a concrete

structure watching over the playground while three card-gardeners painted the white roses on the

rose tree, red. In the centre of this small space, was the Mad Hatter’s tea party structured with

cups and saucers for seats, a large heart and teapot, and an enormous black top hat. 

Although based on a specific story, this transformation nevertheless, allowed the infants to play

freely in the space making up their own tea parties. This intervention has obviously improved

and added to the quality of play during break times. The children now delight in their efforts.
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The play area for the Primary school pupils was no more amenable, being a long narrow concrete walled area. The staff

used the opportunity to create a concrete pyramid covered in ceramic signs and symbols, combining creativity and the history of

writing through Egyptian hieroglyphics. Each child created a personal ceramic fragment. In Egyptian mythology, the cat was held

sacred and a symbol for the goddess Bast. Over the entrance to the pyramid, a relief image of a cat carved in clay guards the

structure and all who enter the space. 

Tall, perhaps giraffe-like painted concrete play structures stand further down the site and at the far end of the playground, is a

series of low papier mâché creatures that serve as seats or play structures. However naive the structures may be, the children love

them as they are the results of their efforts or their siblings before them, and they provide the impetus for a range of

imaginative games invented by the children.  A wooden table with painted self-portraits and portraits in mosaic on concrete stools

add to the scene. Although these interventions cannot create bigger spaces, they do create more lively and personal places that

allow the children to imagine their own interpretations of these forms.   
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PROJECT: ST PETER’S RIVERSIDE SCULPTURE PROJECT: Fulwell Junior School, Year 5 and 
Year 6 pupils.

ARTWORKS: WINDOWS AND WALLS, 1995.
Carved brick, metal and text.   

ARTISTS: COLIN WILBOURN; KARL FISHER; assistant college student, Joanne Gourley.
ORGANISATIONS: Tyne and Wear Development Corporation; Artists’ Agency; Sunderland Council; Northern 

Arts; Community and special interest groups.
SITE: St Peter’s Waterfront on wall along new Marina Promenade, Monkwearmouth, Sunderland, 

Tyne and Wear, UK.
SITE VISITED: April 1997,  April 2000.

Windows and Walls is a series of carved brick relief panels as if “windows” are set into the brick wall that divides the promenade

from the new housing estate. The artists worked with pupils from four junior schools, each group created a story related to the

River and corresponding carved brick panels. The stories were engraved into metal “notepad pages” attached at the sides of each

panel to complete the work. 

Members of Monkwearmouth Local History Group created four panels that relate to the life of earlier residents. In one panel, the

visitor is offered a view into the home of a resident as if peering through the window while in another panel, a resident peeps around

the curtain looking out at people passing by.

The quality of the drawings and the resulting panels by the children are delightfully charming but also remind us of our role in

the degradation of the planet. The stories told by the children relate to the pollution of and disregard for the natural resources of
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our world. Projects such as this are able to create a broad awareness of world-wide social concerns: working in schools reaches

a diverse audience that includes teachers and parents, relatives and friends of the pupils; it allows for an interdisciplinary approach

to education by combining creative writing and language, environmental issues, local history, ecology and the future of the planet

through a creative arts programme.   

It is often said that the quality of community-based public art is compromised by the involvement of non-artists with no skills-based

training or experience. The craftsmanship, finish and visual communication of these panels made by both the children and the

untrained adults are no less effective visually, formally or aesthetically than those created by Wilbourn and Fisher. If the workshops,

creative and conceptual development, formal elements and making processes are well structured, allowing time to stimulate the

imagination, confidence gained and skills developed, the quality of the work need not be compromised. 
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PROJECT: ONE MILE EAST PUBLIC ART PROJECT, 1998.
ARTWORK: ART in the UNDERPASS, children’s drawings.

Vitreous enamel panels.
ARTISTS: J BUDD & A RABJOHNS, pupils from Snowfields Primary School.

M CAZALET, pupils from Tower Bridge School.
S GOLDBLAT & C SANTOS, pupils from Hermitage School.
S MARTIN, pupils from Shapla School.

ORGANISATIONS: Look Ahead Housing Association; TC Art; Taylor Woodrow 
Property Co Ltd; Royal Mint Court; Pool of London Partnership.

SITE: North Bank Thames Underpass, Tower Bridge, London, UK.
SITE VISITED: September 2000.

The Art in the Underpass was part of the East End of London Urban Regeneration Project coordinated

by One Mile East Public Art Project. The project featured 90 original drawings by pupils from four

local schools and was based on the history of area, past and present, and particularly, the Tower

of London and the River Thames. As with many school-based community public art projects, the arts

was effective in encouraging an interdisciplinary and creative approach to education and learning by

exploring past and present culture, local life, historical facts, new and old landmark buildings and

tourist attractions through the medium of  drawing and painting. In addition, the project would be of great

importance to the children involved and instilled confidence and pride. The drawings are charming and a

delight to see and lift your spirits as you use the underpass.      
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PROJECT: RATHMORE YOUTH CENTRE REGENERATION PROGRAMME.
ARTWORK: RATHMORE BENCHES, 1980 - 1982.

Steel reinforcing, galvanised mesh, concrete aggregates, mosaics.
ARTISTS: STEPHEN LOBB & CAROL KENNA with Greenwich Mural Workshop Team. 
ORGANISATIONS: Greenwich Mural Workshop; Rathmore Youth Centre and local communities.
SITE: cnr Rathmore and Houghton Roads, Charlton, South East London, UK. 
SITE VISITED: September 1989;  May 1992;  October 2000.

Carol Kenna of Greenwich Mural Workshop3 approached the Lower Charlton Residents Association to propose a mural for the

newly acquired mission hall buildings in which to house the Rathmore Youth Centre. In response to further community requests, the

benches were constructed and are based directly on Gaudí’s serpentine sculptural benches at Güell Park in Barcelona. It was considered

that the serpentine form would help strengthen the structure and present a playful yet dynamic unique functional artwork. Many of

the design ideas for the benches corresponded with the mural’s images. These images include the everyday lifestyle of the community:

shopping, water, industry and the people. The benches are popular both for their function and their images and, having seen the

work on several occasions over a period of time, there is no vandalism and little damage. The images are delightful, particularly

those of typical day-to-day chatterings and gossipings that take place during chance meetings and form the fabric of our everyday culture.  
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PROJECT: HACKNEY ENVIRONMENTAL IMPROVEMENT SCHEME, 1983 - 1988.
ARTWORK: THE STONEBRIDGE SNAKE, 1983 - 1984.

Steel reinforcing, galvanised mesh, concrete aggregates, paint, mosaics.  
ARTISTS: Free Form Art Team.
ORGANISATIONS: Free Form Arts Trust; Hackney Council Departments; local communities.
SITE: Kingsland & Haggerston Rds, Borough of Hackney, London, UK.
SITE VISITED: September 1989;  May 1992.
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Bounded on two sides by roads and on the third by a high wall, the site is a small open space, is easily accessed, has no closed 

hidden areas and is therefore safe. One section has been transformed into a traditional playground with typical play structures and tarmac

surface for maintenance, while a small grassed bank treed area has become a popular fanciful play arena for assailing the friendly

dragon or serpent that meanders across the site. 

Besides its obvious serpentine form, the artwork affords open creative and imaginative play. Climbing into the wide open jaws,

children either “hide” or “are swallowed”. It provides seating, tunnels to slither through its belly and curved humps over which to climb.

The sculptural form is well conceived within its site, well crafted and speaks a universal language of “enticement, curiosity, daring

and play”, the language of a child’s imagination. It is a functional seating and play structure. It is nevertheless an artwork as it visually

communicates with and appeals to young and old, touches the imagination, and uses a metaphorical language intuitively understood

by all, of times past when heroes saved people and the present time in which we become heroes.





PROJECT: DEVELOPMENT OF THE LA DÉFENSE & NANTERRE HOUSING and PARK AREAS.
ARTWORK: THE SERPENT, 1977 - 1980.

Steel framework and reinforcing, galvanised mesh, concrete, mosaics, sand.  
ARTIST: LAURENCE AILLAUD.
ARCHITECT: EMILE AILLAUD.
ORGANISATIONS: Etablissement Public pour l’Aménagement de la Région de La Défense (EPAD). 
SITE: Centre of new high-rise apartments, Parc André Malraux; La Défense, Paris, France.
SITE VISITED: September 1994.

The central park area of this high-rise apartment development, could be seen as a sculptural space in its articulation through both

its use of material and structuring of mounds and pathways. Sited within this area is an enormous monumental concrete snake

that meanders through a large sandpit and grassed playing areas, constantly disappearing and emerging as it slithers its way under

the ground and then twists and turns along the ground, in the air and through the open spaces. The sculpture is completely covered

in white, black and brown mosaic tiles to equate the scales, patterns and textured surfaces of snakes. 

The artwork’s intention is pure entertainment, a play structure for children to climb over and crawl through with little regard for

its status as art, for its aesthetically well structured sculptural form or for the beautiful manner in which it defines and articulates

space. As public art it successfully meets assessment criteria : it creates a particularised “place”; is well located within its site; in

its idea, structure and installation belongs to its site; is sculpturally and formally sound; is durable and relatively maintenance

free; reflects on nature and the environment – do snakes still exist in sandy grassed areas or gardens as a natural occurrence? –

challenging our understanding of reality and the status of our planet; achieves the requirements of imagination and uniqueness,

and fulfils its intentions: that of providing a functional and necessary amenity for the communities for whom it was created.
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The play area within the park has been constructed to echo the serpentine shapes. 



Conceptually, the work is interesting. The artist plays with the philosophical/psychological notions of contrariness and the human

being’s need for entertainment and excitement. Snakes and reptiles of all kinds frighten, scare and repulse people yet they are 

fascinated by them. Children love scary things, particularly in play, on TV or in stories but only when they know they are safe.

The artwork subtly combines these contradictions in the simplest of ways without our conscious recognition. The artwork is a

static inanimate object. However, its scale, manipulation of space, and physical occupation in, through, above and below the

ground negates its static inanimate illustrativeness and it comes alive as it “moves through the space”.   
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PROJECT: REHABILITATION OF WATER HOLDING TANKS AND PARK. 
ARTWORKS: Untitled, date unknown.

Stone walling, concrete, pebbles, stone chips, water.   
ARTIST: Unknown.
SITE: Bosque de Chapultepec, Mexico City, Mexico.
SITE VISITED: April 1997.

A water system and aqueducts were originally built to carry fresh water from Bosque de Chapultepec to the ancient Lake City of

Tecnochtitlán, now Mexico City. The Bosque became a public park in the 16th century and subsequently many of the main museums

were sited within this large green area away from the City centre. Situated within this park are three large underground water tanks now

surrounded by concrete walls to provide support for grassed playing areas that cover these tanks. The area has become a popular

recreation area especially with the construction of two parallel serpentine sculptural walls around each of the three tanks that provide

play structures and water channels in which children love to play. These creative interventions are based on the theme of the

Ouroboros or serpent biting its own tail, symbolic of time and the continuity of life, with the encircling of these areas that further

extends the theme of water connected to cycles of life. Once again, the snake as a sculptural form is used for its symbolism, evocative

qualities that encompass both threat and appeal in the contradictions inherent in the uncompromising, aggressive use of its media

and the fascination and appreciation of the skillful craftsmanship, bold splendour and intriguing enigmatic image.    
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PROJECT: LONDON FIELDS IMPROVEMENT SCHEME, 1983 - 1988.
ARTWORK: FLOWER SELLERS, 1988.

Steel reinforcing, concrete aggregates, mosaics, pebbles. 
ARTISTS: Free Form Art Team.
ORGANISATIONS: Free Form Arts Trust, Hackney Council Departments, seven primary schools

in the area and local communities.
SITE: London Fields, Borough of Hackney, London, UK.
SITE VISITED: September 1989;  May 1992;  September 1994.

London Fields is an ancient common land in the Hackney borough of North London that was in desperate need of upgrading and

community facilities. The success of the various arts projects is due to the “close collaboration between various council departments

and the community groups”. The local residents felt that one of the main requirements was a safe and open playing area for the

children. The Flower Sellers provided the focus for such a space and included the involvement of pupils from seven schools in

the area in the activities of this development. Three main environmental features in upgrading the area were the installation of lighting,

the removal of the tarmac surfaces and the land drainage system. These improvements have transformed the derelict hostile space

into an open viable green common land. The annual London Fields Festivals played an important role at the outset of the

Improvement Scheme in the dissemination of information thereby creating support for and interest in the development of ideas and

possible themes for the various projects that were implemented.          

The giant but friendly Flower Sellers seem to stand guard over the site. This sculptural play and seating artwork, as a celebratory

landmark, links the site historically to the previous activities of sheep grazing as well as past and present local produce markets.

Its thematic scheme provided opportunities for the primary schools involved to uitilise the project as a unique interdisciplinary
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teaching aid linking the disciplines of history and farming to economics,

trading, environmental issues and the arts. 

Once more involvement by the local community has been beneficial to the

process and the final artwork, rather than compromising the work in any way.

Having visited the work on several occasions, I have found no vandalism of

the artwork and very little damage. A few small areas of mosaics are missing

but considering the wear-and-tear suffered by this work, which is extremely

popular with the children, this is to be expected. It does seem however,

that it isconstantly repaired and maintained4.  The artwork provides an

everyday context through which the children can imagine a world of different

scenarios to re-enact their dreams and fantasies and can take pride in their

part of its development.  
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4Several other arts schemes within the Hackney area that I have visited and which are located on small enclosed plots between buildings have fallen into total disrepair and have
become unsafe, unsightly and disgusting, being used by the homeless as sleeping areas. This would not be due to the design and structure of the creative intervention of the site but
rather to location being closed-in on three sides, less open to view, not as accessible in its position and, in particular, the lack of a structured support and maintenance team.    



(Chris Carroll, 1999:23)



PROJECT: THE WYMERING PUBLIC ART PROJECT, 1995 - 1999. 
ARTWORKS: Various.
ARTISTS: PETER DUNN; PETER CODLING; ANNA POTTEN; JUNE HEAP.
ORGANISATIONS: The Arts of Change; Dot to Dot; Wymering Community Association; Portsmouth City 

Council and  City Arts; local community groups and schools.
SITE: Wymering Centre, Sevenoaks Road, Wymering, Portsmouth, Hampshire County, UK.
SITE VISITED: September 2000;   June 2003.

The area has few community facilities and a high unemployment rate, is situated on the north side of the motorway separating it

from the City and communities felt isolated. What began in 1973 as a small group of young mothers as the Wymering Action

Group culminated in this complex and highly successful Community Centre and Community Association. After extensive

research, a proposal was prepared based on the Agenda 21 principles that were established by the 1992 Rio Earth Summit5. The

issues highlighted sustainability, renewable energy and recycling, and especially quality of life and cultural identity. The project

was an extensive four- year project that included every aspect of the local culture and involved many community members. 

The Community Association saw the scheme as an ideal means of projecting the presence and identity of
the new Centre outwards to the wider community. The artworks were designed to create a visual narrative
approach from a direct view of a “landmark” to the heart of the building. Through the reminiscence project,
they would also celebrate and make visible community life and history, including the activities in and
around the new centre. 

335

5General information regarding the research and community processes involved in the development of the project has been extracted from the Project’s publication, The Wymering
Public Art Project, 1999 edited by C Carrell. Discussion of artworks and projects are my own interpretations formed after two visits to the Centre and discussions with the personnel
officer. 





The workshops encouraged discussion, exchange of ideas and project
ownership as well as developing skills. … [P]articularly issues relating to
social inclusion, life-long learning, improving services for young people,
and protecting and improving the environment, [were addressed]. The
Project emphasises partnership between professional artists and members
of the community … as well as to share ownership of the artworks ...
(Carrell 1999:7-8).          

The Bridge was the result of the Reminiscence local history research workshops that generated

archival material and recorded events from the past to the present depicting the physical growth

and daily life of the area. The older generation shared stories and games they played when they

were young. Slowly through creative processes, people came together, built memories, became

friends, and wove art into the daily life and fabric of this community. These memories were

screen-printed onto clear external vinyl attached to large irregular glass panels supported by an

irregular metal grid framework. The images were intended to reflect the spirit of the community

and rich diversity of community life. Although the intention of the artwork was interesting, the

structure is too complex and busy and does not convey the concepts nor does it complement the

entrance to the buildings.  On my second visit to the centre I was not surprised to find that the glass

panels and metal framework had been removed due to vandalism. I personally felt that this work was

too esoteric and fragile for its context and unsuitable for the location.  
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The Wymering Wall, however, is an impressive unique and fascinating winding

brick wallcontaining a narrative that spans time echoed in its compressed but meandering

structure stretching along the 300ft boundary. The craftsmanship is superb as it bends

and twists its way up the road. It begins at the southern end as a circular construction

built from flint stones found on site and capped by a “large spiral flint shell” and continues

as a flint wall with a curved edged concrete seat for the first 12ft, thereafter the medium

changes to terracotta brick. Inscribed into over 2000 bricks are community members’

names, dates from pre-history to the present, historical records of particular events,

quotes from selected texts and bricks carved with both simple and elaborate designs.

The wall could to some extent, be considered a memorial in its inscriptions, chronicling

events and people, dates and places. Embedded into the walling, is a unique and original

feature – an elderly member of the community donated a collection of fossils which had

been collected from the nearby cliffs, rich in fossils, of this southern coastline of

England, while local flint stones cap many sections of this weaving wall.    

The double-arched entrance brick and wrought iron Gate is the main attraction. Two

spectacular carved brick columns spiral upwards to meet the arches while the metal

gate when closed, equates the tunnels dug deep into the chalk cliffs of Portsdown Hill

that were used as air raid shelters during the Second World War. Additional elements
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are the “relief sculpture keystones depicting the measurement of time sit above [the] large ornamental gate” (Carrell 1999:16).  

The Pathway that leads under the arched entrance is constructed from a range of slate, marble, granite, sandstone, flint, brick and

cobbles. The organic paving contrasts well with the precision of the carved columns and brickwork and further extends the concept

of the narrative with snippets of information, images, fossils, text and drawings sand-blasted or engraved into this patchwork of

stone.      

The south western section of the site has been shaped into a series of “earthworks” reminiscent of the many ancient burial and

sacred “mound, ditch and banked” sites to be found throughout Britain and Ireland.

They [earthworks] are simple shapes made from the excess spoil from the building site … providing vantage
points and vistas … across [the city,] Portsmouth Harbour and The Solent. The vertically trenched mound
sweeps up the play area to a small crater at the top. The Wall and Pathway are complemented by the
Earthworks around the entrance which exaggerate the slope of Portsdown Hill by sweeping and turning
against the gradient. The spiralling trunk of The Wymering Tree is also taken into the the ground by the
Earthworks. … The approach to landscaping embodied by the Earthworks embraces Agenda 21 principles
of using materials on site and avoiding unnecessary haulage and landfill (Carrell 1999:22).

These Earthworks add a dynamic to the site and afford a sense of openness that simulates the vast open undulating but cultivated

downlands that edge the southern coastline cliffs. On my second visit, three years later, I was surprised to find these grass mounds

in excellent condition. They are obviously not used as playing areas as this would certainly damage and erode both the grass and

banks.
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Above and below: (Chris Carroll, 1999:15)



As this entire project is centred on the theme of the community and reminiscence, it would

seem incomplete without a tree of life and it is stated that the 

Wymering Tree is a ‘Tree of Life’, symbolising stability and the generations
that form the Wymering community. It is also a ‘windmill’ – generating
power using the latest technologies while continuing the historic use
of windmills on Portsdown Hill. The trunk has seven facets with a
double helix(representing DNA) running through it. It has seven main
branches and seven minor branches; the mobile elements signify the
four seasons. The ‘Tree’ has a galvanised steel core with Colourtext
stainless steel cladding … . The mobiles are made of stainless steel
… [and] there is a range of lighting, incorporating halogen, LED and
fibre optic horsetails. The colour of the ‘blossom’ lighting is determined
by wind direction … (Carrell 1999:14).  

Not only does this tree of life symbolise the life of the community, it is alive – nature unites

with technology to imbue it with movement, light and vitality. It is fascinating. Photographs

cannot do justice to its vitality nor portray one’s experience of this artwork. It evokes the

senses and imagination as the mobiles, laser-cut “linked hands” of the children’s drawings

representing the leaves, spin in the wind creating sounds that whine like the machine it is,

but are also as lyrical as the breeze that flutters and filters through the leaves of trees, or

that are melancholy on a dark cloudy misty day but with flashes of colour from the fibre optic

lighting. These are the experiences that I was fortunate enough to interpret on my second

visit as the weather threatened rain, blew gales, presented sunshine and grew moody again

as only English weather can do. 
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The Reminiscence workshops continued throughout the four-year duration of construction and were the mainstay of the development

and the collaborative process Besides the public environmental artworks being based on the outcomes of these working sessions, 17

large Wall Hangings were made for display in the main hall of the Centre. These fabric artworks represent the diversity of life

within the community: landscape, sports, the City, the hospital, writings, hop-picking, the annual fair, et cetera. Some of these

wall hangings portray the past but most depict the present life and people of this community. Over 200 residents with ages ranging

from one year to 80, participated in the variety of events which included the processes of research, collating of information, drawing

or mark-making in the case of the very young, sewing and sharing ideas and stories while developing themes.

Several factors contributed to the overall success of the project: the collaborative process in which all stakeholders were afforded

the opportunity to participate; clearly defined objectives were set for each stage of the development; dissemination of information

throughout the four years that played a role in retaining the interest and enthusiasm; the interdisciplinary approach linking ideas

and people; and continuity of theme through all the processes and resulting artworks. 

Unfortunately, one major concern has developed since the completion of the project. The vitality, collaboration, sharing of making

and camaraderie that was experienced during the construction of the project has dissipated. There are few structured programmes

and the centre is underused. This lack of interest seems to be a common predicament encountered by many of the community

centres which I visited in Britain, America and South Africa. This is not necessarily apathy on the part of the local community or

residents but would seem to reside in the management/leadership or the lack thereof. There appears to be no clear understanding

of the intentions for such a complex and the need for sufficient funding in order to structure a dynamic programme of events that

would be to the benefit of all.        
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PROJECT: REFURBISHMENT OF NAVY PIER GATEWAY PARK, 1998. 
ARTWORK: WATER MARKS, 1998.

Steel reinforcing concrete aggregates, mosaics, ceramics, blue chip gravel, grass. 
ARTISTS: J POUNDS; O GUDE; KS SMITH; C WEISS; M ZWIERZYNSKI. 
ORGANISATIONS: Chicago Public Art Group (CPAG); Canal Corridor Association; and local communities. 
SITE: Gateway Park, Navy Pier, Chicago, Illinois State, USA. 
SITE VISITED: May 1998;   May 2003.

Water Marks was the result of a complex four-year collaborative community public art project implemented by CPAG that

involved artists, 16 art assistants, landscape architects, engineers, historians, many local organisations and over 260 local residents.

The artwork is a series of four cast-concrete and mosaic benches spread within the grassed park entrance to Navy Pier. It was

envisaged as a commemorative work to record the 150-year history of Illinois and the Michigan Canal, and how this Canal has

shaped the development of the area. The Canal links Lake Michigan to the Illinois and Mississippi Rivers that eventually flow

into the Atlantic Ocean and the Gulf of Mexico respectively. The outcome of these linkages played a significant role in the economic

and population growth of this region. Gateway Park is the entry point of the Illinois and Mississippi Canal National Heritage

Corridor.

The surface structure of these multi-levelled benches consists of a mixture of glass-mosaic tiles, handmade ceramic tiles, modelled

ceramic relief figures, fish and plant forms, and painted areas. The benches are connected by pathways of alternative sections of loose

blue chip gravel and grey-toned concrete aggregate that meander across the grassed park areas that accurately and physically map

Michigan Canal, Chicago, and the Illinois and Mississippi Rivers’ passages through the country while also metaphorically representing

the population migration to the North as well as the psychological and sociological linkage of lake, rivers and states. Besides being
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a functional artwork, it interprets, records, maps and commemorates the past and the present. Each bench is titled and communicates

a section of this history.

The Silurian Seat [is the first of the sequence and] depicts the Chicago area 425 million years ago, when it
was under the sea, as well as the native prairie landscape. The bench’s skirt shows the history of human occupation
from the Native Americans to the immigrant workers who dug the 
97-mile-long canal by hand.

The Lock Bench shows the workings of a canal. Each horizontal step is a map or a picture, marking a
moment in the history of the land that became Chicago, from 1673 to the present.

The Water Boat Bench represents the flow of water through the region, the seasons, and the lives of those
who settled alongside Illinois’s inland waterways. The sculptural forms of the bench reference a canal boat
and a dugout canoe.

The Turning Basin Bench wraps around the spiraling path, suggesting the water basins at each end of the
canal. Grain, raw materials, and energy flow from one end of the bench to the other by water, rail and truck.
… The words and images on this bench speak of finding a balance between human productivity and nature
(Gude & Huebner 2000:99).    

Life in this area has always been dependent on the lakes and waterways which play a central role in the economy, life-style and

recreational activities. This “green corridor” has elicited many cultural and aesthetic activities including artworks, publications, poetry

and fountains. Many organisations have been established based on the geographical nature of this region such as the Canal

National Heritage group and many of the tourist attractions and outings are based on this green corridor. 
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Situated at the entrance to Lake Michigan is an extensive fountain

system erected as a “monument” to the importance, achievement and

natural beauty of and fascination with the water system and the geological

structure of the region. This is reflected in the architectural structuring

of this“diagrammatical stone equivalent” that echoes the physical

structuring, layering, variance of water flow and waterfalls, and

complexity of the system both figuratively and metaphorically. 

Chicago has a comprehensive public art programme with the majority

of the artworks based on the social history and migration to the North

and the civil rights and racial struggles for equality that are still contested

today. This socio-political element is particularly apparent in the

many painted and mosaic murals and CPAG has been a strong protagonist

of this mural movement, art as a tool for social change, in schools,

community centres, train stations, housing estates, bridge walls and

underpasses.
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PROJECT: BETH-ANNE LIFE CENTER, 1996-ongoing. 
ARTWORKS Various.

Painted, mosaic and ceramic murals, steel reinforcing, 
galvanised mesh, concrete aggregate. 

ARTISTS: C PETERSON; JP WEBER; NS CAIN; P SCHUSTER.
ORGANISATIONS: Chicago Public Art Group (CPAG); Bethal New Life; 

Gallery 37; local youth.
SITE: 1140 N Lamon Ave, Central Chicago, Illinois State, USA.
SITE VISITED: May 2003.

The property of an old hospital and its grounds has been transformed into a community

centre for social services and its surrounding communities. The complex includes a day-care

centre with a special section for disabled children, a performing arts centre, a small business

centre and a senior citizens’ housing complex.

Alongside the infants’ play centre, is a recently completed grand storytelling seat (title

and date unknown) by Phil Schuster, expertly carved in cement. The structure equates a

field of corn out of which a figure and mask emerge, as if the leaves are embracing the

storyteller and protecting her masked companion of African American descent, keeper of

the legends, myths and stories that have been passed down from these ancient ancestors.

Embedded in this cornfield and also in the skirt of the bench, is a range of small but

detailed visual narratives as if waiting to be released and relayed to the children. 
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Left and opposite page: Corrinne Pieterson, To our brothers and sisters
who died too soon, 1997. Ceramic.
Above: John Pitman Weber and Nina Smoot, Peace by Piece, 1998.
Mosaic.
Inset: John Pitman Weber and Nina Smoot, The Big Dipper, 1998.
Mosaic. 



TO OUR BROTHERS AND SISTERS WHO DIED TOO SOON, 1997, is a ceramic

relief mural that commemorates the death of neighbourhood youth but at the same

time urges viewers to “increase the peace”. The mural is for the youth by the

youth in a district where there are continual peer struggles for power and superiority.

Although sombre in colour and content, the work speaks directly and pointedly to

those who use this small recreational area of the centre. 

Nearby this commemorative work and in complete contrast, is a complementary

mosaic mural PEACE BY PIECE, 1998. Also made by the youth, this mural celebrates

African American family ties, the Big Dipper constellation that guided runaway

slaves in their journey north, and a train engine that represents the Great Migration.

At the time of my visit to the centre, there was an exhibition of student work based

on the Great Migration. Pupils from Mississippi schools in the South had travelled

to Chicago and researched the theme sharing ideas and information with local pupils

and, through artworks, were tracing their roots, recording and collating information

from North and South that have formed their identities. The schools involved in this

project used a collaborative arts process that provided a interdisciplinary approach

to education and an opportunity to look at the past but to focus on their futures.      

345





PROJECT: THAMES PATH PUBLIC ART PROJECT RESIDENCY.
ARTWORK: STANDING WAVE, 1993.

An exhibition of drawings, photographs, writings, diary, written report. 
ARTIST: SIMON READ.
ORGANISATIONS: Countryside Commission; Artpoint Trust; Public Art Development Trust; Southern Arts; 

London Arts Board. 
SITE: The Thames Path, a National Trail, is a 180-mile walking path which follows the old riverside 

towpath extending from the Cotswolds in the east to the Thames Barrier in London to the west.

Author and researcher on public art, Eileen Adams states that Simon Read was awarded a research residency to investigate the

upper reaches of the Thames River outside the metropolitan area7.  The outcomes for the residency were not defined and artist

Simon Read states

I was presented with a portfolio of references and contacts, of people to talk with. My function was not to
make things, but to make contact. I was expected to make the artist’s presence known on the river. People
were to be the key. I was expected to develop a perception of the river, then develop a body of work, produce
a report and make recommendations for possible projects or commissions (in Adams 1997:74).

The brief was for the artist to conduct research and present “a profile of the river” to create an archive of material for future reference

and interpretation by artists. Adams reports that Read found himself interested in the behaviour of the water, its movements,

resulting wave formations, one of which was a “selfenveloping vortex” (1997:74).

A river is generally enjoyed by all, but few take the time to examine its character and variant behaviour: its fast or slow flow;

sweeping or tumbling; raging or rippling; wide, narrow, deep, shallow, murky or clear; its dangers and its pleasures; its disorder,
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devastation, erosion of banks or flooding plains; the possibility of enhancing its potential; and the pleasures it offers. Rivers are

always in flux, always fascinate and are opportune sites for any creative interventions. 

The most interesting aspect of this residency was that an artist was required to undertake a fact-finding mission, to establish contacts,

record data, make recommendations, and within a public commission, given carte blanche to discover an idea which conceptually

could be developed into dynamic and relevant contemporary statements about our world. He was able to retain his integrity as an

artist rather than being asked to be a decorator or designer. This is significant. Very few commissioning bodies of public art have

the openness of mind or are prepared to acknowledge that it is the artist with the vision and creative ability to interpret an idea

conceptually and symbolically and finally manifest this idea into a work that successfully communicates with its audience. In

addition, few people in positions of power or authority are humble enough to admit that they are ignorant or unaware of the

requirements for a public space; nor are they sufficiently courageous to take risks and, as a result, many public and community-based

programmes are either ordinary and safe, have been done before or do not intrigue or imbue the site/context with the necessary

added value.

As a result of the open-ended brief in which no outcomes were pre-empted, the exhibition Standing Wave resulted from Simon

Read’s residency. Based on the theme of “wave formations” in which the river became “a metaphorical map”, the exhibition presented

a series of large-scale colour photographs, two large drawings, a map and a report of photographs, writings, and diary extracts

documenting the residency. As a further result of the residency, Read was commissioned to create an 250ft-long drawing 

sand-blasted on a concrete wall at the operations area of the Thames Barrier along the Riverside walk and a 2-dimensional 

version as a 25ft-long concertina fold-out publication. 
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