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his issue of Antennae is fully dedicated to climate change. ‘Heat’ pieces together a selection of artists’ 
responses to climate change as experienced in different geographical, social and cultural realities. In doing so, 
we have tried to evenly divide our attention through a range of issues related to and departing from global 

warming. 
The issue continues to focus on the “botanical side of things” with the work of Heather Ackroyd and Dan 

Harvey whose collaborative work includes installation, sculpture, landscape design, photography, performance, and 
film, and frequently reflects both architectural and scientific concerns. With them, we explore the use of grass as 
artistic medium and their long-lasting commitment to Cape Farewell, a UK based arts organisation funded by David 
Buckland, that has brought together leading artists, writers, scientists, educators and media for a series of 
expeditions into the wild and challenging High Arctic. Together they map, measure and are inspired by this unique 
environment and have endeavoured to bring home stories and artworks that tell how a warming planet is 
impacting on this wilderness.   

Cape Farewell offers us here the opportunity to explore the wonders and issues currently involved with the 
Arctic, in this case through the work of Patrick Huse, here interviewed by John Grande, and Max Eastley an artist 
whose work combines kinetic sound sculpture and music to produce a unique art form. Since the late 1960s 
Eastley has been fascinated by the relationship of chance to music and art, and in environmental forces such as 
wind and water.  

Through its challenging gathering of different voices and perspectives from around the world, the issue looks 
at the work of artist Brandon Ballengée, whose practice bridge the gap between biology and art as he combines a 
fascination with amphibians, fish and insects with techniques of fine art imaging. Through the study of young 
batrachians, Ballengée has been documenting the decline of this class through the analysis of ‘bitterly beautiful’ 
deformities. From woodlands to the heart of the city, our issue looks at Super Kingdom, the latest project by 
London Fieldworks; the taxonomical system invented by Julian Montague for “stray shopping carts” and the urban 
environmentally conscious art of Todd Gillens. A more direct focus on animals is brought back in place by an 
extensive interview with Art Orienté Objet, whose work has been concerned with the environment, trans-species 
relationships, and the questioning of scientific methods and tools, and our relationship to the environment since 
1991; and an exclusive interview with Geralyn Pezanoski, director of MINE, the powerful story about the essential 
bond between humans and animals told against the backdrop of hurricane Katrina, one of the worst natural 
disasters in U.S. history. This issue ends with the work of Gregory Pryor, an artist committed to raise awareness of 
botanical extinction by turning a gallery at the Perth Institute of Contemporary Arts into a big, black Solander box, 
its walls lined with thousands of black ink sketches of extinct Western Australian flora. 

Giovanni Alo i  

Editor in Chief of Antennae project 
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ou don’t need a Ph.D. in linguistics’, write US 
political strategists Michael Shellenberger and 
Ted Nordhaus (authors of the 2004 report 

“The Death of Environmentalism”), ‘to see that there’s 
something funny about the concept of “the 
environment”. If the concept includes humans, everything 
is “environmental”, and it has little use other than being a 
poor synonym to “everything”. If the concept excludes 
humans, it is scientifically specious (not to mention 
politically suicidal)’. (1) As if shadowing Shellenberger and 
Nordhaus, a number of recent artistic projects also 
suggest that the literal sclerosis embedded in antiquated 
concepts of ‘environmental issues’ and ‘nature’ isn’t up to 
comprehending the ecological – and thereby political, 
social and economic – territories of our time. 

Why is housing for indigenous species, for 
example, an ‘environmental issue’, whereas housing for 
humans isn’t? Jeremy Deller is perhaps best known for his 
re-staging of a violent clash during the 1984–5 miners’ 
strike (The Battle of Orgreave, 2001), the fall-out from so 
much more than the ‘environmental issue’ of burning 
coal. Yet his practice has long been concerned with 
other marginalized communities, notably urban cyclists – 
and bats. For his Bat House Project (2006–ongoing) he is 
collaborating with The London Wetland Centre to run 
an architectural competition to realize a bespoke 
accommodation facility for clients of the flying mammal 
variety. The artist treats quality accommodation, decent 
living standards and urban space as areas of concern for 
both the human and the non-human residents of the 
capital. Projects such as this naturally have their 
precedents – artists have long engaged with issues of 
ecosystem restoration and with collaborative or 
ameliorative practices. But just as the provincial 
sentiments that gave birth to the popular environmental 
movement could never have anticipated Al Gore’s 
documentary   An   Inconvenient   Truth   (2006)  –  never 

 

mind the rather blithe reaction to the 50/50 prospect of 
catastrophic global systemic meltdown predicted by the 
likes of the Stern Report – the rules of engagement for 
artists and all other citizens today involve an entirely 
different, far more insidious and pervasive ecological 
theatre. 

Since emerging in the early 1970s, American 
artists such as Helen and Newton Harrison and Alan 
Sonfist have been making work about ideas concerning 
the rehabilitation and remedy of habitats. Yet it’s fair to 
say that, unlike the warming globe, the broader reception 
of work identified as ‘eco-art’ or ‘environmental art’ has 
always been somewhat cool. Meanwhile in the UK the 
countryside romanticism brand of knitted twig or 
snowball sculptures by artists such as Andy Goldsworthy 
– although, somewhat ironically, hugely popular as ‘dead
tree edition’ coffee-table books – has largely marginalized
itself by tacitly enforcing a rural nostalgia. On the one
hand, as with other liminal areas of art practice (‘live art’
would be another case in point), the commercial and
institutional art system’s seeming reluctance would be
interpreted by some as a metropolitan conspiracy. On
the other hand, that self-proclaimed environmental artists
tend towards a practice of glorified landscaping or
aestheticized surveying – or, dare I say, a certain
lumbering Kumbaya-ism at its extremities – would lead
others to conclude that it’s simply part of a distinct
creative lineage. As a familiar argument goes, laudable
motives, burdened by guilt about making the ‘correct’
ethical choice or holding onto a vision of virgin nature,
are often only fleetingly successful as art. Above all this,
however, is the simple fact that the narrow
environmental imperative that gave birth to such art
practices surely has limited traction in today’s world. The
notion of environmental art apparently has as little clout
as environmentalism either. Despite, or because of, the
fact   that  many of environmentalism’s key achievements,

‘Y 

Many artists today recognize that environmentalism needs to embrace political, social and economic factors as well as 
ecological ones. 
Text by Max Andrews 

THE WHOLE
TRUTH
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such as clean air acts, wilderness preservation or 
endangered species legislation, have since been gutted by 
the likes of the Bush administration, acting as a special 
interest group is no longer a strategy that makes sense. 
So what might post-environmental art be? 

One expansive creative lineage might be tracked 
back to the early ‘systems’ works of Hans Haacke or the 
ongoing practice of Mierle Laderman Ukeles. Ukeles has 
been working with The City of New York Sanitation 
Department and around the Fresh Kills Landfill on Staten 
Island since the mid-1970s and has developed an 
approach that shares performative and documentary 
elements with a social and political dimension. Admiring 
the classical American Earthworks but troubled by their 
‘unfortunate un-public aspect’ – often being isolated or 
on private land – Ukeles instead turned her attention to 
the monstrous Fresh Kills dump, both as a ‘50-year-old 
social sculpture that we have all produced’ and as a way 
of exploring the massive municipal system of disposal of 
what the city has thrown ‘away’ and hoped to forget. For 
her Touch Sanitation (1978–80) Ukeles spent 11 months 
following garbage truck crews in every borough of New 
York, personally greeting each of the city’s 8,500 
sanitation workers with a handshake and the salutation: 
‘Thank you for keeping New York alive.’ By exploring the 

operational function and channels of the city as an 
organism – encroaching on both human and non-human 
alike – works such as Touch Sanitation show a capacity to 
trace previously hidden pathways and ‘up-cycle’ meaning, 
if showing the habitual industrial mechanisms for the 
literal burying of resources in the world’s biggest dump. 
On 13 September 2001, having been shut down and 
slated for remediation just months earlier, Fresh Kills was 
reopened for the burial of debris from the World Trade 
Center following 9/11 – incinerated human remains now 
share a graveyard with rubbish. So is terrorism an 
‘environmental issue’? 

The reality of today’s ecological front line is that 
the major battles are being lost (and occasionally won) 
not in woods and marshes but in courtrooms, 
boardrooms, war rooms and international protocols – 
and, of course, within psychology and language itself. 
(Attempts to discredit global warming favour the use of 
the term ‘climate change’ because ‘people like change’) 
The fact that the battle-lines have become increasingly 
asymmetrical, abstract and more concerned with 
processes and issues that aren’t black or white – or hair-
shirt Green – makes research-based or speculative, 
documentary-like modes of address in practice more 
keenly equipped than ever to intervene and infiltrate.  

Jeremy Deller 
Memory Bucket, 2003, video still ©  Jeremy Deller 
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And additionally, after decades of image-led, wilderness-
obsessed forms of ‘environmental’ consciousness (all 
polar bears and soft-focus sequoias), practices with a 
Conceptual basis offer a more relevant traction in a 
perhaps not unfamiliar new eco-territory where so-called 
carbon ‘offsetting’ or corporate green-washing, for 
example, suggest a far more immaterial agenda. Take a 
recent work by Tue Greenfort, Exceeding 2 Degrees 
(2007), made for the recent Sharjah Biennial. The artist 
asked the conservators at the museum venue to modify 
the air-conditioning and raise the temperature by two 
degrees Celsius for the duration of his exhibition – such 
a rise being the threshold for an increase in global 
average temperatures beyond which, according to the 
EU and the Stern Report, lie drastic consequences. The 
resultant work simply consisted of a polythene-sealed 
barrier that made the ‘breathing’ of the air-conditioning 
visible as it swelled and contracted. Next to it, a 
thermohydrograph and its paper plotter documented the 
AC system and calculated how much electricity, and thus 
money, would be saved by the venue. The resultant net 
energy saving would then be used to purchase an area of 
rainforest in Ecuador, a gesture that knowingly 
acknowledges both futility and responsibility. 

Similarly, the work of Simon Starling has 
frequently traced the ebb and flow of value and energy 
within both natural and cultural ecosystems. In 
Kakteenhaus (Cactus House, 2002), for example, Starling  

dug up a cactus from the Tabernas desert in Andalucía, 
Spain – drylands that are getting bigger as a result of 
global warming. He then drove the plant in his Volvo 
estate car to Portikus in Frankfurt am Main, where the 
cactus (a highly energy-efficient organism) was potted in 
the gallery and the car’s marooned petrol engine (a 
highly inefficient system) was kept running in the space. 
Connected by all the necessary pipes and wires to the 
Volvo idling outside, the engine heated a circuitous 
temporary hothouse. The exercise was made even more 
absurd by the knowledge that the Tabernas was the 
desert where Sergio Leone filmed many of his spaghetti 
westerns, and the particular cactus species, a native of 
the Americas, was probably brought back by a 
conquistador many centuries earlier. 

Christina Hemauer’s and Roman Keller’s current 
project, A Moral Equivalent of War: A Curiosity, a Museum
Piece and an Example of a Road not Taken (2006–7), also 
concerns a manifestation of power and, like the work of 
Greenfort or Ukeles, offers itself not as a didactic 
polemic but as a reordering of energies, resonance and 
conceptual nutrients. The project revolves around the 
artists’ search for the solar panels that former US 
President Jimmy Carter had mounted on the roof of the 
West Wing of the White House. Installed in 1979 during 
an apparent moment of awareness of the dangers of the 
US’s dependence on foreign oil at the peak of the so-
called second energy crisis – at a time when Carter 
called for 20 percent of American energy to come from 
solar power by the year 2000 – the panels and all they 
symbolized were torn down under the Reagan 
administration in the 1980s. They eventually found their 
way to a dining-room roof at ‘America’s Environmental 
College’, Unity College in Maine, but are now long 
defunct. Hemauer and Keller strapped one of the panels 
to the roof of their car and drove from Maine to the 
Jimmy Carter Library and Museum in Atlanta, filming a 
documentary along the way, meeting Carter himself, 
transforming the panel into a museum exhibit and 
reopening a dialogue about present energy policy. 

In a very different way Brazilian artist Maria 
Thereza Alves – who co-founded Brazil’s Partido Verde 
(Green Party) in 1987 – is also concerned with the past’s 
commentary on the present and with actions that 
reawaken dormant human history. As is the case with 
waste, a weed is not something that natural ecosystems 
understand – both are entirely man-made inventions. 
Alves’ particular interest lies in the phenomenon of so-
called ‘ballast flora’, a marginal area of botanical study 
that she herself has effectively pursued under the 
auspices of an artistic enterprise and which encroaches 
on mercantile histories and colonialism, global 
commodities trading and displacement. Today modern 
cargo ships take on water as ballast to stabilize an 
unloaded vessel, but in previous eras of maritime trade 
sailing ships would use earth, stones or sand as ballast if 
their load of colonial goods was too light – material that 
could easily be discarded to free up the ship to pick up 
profitable slaves. Consequently over thousands of years 
tonnes  of  this  filler material and its attendant seeds and  

Simon Starling 
Kakteenhaus, 2002, Volvo 240 Estate, cereus cactus, piping, 
cables, thermometer, Detail View: Temporäre Kunsthalle Berlin, 
Photograph: Jens Ziehe, Berlin 
courtesy neugerriemschneider Berlin © Temporäre Kunsthalle 
Berlin 
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organic matter from the new world was dumped ashore 
on arrival around the major port cities of Europe. For her 
Seeds of Change projects in Marseille, Liverpool, Exeter, 
Bristol, Dunkirk and other sites – always where no 
previous studies of ballast flora have been undertaken – 
Alves sought the location of ballast spoil sites through old 
maps, port records and rumour, took earth samples and 
endeavoured to germinate whatever archaic seeds have 
been lying dormant in the substrate. The resultant 
presentations have gathered the textual and 
photographic evidence – as well as the plants themselves 
– and often involved the collaboration of local residents.
Gardeners near the Finnish port of Reposaari, for
example, had apparently been proudly tending unknown
exotic plants for years. In other instances there was so
much ballast coming into port that, as is the case in
Liverpool, it was often used to build the foundation for
new roads – hence plants from Asia, Africa and the
Americas can still be found sprouting from cracks in
undeveloped niches of the city. Thus since the ‘discovery’
of the New World – a very short amount of time in
botanical terms – there has been an exponential increase
in non-native, ‘alien’, ‘invasive’ flora arriving, surviving and
thriving unofficially in Europe, and an embedding of the
colonial project as an overlooked, displaced botanical
legacy in the ground. All of which prompts the questions:
could slavery be described as an environmental issue? By
conceiving of ‘materials’ – bats, landfill, cactus, engine,
solar panels, air-conditioners, weeds and so on –
synchronically, as instantiations embedded in space and
time, wrapped in a daze of trophic process and streams
of   history,   the   profoundly ecological work of art may

 

approximate a design-object scenario that Bruce Sterling 
has christened the ‘spime’: no longer an artefact or a 
product ‘the spime is a set of relationships first and 
always, and an object now and then.’(2) Nevertheless, 
whatever else these aleatory projects may have in 
common – not least the assertion of the human species’ 
place in ecological thinking – it’s clear that for them 
previous parsimonious ideas about what is 
‘environmental’ can never be sustainable. 

Notes 

1 Michael Shellenberger and Ted Nordhaus, ‘Death Warmed Over’, 
The American Prospect, vol. 16, no. 10 (September 2005), p. 30 

2 Bruce Sterling, Shaping Things, MIT Press, Cambridge, Mass., 2005, 
p. 77

Max Andrews (Bath, UK, 1975) runs the Barcelona-based curatorial office 
Latitudes (www.LTTDS.org), with Mariana Cánepa Luna. Latitudes' recent projects 
include Lawrence Weiner’s ‘THE CREST OF A WAVE’ (Fundació Suñol, 2008), and 
'Greenwashing. Environment: Perils, Promises and Perplexities' (Fondazione 
Sandretto Re Rebaudengo, 2008). He is a regular contributor to Frieze and has 
been an essayist for publications including Bits & Pieces Put Together to Present a 
Semblance of a Whole: Walker Art Center Collections (2005); Henrik Håkansson 
(Dunkers Kulturhus, 2005 and Museo Tamayo, 2008–9); Day for Night: Whitney 
Biennial 2006; Brave New Worlds (Walker Art Center, 2007–8); and Life on Mars: 
55th Carnegie International 2008. 

This article was originally published in Frieze Magazine, Issue 108, June-July-August 
2007 and is here re-printed with permission of the author and editors. For more 
information please visit www.frieze.com 

Christina Hemauer/Roman Keller 
A Moral Equivalent of War Christina Hemauer/Roman Keller: A Moral Equivalent of War, 2007 © Hemauer/Keller 
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BEYOND CLASSIC F IELD
BIOLOGY: BATRACHIAN 
DEFORMITIES

Artist Brandon Ballengée's work bridges the gap between biology and art. He combines a fascination with amphibians, fish 
and insects with techniques of fine art imaging. For the past ten years, Ballengée's primary field of study has been amphibian 
declines and deformities. 
Text and Questions by T im Chamber la in 

Brandon Ballengée 
DFA 23, Khárôn, Scanner Photograph of Cleared and Stained Multi-limbed Pacific Tree frog from Aptos, 
California in Scientific Collaboration with Stanley K. Sessions. MALAMP titles in collaboration with the poet 
KuyDelair. H 47.5 inches x W 35.5 inches. Unique Digital Chromogenic print on watercolor paper printing by
Electric Works, San Francisco, 2001/07. Courtesy the Artist and Archibald Arts, NYC ©
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t has been written of artist Alan Sonfist that through 
the first of his Time Landscape pieces he pioneered the 
concept of placing nature back within the urban 

sphere. Artist Brandon Ballengée takes this further in 
offering both an understanding of nature around us, and 
also through making visible processes and knowledge 
gained from that very basic of acts, that of looking. 

Over more than a decade Ballengée has 
undertaken projects, working with, and often in, nature 
and his work toes him in with one of the increasing 
number of artists for whom a sense of urgency is 
coupled to the environmental consciousness central to 
their practice.  

Working both as a scientist carrying out primary 
biological research and also in collaboration with 
scientists and the public, Ballengée’s amphibian 
population ecology studies produce aesthetically rich 
imagery and intriguing installations. This offers us a 
further redefinition of the role artists and their art can 
play in the face of our utilitarian view of the world and 
our effect on mineral and biological resources.   

Results from his ecological surveys carried out 
back home in the US and here on a residency at 
Yorkshire Sculpture Park, 2008, reveal a substantial 
increase in the frequency and presence of physical 
deformities within wild amphibian populations. This 
becomes of greater importance when, as discussed in a 
recent National Geographic Magazine, we’re facing a 
major global decline in amphibian populations around the 
world. 

How do you see the ro le as art is t  fac i l i tat ing your 
ideas of  ‘w i ld l i fe  conservat ion ’ ? 

Being an artist allows me to bring the information I find in 
nature to a wide-audience.  My belief is that art can 
contribute to society through inspiration, engagement 
and direct action. As an artist my practice facilitates 
activism, amateur biological studies and communication 
about ecological phenomenon to the public. Through 
this transdisciplinary technique, the model I employ is 
proactive environmental stewardship. While conducting 
primary research biological laboratory and field studies I 
utilize scientific methodologies and standards. As an 
activist, the involvement of local students and the public 
in these studies (Eco-Actions) is essential. Together we 
investigate and ‘experience’ ecosystems - the goal is to 
inspire people to learn more about their local ecology 
and play an active role in protecting it. 

My overall thinking is more about entire systems 
than ‘wildlife’ specific. Often my studies pertain to certain 
‘bio-indicator’ groups of animals, such as amphibians and 
insects.  Their ‘health’ often reflects the environmental 
condition of a site. Organisms exist in complex ecological 
networks made of interconnected life-forms and are 
sculpted by environmental factors.  Protecting these 
natural systems is essential to individual species survival.  

Should art  be d idact ic?  

No, otherwise it falls into pure communication or a kind 
of mono-interpretative illustration. Though art can teach 
and deliver messages, being open to interpretation is 
fundamental. There is a kind of didacticism to my work 
(intended to increase environmental awareness) but the 
messages are often pluralistic, open to an amount of 
individual meaning. The installations and photographs are 
experienced- so the readings are open-ended. Even in 
the field and lab studies ideas from the participating 
public are explored and we experience the process of 
inquiry as a group. This is the praxis of my method, 
which diverges from standard pedagogical practices.  

Whether or not c l imate change is  bear ing down 
on us ,  spec ies ext inct ion and habitat loss is  
occurr ing at an unprecedented rate through 
human act iv i t ies .   Th is  is  someth ing we are a l l  at 
some leve l  aware of therefore ,  to what extent 
can the subt let ies of  art  p lay a ro le w ith in such 
an env i ronmenta l  consc iousness ,  and what is  that 
ro le? 

Artists can play a significant role in increasing ecological 
awareness through their artworks about nature, the 
process by which these works are created and direct 
interventions into local communities. Art historian Lucy 
R. Lippard calls this ‘Framing’ environmental issues and
bringing them to the realm of the public. For example in
2008, I established a temporary public bioart laboratory
designed to investigate potential cause(s) for
development deformities among Yorkshire frog and toad
populations. Utilizing rigorous scientific methods and
standards, many experiments were conducted over the
course of the summer. Installed at the Yorkshire
Sculpture Park numerous visitors and locals cooperated
to implement these primary research studies and
participated in field-surveys.

The entire process was an artistic inquiry into 
nature. By being ‘open’ the lab attempted to facilitate an 
increase in local environmental consciousness. It created 
an important platform for public discussion. These 
thoughts ranged from local knowledge of natural history 
to eco-politics.  Larger philosophical debates such as the 
ethical behavior of humans to non-human life-forms also 
ensued. The laboratory experiments resulted in 
significant findings that were accepted for scientific 
publication. This information may help other researchers 
better understand mechanisms responsible for abnormal 
frogs found globally. Photographs and videos are 
currently being developed into an upcoming ecological 
art installation. Through collaboration the community 
made the process of local environmental study 
participatory. 

Do you see your work as part  o f  the re-knowing 
about nature by urbanized populat ions? 

I 
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I see my work as reaction to what I find in nature. These 
results are shared with wide audiences and often people 
living in cities. Urbanites have always been fascinated with 
nature. In the middle 19th Century, artist/ornithologist 
John Gould received over 75,000 visitors to his display of 
taxidermy hummingbirds in London’s Hyde Park.  In 
North America the naturalist, John Muir commented on 
the   large  numbers  of city-dwellers that benefited from 

visiting forests. So many that he was concerned they 
might destroy the natural habitats they had come to visit.  

Instead of urban exodus into nature or the 
Victorian gaze, I see this as a continued post Silent Spring 
rise in ecological consciousness. Though this is not 
exclusive to urbanites, as William Cronon and others 
have alluded to, there is a growing awareness that we as 
human-beings  have   altered  the planet and there is an  

Brandon Ballengée 
DFA 83, Karkinos, Scanner Photograph of Cleared and Stained Multi-limbed Pacific Tree frog from Aptos, California in Scientific 
Collaboration with Stanley K. Sessions. MALAMP titles in collaboration with the poet KuyDelair. H 47.5 inches x W 35.5 inches ©  
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impetus for us to change. These changes are often more 
visible in cities. Symptomatic of this rise in consciousness 
is the shifting effort towards valorizing local urban eco-
systems. These resistant environments have historically 
been seen as unnatural. Urban parks, feral areas and 
brown-fields don’t easily fit inside our occidental 
‘wilderness’ construct.  

Several of my past projects have focused on 
these seemingly ‘austere’ landscapes. For example, the 
2000/2004 work Losing Ground dealt with the rapidly-
changing ecology of New York City’s Jamaica Bay. This 
vast wetland contains thousands of marsh islands that 
filter water and create habitats for numerous species.  
Due to both natural and anthropogenic factors these 
islands are sinking at an incredible rate of between 40 to 
60 acres per year. The project involved collaborating 
with scientists, educators, bird-watchers, students and 
members of the public to study the bay and create an 
ecological art installation at a local community center. 
During the four years of work on the project, we saw 
firsthand the disappearance of many of these islands - it 
was remarkable and horrifying. The field data we 
collected was submitted to both environmental and 
scientific groups to help solicit for governmental support 
of remediation. Currently restoration efforts are ongoing 
in Jamaica Bay.  

Does th is  have impl icat ions for  a substant ia l  
env i ronmenta l  parad igm sh i f t ?  

As more than half the world’s population has shifted to 
occupy cities, we have become an urban species. The 
remaining islands of ‘wilderness’ are becoming our new 
suburbia. As Tim Flannery has called it we have all 
become ‘Weather Makers.’ We all are trying to come to 
terms with what this means. Most of us are much more 
conscious of our impact now and want changes.  

A shift is already happening. When former US 
president G. W. Bush spoke in China about hybrid 
automobiles it was symptomatic of this shift. It is coming 
from furthered natural resource depletion and economic 
necessity as well as increased public concern and 
pressure on governments to implement change. 
Reflective of this cultural shift is the increasing number of 
artists currently addressing environmental issues globally. 
It is a kind of positive feedback loop. Artists are 
generating ecological projects in a global culture more 
sensitive to environmental issues.  

Barbara Matilsky in her book Fragile Ecologies 
discussed how artists can implement real world change 
by increasing popular awareness. Artists can bring 
environmental issues to the social foreground making the 
public aware. This is followed by increased popular 
concern, which can then push for changes in government 
policies. Art increasingly is helping to drive an 
environmental paradigm shift.  

Do your d iscover ies of  ‘deformed nature ’  act as 
metaphor or l i tmus paper for  a r is ing sense of 
d isharmony and psycho log ica l  unease fe l t  in   

Western ized urban soc iety?  

My work is the product of environmental disharmony as 
a social construct and as a biological reality. Growing up 
in a post Silent Spring America an eco-psychological 
unease was prevalent in many popular books and films. 
Soylent Green, Logan’s Run, Prophecy, Food for the Gods
and others presented distopian visions of a near future. 
For better or worse they helped shape a cultural vision 
of landscape for a generation. Large-scale catastrophes 
such as Love Canal and Chernobyl embedded a sense of 
urgency.  This has been reaffirmed through continued 
news of rapid extinctions and climate change. Without 
question, the fear of future environmental calamity is 
causing social concern. Currently some authors have 
begun to compare this environmental unease to post-
traumatic stress syndrome on a massive scale.  

Your pro jects invo lve co l lect ing samples of  
malformed f rogs and toads to preserve them in 
jars ,  much in the manner of  V ictor ian sc ient is ts .  
Th is  creates a complex paradox for ,  i f  the death 
of the sub ject is  the des i red intent ion of the 
art is t  in  order to create an artwork ,  as d iscussed 
by Mark Dion in Some Notes Towards a 
Mani festo for Art ists Working With or About 
the L iv ing World ,  2000 ,  how can the work a lso
ask the v iewer to proact ive ly  address issues 
re lat ing to the surv iva l  o f  the same spec ies? 

My intention is to engage. In the sculptural series Styx, 
each tiny animal is carefully post-fixed cleared and 
stained (please see images) and displayed on large dark 
structures - to resemble fallen obelisks. The specimens 
are small, out of our normal human-scale for bodily 
association, but through precisely illuminated glass dishes 
they become the ‘light’ and focal point. Viewed up close 
they resemble gems or the stained-glass windows found 
in some cathedrals. There is something familiar about 
them, enchanting but terrible and otherworldly. The 
series was titled after the mythological river that moved 
between the worlds of the Living and the Dead in a 
poem by the poet KuyDelair.  

The paradox mentioned in your question 
appears in Styx. It is my artistic response to the complex 
sensations derived from finding the abnormal frogs in 
nature. Involving the actually specimens in this work is 
not meant to be read in the first degree. It asks the 
viewer to re-question their behavior and approach 
towards the environment.  

For the photographs, I use a direct imaging 
process of scanning (referencing the tradition of 
photogravure in natural sciences). Also, because of the 
remarkable details that can be captured through this new 
technique. Again the specimens are chemically altered so 
they look almost like x-rays. This enables a level of 
abstraction.  Aesthetically, the colors of the dyed tissues 
are vibrant- very direct in contrast to the skin, which is 
semi-transparent and meant to be ephemeral. They are 
printed to the scale of a human-toddler to invoke  
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empathy in viewers. The intention is to activate the 
audience towards species protection.   

Why d id you dec ide to focus on amphib ians?  

Amphibians are a wonderful group of animals. Their 
variations in colors, shapes and behaviors have always 
fascinated and inspired me. They are a profound 

 
 

example of nature’s grandeur. Unfortunately they are 
also very environmentally sensitive. Of the known 
species, about one-third of them are in decline or already 
extinct. Many of these populations have plummeted over 
the past three decades. Finding the causes and potential 
solutions is important now to protect them as best we 
can.   
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Are there other ways of  work ing – I  am th ink ing 
of Joseph Beuys and h is  swim in a peat -bog? 

This performative work by Beuys was an early inspiration 
for me. Beuys directed public attention towards the loss 
of bog habitats. My Eco-Actions attempt to focus 
participants on specific ecosystems through experiential 
methods and basic scientific wetland-surveying 
techniques. These are conducted with community 
members at local sites.  By looking, getting their hands 
dirty and asking their own questions the public use their 
senses to achieve an enriched understanding of a site. 
As a group we can gather important environmental data, 
which is shared with the scientific community. Past 
students/public participants have remarked that our Eco-
actions changed their prior perception of the study sites. 
My approach is attune with the philosopher John Dewey 
who thought that experience in nature was an important 
and essential part of education.  

I believe currently there is an impetus for these 
kinds of experientially-based environmental programs. As 
professor Edward Reed has suggested a current difficulty 
we face is the lack of direct sensory experience in our 
everyday lives. According to Reed Western cultures have 
become increasingly reliant on ‘processed’ or 
‘secondhand’ information. This is leading to an 
‘experiential gap’ and erosion of natural mental 
resources. Also, educator Richard Louv, hypothesizes on 
an increasing lack of experience with nature leading to a 
‘Nature Deficit Disorder’ in today’s youth.  

Both you and Mark Dion have worked with dead 
spec imens co l lected at a f ish market :  how do you 
see your work d i f fer ing in i ts  intent ions and in the 
outcome as read by the v iewer?  

Carla Yanni has discussed the way that Natural History 
Museums became the bastion of scientific rationalism 
during the Victorian era. Displaying specimens became a 
didactic and perhaps often dogmatic tool for explaining 
systems of life.  Much of the work I am familiar with by 
Dion offers a critique of these institutions along with the 
cultural entropy of science. Including specimens among 
numerous other components seems a natural way for 
Dion to raise questions.  

In my work, preserved animals are often a 
primary artistic medium. Such as the 2006 piece Prelude
to the Collapse of the Atlantic Food-Chain, which consisted 
of a large pyramid made-up of hundreds of aquatic 
specimens. Each was carefully placed one on top another 
to reference a marine trophic system. Empty jars recalled 
species extinction. The specimens were specially lit to 
put some fish in shadow representing population decline. 
The work had a subdued palette of colors through 
natural melanin saturating the spirits. The specimens 
represent a sad reality or a reminder that if we don’t do 
anything, all that will be left are vast preserved collections 
of a once biologically rich planet.  

Dion’s 1992 work, The Report of the Department
of   Marine   Animal   Inventory   of   the   City of New York  

Chinatown Division created the office of an imaginary 
governmental agency in charge of monitoring fish in 
NYC’s Chinatown. On display was a collection of 
preserved fish among other components such as a desk, 
maps, and charts to make up the office. Through my The
Ever-Changing Tide (2000/2001) I offered a ‘homage’ to 
his earlier installation. Though my work was an actual 
methodological year-long survey of NYC seafood 
markets and focused on marine conservation. Since 
1992, several of the fishes Dion displayed have suffered 
population declines and some have even become 
commercially extinct. With a team of collaborators, we 
systematically surveyed these markets to collect data and 
monitor encountered species. Through the project a 
sustainable seafood multi-lingual guide was developed 
and with it life-sized fish photographs were installed at 
participating markets and the Queens Museum of Art 
(NYC) along with the preserved specimens. The 
intention was to increase consumer awareness and 
influence behavior.    

Both you and the art is t  Mark Dion have been 
descr ibed as art is ts  who ‘b lur ’  the boundary 
between art  and sc ience :  how f ine can such a 
d iv id ing l ine be explored between d isc ip l ines 
where i t  a lso int r ins ica l ly  reta ins i ts  def in i t ion ,  
thereby a l lowing each to remain a sk i l led 
techn ic ian in h is  own f ie ld? 

My practice falls into a transdisciplinary approach. This 
way of working involves both the utilization of artistic 
and scientific techniques. The art is an expression derived 
from an experience with animals in natural or artificial 
conditions.  While conducting primary research, 
biological studies’ scientific methods and standards are 
rigorously followed. The blur comes from the way these 
seemingly divergent techniques inform one another. 
Through scientific techniques, I can achieve a better 
understanding of natural phenomenon thus further 
substantiating my artworks about nature, whereas my 
artworks can more readily carry knowledge to a wider 
lay audience.  

Corne l ia Hesse-Honegger is  a sc ient i f ic  i l lust rator 
and sc ience art is t  whose work funct ions as an 
inter face between art  and sc ience ;  i t  p lays 
witness to a beaut i fu l  but endangered nature .  
S ince the catastrophe of Chernoby l  in  1986, she 
has co l lected ,  s tud ied and painted 
morpho log ica l ly  d is turbed insects ,  which she f inds 
in the fa l lout areas of  Chernoby l  as wel l  as near 
nuc lear insta l lat ions .  How s imi lar  or  d i f ferent  
Is  your work f rom hers?  

I saw an exhibition of her work in New York a while ago 
and was really struck by the profound beauty of these 
paintings. There are many parallels, between her 
paintings and my deformed amphibian artworks. We 
both work from our findings of abnormal animals in
nature.  Hesse-Honegger  is dealing with mutation, which
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is a genetic phenomenon that can be passed on through 
multi-generations. My work with amphibians deals with 
developmental deformities caused by extrinsic factors. 
The extremity of these abnormalities is often terminal. 
This fundamental difference in subject matter perhaps 
represents our divergent forms of expression. 

In my understanding, Hesse-Honegger’s paintings 
focus on insects as representations of degraded 
ecosystems. My own body of arthropod-related artworks 
are intended to create temporary shelters for breeding 
species and public opportunities to view this often not 
normally noticed group of animals. Love Motels for Insects 
(2001/current) utilizes ultra-violet lights on enormous 
blank structures to attract thousands of nocturnal 
arthropods. The invited public watch and the results are 
open-ended. Past variations have become the backdrop 
for community picnics, graffiti jams, political rallies, 
scientific investigations, musical events and even local film 
screenings relating to local species. In this way the work 
creates a situation for people to experience their local 
biodiversity in a novel way.   

Do you ever see yourse l f  as a sc ient is t ?  Did you 
ever th ink of s tudy ing sc ience?  

As an amateur biologist. I have always studied science as 

a passion and will continue to. Even as a teenager I 
maintained a functioning laboratory in my parents 
basement for breeding exotic species of fish from South 
America. Likewise, I had an art studio in an adjacent barn. 
This dualistic practice has continued throughout my 
professional career. There is a constant mental feedback 
loop for me between the art making and scientific inquiry 
- I wouldn’t be able to do one without the other.

How do you see the d i f ference between be ing a 
sc ient is t  and part ic ipat ing as a sc ient is t ?  

Professional biologists have a background of training for 
perceiving nature through a systemic focalized viewpoint 
and have an advanced understanding of scientific 
methodologies. Of course rationalism is fundamental to  
this approach. My model as an amateur/participatory 
biologist is more sensory based, investigating nature by 
looking (visual) and experiencing - the approach is 
different as is the perspective. My first impulse is coming 
from my body, my eyes. The scientific approach comes 
more from the mind and is more rational. As a biologist 
friend of mine once said he was trained to look for 
patterns and as an artist I focused on the differences.  

How are you v iewed by the sc ient i f ic  community

Brandon Ballengée 
The Ever Changing Tide, 2000-200, photo: Brandon Ballengée © 
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and to what extent are your ideas and resu l ts  
v iewed as be ing on a leve l  w ith the f ind ings of  
Sc ience?

I have a long history of collaboration and cooperation 
with scientists. When conducting primary experiments, I 
employ   rigorous     scientific    methods    and    discuss 

 
 
 

experimental design with scientists to insure validation of 
the results. If enough quantifiable data is collected to 
suggest a phenomenon, it is shared with a larger scientific 
community through publishing in peer-reviewed journals.  
One of my long-term collaborations is with Dr. Stanley K. 
Sessions. We have worked together for over a decade. 
We  have  conducted  numerous science and technology 

Brandon Ballengée 
DFA 25, Promethéus, Scanner Photograph of Cleared and Stained Multi-limbed Pacific Tree frog from Aptos, California in Scientific 
Collaboration with Stanley K. Sessions. MALAMP titles in collaboration with the poet KuyDelair. H 46 inches x W 34 inches. Unique IRIS 
print on watercolor paper 2003/07. Courtesy the artist, Capsula & Comafosca, Barcelona. ©  
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investigations; for example, exploring the way high-
resolution scanning may be employed to create highly 
detailed fine art photographs, as well as how it may be 
beneficial in biological studies to image macro species. 
We have conducted primary research biology 
experiments made open to the public via projected web-
cams at art museums.  The results of those biological 
tests were recently published in a co-authored paper. 
 
I  am a l le rg ic  to the term ‘b lur r ing ’  as i t  seems to 
impl icate a dumbing-down. How do you fee l  
about th is ?  
 
I strongly do not think blurring in the context of genuine 
art and science cooperation means dumbing-down. 
Collaboration implements increased complexity. For in 
collaborative multi-disciplinary projects, participants come 
from different skilled backgrounds and work through 
different models of approach. During the working 
process natural blurring or overlaps occur between 
disciplines - which is essential for a cross-pollination of 
knowledge and skills. Innovation happens precisely 
because participants approach problems differently. The 
process is not exclusively art or science but 
transdisciplinary research.   
 
In  an interv iew Ni ls  Norman spoke about h is  a im 
of rep l icat ing the v isua l  language of town 
p lanners in order to ‘ in f i l t rate the i r  wor ld ’  and by 
comment ing on i t ,  to ( re) in form that aud ience .  
How does th is  re late to a percept ion of your 
work by the sc ient i f ic  community?  
 
Terms such as ‘infiltration’ concern me. Artists should not 
need to employ a kind of espionage to inform an 
audience. Precisely because they are artists means they 
can make creative contributions to collaborative working 
conditions. We are artists first and foremost. We look at 
the world differently and that has value in and of itself.  

For a town-planning project, learning the visual 
language of this process would be a necessary first step 
towards communication. If artists want to work inside of 
rarified contexts, they have to learn a certain level of 
knowledge in the field. Likewise, we would never imagine 
a painter not investigating paint. 

The model I employ is about cooperation and 
not infiltration. When this work began, most biologists I 
contacted were open to collaborating with an artist. 
Some sent papers, others sent data and specimens while 
with others we just discussed ideas. I took the time to 
learn their language and study their methods. In 1996, 
biologist Peter Warny was the first to nudge me towards 
conducting quantifiable field-surveys. Within a couple of 
years, I was working on amphibian field-research for the 
former North American Reporting Center for Amphibian 
Malformations (a former United States Geological Survey 
program).  My findings were shared with the amphibian 
research community. As the projects have become larger 
and more members of the public have been involved this 
sharing of collected data has continued.  

 
 
 

Gregory Pryor has been descr ibed as work ing 
“under the gu ise of  the botan is t” where he 
produces an extens ive cata logue of some 
thousands of drawings of  endangered p lant 
spec ies ;  Pau l Buch ler says the greatest needs of  
our soc iety are the methodolog ies of  art is ts ,  the 
way art is ts  th ink and work creat ive ly  and not the 
art  i tse l f :  w i th th is  in  mind p lease cou ld you say 
someth ing about how you v iew the labe ls  
‘natura l is t , ’  ‘a r t is t , ’  ‘ sc ient is t ’ ?  
 
I really dislike the term ‘guise’ as it implies a false outward 
appearance. Artists should not need to hide their identity 
to make meaningful contributions to a community. I 
really like Pryor’s plant drawings, he ‘visualizes’ species 
decline aesthetically without a blatantly moralistic 
attitude.  Another artist that has a background of being a 
botanist is George Gessert who engineers varieties of 
flowers through selective breeding. Gessert creates 
exquisite photographic portraits of his sculpted floral 
subjects. In both Pryor and Gessert’s work there is an 
admirable sense of respect for the subjects they study.   

I disagree with Buchler about the dismissal of the 
art object itself. Art has always played an important and 
valuable role in society. Images and objects inspire and 
can be engaging, independent from the artist. Artist- 
implemented direct actions or interventions through 
performative practices can be vehicles to activate 
communities. The way artists ‘think’ along with their 
processes and methods can make important 
contributions to society. Both the naturalist’s passionate 
study of the natural world and the approach of scientists 
are both profoundly important to a future of increased 
environmental awareness. I think what is needed is a 
furthered effort towards communication and 
cooperation among people with diverse backgrounds 
and disciplines. Transdisciplinary creative strategies are 
needed solve increasingly complex environmental and 
social challenges. 
 
The art is t  Fr i tz Haeg is  an art is t  who creates 
l i v ing insta l lat ions through and with communit ies 
but is  he just  garden ing? 
 
Haeg’s works are art and function as outdoor installation. 
Gardening is his tool of expression and working with 
communities is an activist strategy. Artists creating 
community gardens offer an opportunity to the public for 
environmental involvement. There is a rich trajectory of 
artists working in this genre as well as creating living 
outdoor installations involving plants. For example, the 
apple garden from the Harrison’s Survival Series, Patricia 
Johansson’s Endangered Garden, even Alan Sonfist’s Time 
Landscape and on and on.  The methods are perhaps 
age-old but these artists are directing public focus back 
towards the landscape. By making the process 
participatory and experiential they are having an effect 
on local communities.  
 
Do you see yourse l f  as a po l i t ica l  act iv is t ?  



18 

I am an environmental activist. I try as much as possible 
to let my political opinions stay out of my working 
process. My work intends to activate the community and 
raise public ecological consciousness. Forrester and 
nature writer, Aldo Leopold believed as the public 
became more environmentally aware they would 
approach the land with more sensibility and over time 
become careful stewards. Creating situations where 
communities can experience and further understand 
their local ecosystems is my form of activism.  

What new pro jects are you work ing on?  

Currently, the Arts Catalyst and I are working on a forth-
coming book about the deformed amphibian project 
(Malamp). As well as, continuing amphibian research 
field-investigations at sites in New England and Quebec. 
At La Société des Arts Technologiques (SAT) in Montréal, 
we are establishing a summer-long bioart laboratory to 
conduct further anuran larvae experiments. The intention 
is to provide further assistance in understanding the 
specific etiologies of deformities in local frogs (Quebec is 
considered one of the regions in North America where 
abnormalities appear to occur at high frequencies and 
there are no definitive causes yet known). This fall I will 
be working on the visual installation for the poetic 
performance Les Glas Avortés by KuyDelair debuting in 
November in Montréal’s Place des Arts. Peter Warny and 
I are working towards the creation of a long-term 
ecological, art and education research center in New 
York City, tentively titled The Institute for Biological 
Research in the Arts.   

Since 1996, Brandon Ballengée has explored the boundaries between 
ecological art, research biology and environmental education. These 
studies have involved collaborations with numerous members of the 
public, scientific researchers and artists. An area of focus has been the 
occurrence of developmental deformities and population declines in 
amphibians. He has conducted field and laboratory investigations 
throughout the Americas and in England and in 2001, was nominated for 
membership into Sigma XI, the Scientific Research Society. His ecological 
artworks have been exhibited internationally including in the 2004 
Geumgang Nature Art Biennale in Kung Ju, South Korea, the Waterways 
Project, part of the 2005 Venice Biennale, Biennale for Electronic Arts 
Perth 07 in Australia, Biotechnique at the Yerba Buena Center for the 
Arts in San Francisco and others. A forthcoming book on his work with 
amphibians will debut in 2010 published by the Arts Catalyst, London, 
England. 

Brandon Ballengée was interviewed by Antennae in Winter 2009 © 
Antennae  

Brandon Ballengée 
Installation at Gallery 400 © Brandon Ballengée 
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ood production, energy consumption and ethical 
living are questions of sustainability that are as 
relevant for rural communities as they are for urban 

populations. Supermarkets, SUVs and property ladders 
are everyday factors in both cities and villages, which also 
share the problems of social deprivation and alienation. 
By living in the country, one cannot escape the effects of 
climate change, while in the city there is no escape from 
the effects of deforestation. In short, we’re living in an 
age in which the challenge of sustainability confronts us 
everywhere. It is telling that when contemporary artists 
engage with the rural context, issues of sustainability 
often come to the fore.  

It was in 1987 in the Brundland Report, 
commissioned by the UN to investigate the connection 
between the environment and development, that the 
term sustainable development crystallised and was 
influentially defined as ‘how to meet the needs of the 
present generation without compromising the ability of 
future generations to meet their own needs.’ It was 
however not until 1992 that sustainable development 
emerged as a global concept at the Rio Earth Summit, 
which also brought a new awareness of the division 
between the economic growth of the North and the 
developing South. Significantly ‘sustainability’ leaves out 
the loaded notion of ‘development’ and has much 
broader implications. The founding principles of the 
German Greens which are ecology, social justice, 
grassroots democracy and non-violence, are useful tools 
for understanding the notion of sustainability.   

At the same time that the concept of 
sustainability appeared, a parallel development was 
occurring  in  the  area  of  social  ecology that distanced  

 

itself from deep appeared, a parallel development was 
occurring in the area of social ecology that distanced 
itself from deep ecology. Social ecology, as a more 
rational branch of environmental thought, asserts that the 
problems in the environment have their roots in 
inequalities within society, in the sense that hierarchies 
and oppression in society are manifested in our 
relationship towards the natural world. The way we 
exploit, degrade, pollute and do not value the natural 
environment is comparable to the hierarchies, divisions 
and oppressions that exist within human society. 
According to Murray Bookchin, the leading theorist of 
social ecology: ‘The conflicts within a divided humanity, 
structured around domination, inevitably lead to conflicts 
with nature.’ Sustainability therefore has parallels with 
social ecology, as they both see the problems in society 
and environment as interconnected. Furthermore, radical 
theorist Felix Guattari brings out a third dimension to the 
understanding of ecological crisis. In his study The Three
Ecologies, Guattari called for an ‘ethico-political 
articulation’ of the problem according to the principles of 
Ecosophy that takes into account the three ecological 
registers of the environment, social relations and human 
subjectivity. His contribution is vital precisely for bringing 
out, along with the more widely acknowledged 
environmental and social dimensions, the third element 
of mental ecology. Guattari argues that the structures of 
human subjectivity are threatened by the pollution and 
saturation of the unconscious, in conformity with global 
market forces, to the extreme of being faced with 
extinction. He also suggests that artists have a special 
position between society and the environment, as he 
states  that   the  ways  of operating of Ecosophy ‘will be  

F 

TOWARDS THE 
ECHOLOGY OF
FREEDOM

‘Selecting in the new planetary humanity those characteristics that allow for its survival, removing the thin 
diaphragm that separates a bad mediatised advertising from the perfect exteriority that communicates only itself – 
this is the political task of our generation.’ 
(Giorgio Agamben) 

International Curators Maja and Reuben Fowkes introduce the subject of sustainability in contemporary art. 
Text by Maja and Reuben Fowkes 
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more like those of an artist, rather than of professional 
psychiatrists, who are always haunted by an outmoded 
idea of scientificity’.     
 As the quest for sustainability poses a challenge 
to all spheres of human activity, there are also 
implications for contemporary art. Starting from the 
presumption of sustainability regarding the 
interconnectedness of society and environment, or social 
justice and ecology, sustainable art is any art form that is 
neither damaging to the environment nor exploitative of 
humans or other species. Perhaps surprisingly, it is a 
question of form rather than content, but in contrast to 
previous art historical periods, when form was a question 
of aesthetic value, in sustainability it is a matter of ethical 
values. Sustainable form could be characterised as 
‘making do with enough’, and relevant artistic approaches 
include dematerialisation of the art object and recycling 
in the wider sense, where the recycling of concepts is 
more compelling than the simple recycling of materials. 
The legacy of conceptual art practice of the early 70s 
proves to be a renewable resource for contemporary 
artists.  
           It is perfectly possible for contemporary art to be 
sustainable without having a direct political or 
environmental message, as long as it meets the 
requirements of not damaging the environment and not 
being exploitative. Many contemporary art projects 
however resist the simple binary opposition between 
engaged and non-instrumental art, no longer so much for 
the sake of the ambiguity prized by the art market, but 
because they refuse to compromise the autonomy of art 
by submitting to external discourses. It is precisely the 
autonomy that art nurtures in society that gives art its 
sovereignty, or the power to be critical and explore 
alternatives. The singular creativity of artists puts them in 
a unique and increasingly recognised position to be free.    
cccccccVladimir Arkhipov’s Functioning Forms Ireland is a 
contemporary art project that could fulfil the criteria of 
sustainable form, as the artist himself does not produce 
any new objects, but borrows them instead, and by 
acknowledging the creativity of the makers, his approach 
may be considered non-exploitative. Arkhipov exhibits 
devices and inventions made by local people ranging 
from a tube squeezer, to goal posts and a rocking 
motorcycle, while the accompanying catalogue features 
idiosyncratic descriptions of the objects by their creators. 
The work subverts the mechanisms of consumerism and 
shows that the fulfilment of needs and desires need not 
be in the hands of design specialists, distant factories, and 
manipulative advertising, but can flow instead from 
individual fantasy and whim. Artists who are genuinely 
anticipating a sustainable future, often turn to the past in 
search of old knowledges. Fernando Garcia Dory 
organised the first gathering of Basque shepherds in 
2006, as a response to his discovery that the number of 
traditional shepherds in the Pyrenees had declined in a 
few decades from more than ten thousand to a handful. 
The  artist  aimed  to enable the shepherds to overcome  

 

 

heir personal disputes and combine to revive an age-old 
human occupation, which may give clues as to the 
possibilities of a more connected relationship to the 
natural world. The practice of artist Mari-Aymone Djeribi 
and architect Dominic Stevens significantly changed 
following their decision to settle in a rural area, and is 
based on a considered appreciation of the rural wisdom 
and traditions. Their work is grounded on the availability 
of ready solutions to ecological problems in the form of 
low-tech economies, community networks, and a do-it-
yourself attitude to everything from house building to 
bread baking. Art history and aesthetics are also 
confronted with the challenge of sustainability to 
canonical assumptions about individual authorship, the 
quest for novelty, and the right of art to absolute 
autonomy from external considerations, be they social, 
political or ecological. There is a sense in which pre-
Kantian aesthetic theories might be understood as an old 
knowledge ripe for rediscovery. Here Alexander Gottlieb 
Baumgarten’s conception of a Sensuous Knowledge 
pertaining to both art works and the experience of 
sublime nature as a way of understanding complex 
phenomena in their intuitive whole is clearly relevant to 
the contemporary discussion of art and sustainability and 
the search for alternatives to the partial and shallow 
techno-scientific approach to ecological problem solving. 
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hat is  a Trans loca l  Curator?  

We understand translocality as a situation which 
combines the particular insights gained from being deeply 
based in one or more localities with the comparative 
perspective gained by working in more than one 
discursive context. This position stands in contrast to the 
superficiality of viewing art from a purely international 
and generalising perspective, as well as providing a way 
to surpass the limitations of considering contemporary 
art primarily through the prism of nationality.  

Your curator ia l  pract ice st rong ly revo lves around 
ideas of  eco logy ,  memory and t rans loca l 
exchange .  Over the years you have curated 
in f luent ia l  ga l le ry shows ,  organ ised conferences ,  
wr i t ten extens ive ly  on arts  and the env i ronment 
and ed ited a number of  b logs l ike Trans loca l .o rg 
and Susta inab i l i ty  and Contemporary Art .  What is  
at the or ig in of  your commitment to art  and the 
env i ronment? And how d id th is  deve lop?  

Our interest in issues of art and ecology developed quite 
organically, from dealing with the notion of a dichotomy 
between civilisation and the natural world in our show 
Human/Nature (2003) to a reassessment of landscape as 
a genre in contemporary art in Unframed Landscapes 
(2004), an exhibition which was shown in the UK, 
Hungary and Croatia. In 2006 we shifted our focus to 
organising an international symposium on Sustainability 
and Contemporary Art at Central European University 
Budapest, which was pioneering in the sense that it 
brought together contemporary artists, environmental 
scientists and ecological activists to explore common 
ground around an expanded notion of sustainability. 
Since then we’ve continued to organise annual events 
with the same partners at Central European University 
and to concentrate on specific theoretical aspects of art 
and sustainability, with a symposium in 2008 on ‘Exit or 
Activism?’ and in 2009  on  ‘Hard  Realities  and the New 

 
 
 
 
 
 

Materiality’, all of which are documented on our website. 

Altermodern ,  the 4th of  Tate ’s  Tr ienn ia ls  and
bra in ch i ld of  Nico las Bourr iaud ,  att racted 
controversy in the UK, main ly  because of i ts  s tark 
imbedded arrogance invo lved in dec lar ing that 
‘Postmodern ism is  dead ’ ,  (as we read in the 
mani festo that accompanies the show) .  The c la im 
that a new modern i ty  is  emerg ing due to 
increased g loba l ised communicat ion and phys ica l  
t rave l l ing ( the internet be ing a propel l ing factor) ,  
the surpass ing of  nat iona l isms in favour of  the 
def in i t ion of  mult icu l tura l  p lat forms (a new 
un iversa l i sm) lead art is ts  to respond to a new 
g lobal ised percept ion of the wor ld and our l i ves .  
Do you agree? Do you see yourse lves and your 
curator ia l  pract ice f i t t ing in Bourr iaud ’s  b luepr int 
for  a new art is t ic  era? Do you see any space for 
Susta inab le and or Env i ronmenta l  Art  in  
Bourr iaud ’s  v is ion?  

In our view, Bourriaud’s reading of the ‘death of 
postmodernism’ could be seen as useful provocation in 
terms of thinking about the present moment in 
contemporary art and in that sense he has already 
achieved his purpose in that people feel the need to 
position themselves in relation to his thesis of 
altermodernity.  His analysis of the two phases of post-
modernity, with a first phase belonging to the 1980s 
characterised by the ‘eternal reversions of modernist 
forms’ and a second phase after 1989 in which a 
‘multiculturalist mythification of origins’ was expressed 
through the question ‘where do you come from?’ and 
identified with genre, ethnicity, sexual orientation or 
nation, opens up space for conceiving of contemporary 
art in the era after identity politics. In terms of 
sustainability, Walead Beshty’s installation of Fedex 
Sculptures, damaged glass cubes Fedexed around the 
globe, pointed to the critique of the overproduction and 
overcirculation of contemporary art, and on the whole 
the  notion  of  a  ‘new  modernity’ does not exclude the 
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reassessment of the relationship of sustainability and 
contemporary art. 

In  Sensuous Res istance: The Legacy of 
Modernism for Susta inable Art ,  you wrote :  “ I f
fo r  modern ism, form was a quest ion of aesthet ic  
va lues ,  in  the susta inab i l i ty  o f  art ,  fo rm is  a 
matter o f  eth ica l  va lues .”  Could you g ive us some 
examples of  Susta inable Art  in which th is  concept 
can be re-t raced? 

In general we prefer to talk about the sustainability of art, 
rather than Sustainable Art with capital letters, as our 
primary interest is in the implications of a broad notion 
of sustainability for the whole of contemporary art, 
rather than just a niche area, such as is associated with 
the term Environmental Art.  Artists that consider the 
ethical aspects of their formal decisions, such as what are 
the implications of the use of animals in art or of people 
in community art projects, are in that sense giving 
precedence to ethics, rather than aesthetics. 

In  The Impl icat ions of Susta inabi l i ty  for  
Contemporary Art ,  we read :   “The not ion of
susta inabi l i ty  has spread f rom the f ie ld of   

env i ronmenta l ism to many other areas of human 
act iv i ty ,  inc lud ing the spheres of  art  and cu l ture .  
There is  a growing understand ing that rad ica l  
change is  requ i red ,  i f  we are to f ind a way to 
‘meet the needs of  the present generat ion 
without compromis ing the ab i l i ty  o f  future 
generat ions to meet the i r  own needs . ’  For art ,  the 
impl icat ions are fe l t  in the preference for 
susta inable forms ,  the cr i t ique of unsusta inable 
art  wor ld st ructures ,  and the reassessment of  art  
h is tory f rom the po int of  v iew of our re lat ionsh ip 
to the natura l  wor ld .  I t  o f fers a cha l lenge to the 
ingra ined habit  o f  produc ing ob jects and the 
re lent less search for  nove l ty  in contemporary 
art” .   What would you say is  the p lace of 
Susta inab le Art  w ith in the broader internat iona l 
art is t ic  panorama, and which are the most 
notab le impl icat ions and chal lenges invo lved? Are 
there geographic or soc ia l  rea l i t ies that are more 
sens i t ive to Susta inable Art  than others?  

Sustainability is a challenge and opportunity for 
contemporary art as a whole, and a dimension that 
artists, curators and museums are increasingly considering 
in their work. It is not really possible to talk about a trend 
or movement of Sustainable Art at this point, but rather 
of the spread of an understanding of sustainability into 
artistic practice, often on an intuitive rather than 
theoretical level. There is a contrast though within the 
‘international artistic panorama’ with the market-driven 
art scene, which is tied to the logic of a growth-model 
borrowed from the neo-liberal economic system. The 
East European conceptual art of the 1970s, precisely 
because of the lack of commercial art market structures 
and limited resources, resulted in works which were of 
low environmental impact and provoked artists to find 
alternative and inventive artistic methods.  

In  Unframed Landscapes  you susta in that “Whi le
Earthworks were formal ly  ‘unf ramed’ ,  in terna l ly  
they st i l l  expressed the modern is t  des i re to 
ach ieve mastery over nature .  Land art  can be 
regarded as the most macho of the post -war art  
movements” .   Do you th ink that such modern is t  
des i res nonethe less hark back to the Romant ic  or 
Arcad ian v iew of a human des i re for  a perfected 
nature?  

In general the modernist or avant-garde approach to 
nature consciously marked a break with attitudes to 
nature that crystallized with Romanticism, and was 
primarily about how to come to terms with the changes 
that industrialism, urbanization and technology were 
bringing to humanity and the relationship to the natural 
world. 

I s  there a su i tab le gender connotat ion to the  
current pract ices invo lved in Env i ronmenta l  and 
Susta inab le Art?  

Walead Beshty’s 
Fedex® Kraft Box ©2005 FEDEX 330504 REV 10/05 CC, 
Fedex International 2-Day, Los Angeles-Brussels, 2008 
(two-way mirror glass with safety glass laminated, silicon) 
photograph by Walead Beshty © 
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The feminist challenge to patriarchal modes of the early 
1970s occurred in tandem with environmentalist 
critiques of industrial civilization, and the post-colonial 
questioning of Western domination. Within 
contemporary art, sustainability is also an issue for artists 
dealing primarily with gender, although there is no 
automatic link between the two fields.    

Guattar i ' s  focus in The Three Eco log ies i s  h is  
concept ion of "ecosophy" -  the three re lated 
eco log ies of  env i ronmenta l ,  menta l  and soc ia l  
wor lds and the i r  amalgamat ion into a 
methodolog ica l  pract ice .  Guattar i 's  argument is  
that we have an erroneous concept ion of eco logy ,  
o f  env i ronmenta l  s t rugg le ,  and that on ly by 
broadening our v iews to inc lude the three 
eco log ies wi l l  we be ab le to af fect any endur ing 
changes in our soc ia l /cu l tura l /natura l  
env i ronment .  How re levant or in f luent ia l  do you 
th ink Guattar i ’ s  theor isat ion of ‘Three Eco logy ’  
has been ,  and how has i t  shaped methodolog ica l  
pract ice? 

Guattari’s Three Ecologies is of continuing relevance, 
twenty years on from its first publication, for his insight in 
bringing out the ‘third dimension’ of mental ecology or 
human subjectivities. This is valuable in terms of art and 
sustainability in that it creates a space for artistic creativity 
as an ‘antidote to mental pollution.’  

Do you agree that the post-Marx is t  v iews that 
were expressed by Guattar i  and others have fed 
into the construct ion is t  perspect ives that now 
pervades an imal stud ies and other d isc ip l ines in 
the humanit ies?   Do you th ink i ts  t ime for an imal 
stud ies and the an imal movement more genera l ly  
to recogn ise i ts  roots may in fact be in 
env i ronmenta l ism and not in such Marx is t ,  post -
Marx is t  or even humanist  ideo logy ,  g iven that 
such cr i t iques are rep lete with images of 
nonhuman an imals be ing used so le ly  as human 
economic dev ices ;  that ,  in  such v iews ,  an an imal ’s  
un ique an imal i ty ,  and thereby our humanity 
w ith in that an imal i ty ,  i s  be ing den ied .   Sure ly ,  in  
deny ing an imal i ty ,  the Cartes ian v iew of 
nonhuman an imals as machines is  not assuaged 
by such ponder ings ,  but af f i rmed? 

Within sustainability and in terms of artistic attitudes 
towards animals, an interesting example is Ivan Ladislav 
Galeta’s series of Garden Scenes films, in which he works 
in the garden with one hand on a spade, and the other 
holding his camera. Chickens walk about, pecking in the 
soil, in and out of camera, but they are not 
instrumentalised by his gaze or made to play a role in the 
film, showing the artist’s conscious desire to avoid any 
sense of physical or symbolic exploitation of animals in 
his work. He has a similar attitude to plant life. More 
generally though, there have been attempts to identify an 
ecological dimension in Marxist thought. 

How has the cont inued human impact on the 
p lanet ,  such as by c l imate change or po l lut ion ,  
in formed your work over the years?  And , has the 
estab l ished art  o f  env i ronmenta l  despo l iat ion and 
po l lut ion in f luenced your curator ia l  work ,  such as 
the works of  the Amer ican ,  Steve Sack?  

The recent increase in public discourse about climate 
change is becoming a subject of interest in its own right, 
and heightens our awareness of the continuing tension 
between technological and more holistic approaches to 
ecology. 

Could you choose three works by d i f fe rent art is ts  
who in your op in ion are address ing susta inabi l i ty  
and env i ronmenta l  concerns in ef fect ive and 
d iverse ways? 

Artists whose work we have featured in our writings, 
exhibitions and the symposia all deal with sustainability in 
one form or another, and many have informative 
websites. Austrian artist Oliver Ressler has numerous 
interesting projects in this respect, including the film 
What would it mean to win? (2008). Heath Bunting from 
Bristol’s work in genetic art, sport art and general 
autonomous attitude connects with sustainability in many 
ways. Hungarian artist Beata Veszely’s work on horse 
archery and exploration of the figure of the artist in the 
landscape also says a lot about the social and 
psychological dimensions of sustainability. 

What is  the future of Env i ronmenta l  and 
Susta inab le Art?  

Artists genuinely interested in sustainability will 
increasingly have to define themselves in relation to the 
problem of greenwash within society and also in the art 
scene, a phenomenon which is on the increase as the 
system seeks to appropriate the ecological critique for its 
own purposes. 

As curators ,  can you prov ide some idea as to how 
art  has been in f luent ia l  or  can be more ef fect ive 
in making people more env i ronmenta l ly  aware? 
Shou ld i t ?  

We do not envisage art to have utility. As soon as art is 
seen in this way it is connected to the art market and 
we’re back into the capitalist, market-driven, growth 
model of production. If the utility of art is understood as 
a vehicle for advocating social changes or raising 
environmental consciousness we come to the problem 
of art as propaganda, which can also be 
counterproductive, as it undermines the subversive 
potential of artistic autonomy. 

What are current ly  work ing on? 

Our current project on the Ecological Footprint of 
Contemporary     Art   is    conceived  as  a broad-based 
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investigation into the environmental sustainability of the 
international art world that includes both consideration 
of the direct environmental impact of art works, 
conferences, biennials and art fairs, and discussion of the 
potential positive offsets associated with the social role of 
contemporary art in a globalised world. The project is 
supported by Arts Council England, and we recently gave 
a talk about our approach to the subject at Modern Art 
Oxford. In the autumn there will be further public 
presentations of the project. 

Maja and Reuben Fowkes are independent curators of contemporary art who deal 
in their work with ecology, memory and translocal exchange. They are members of 
the International Association of Curators of Contemporary Art (IKT) and the 
International Association of Art Critics (AICA), and in addition to their curatorial 
activities publish their writings in Art Monthly, Exindex, Frieze, Umelec, Time Out, 
Art Margins, Greenmuseum.org, as well as books and academic journals. 

Maja and Reuben Fowkes were interviewed by Antennae in Spring 2009 © 
Antennae 

Zanny Begg & Oliver Ressler 
What Would It Mean to Win, Film Poster, 2008 © 
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ver the last several decades, the stray shopping 
cart has quietly become an integral part of the 
urban and suburban landscapes of the 

industrialized world. To the average person, the stray 
shopping cart is most often thought of as a signifier of 
urban blight or as an indicator of a consumer society 
gone too far. Unfortunately, the acceptance of these 
oversimplified designations has discouraged any serious 
examination of the stray shopping cart phenomenon. 

Until now, the major obstacle that has 
prevented people from thinking critically about stray 
shopping carts has been that we have not had any 
formalized language to differentiate one shopping cart 
from another. 

In order to encourage a more nuanced and 
comprehensive understanding of the phenomenon, I 
have worked for the past six years to develop a system 
of identification for stray shopping carts. Unlike a Linaean 
taxonomy, which is based on the shared physical 
characteristics of living things, this system works by 
defining the various states and situations in which stray 
shopping carts can be found. The categories of 
classification were arrived at by observing shopping carts 
in different situations and considering the conditions and 
human motives that have placed carts in specific 
situations and the potential for a cart to transition from 
one situation to another.    

The resulting “Stray Shopping Cart Identification 
System” consists of two classes and thirty-three subtypes 
that can be used singly or in combination to describe and 
thereby “identify” any found cart. One of the unfortunate 
difficulties in implementing a situational taxonomy of this 
kind is that one is often required to speculate about 
where a cart is coming from and where it is going next. 
While this uncertainty can at times be vexing, it must be 
remembered that this system is the first attempt to 
categorize and analyze the transient nature of the 
shopping cart. The refinement of this system is an 
ongoing process. 

 
 
 

You have expla ined that invest igat ions on the 
shopping cart  as urban phenomenon have been 
b l ighted by overs impl i f icat ion .  Does your cho ice 
of the ad ject ive ‘s t ray ’  and i ts  inev i tab le 
assoc iat ions with abandoned an imals -  espec ia l ly  
dogs -  attempt to push the argument into an 
arena of human accountab i l i ty ?  

I use “stray” because I think that it allows for more space 
to recognize that the cart is on a trajectory of its own. If I 
were to use the adjective “lost,” I think it would 
overemphasize the cart’s relationship to the store from 
which it originates. A stray dog has a life of its own, while 
a lost dog is always trying to find its way home. In regard 
to where I am pushing the argument, I think I need to 
briefly explain the difference between the “voice” of the 
project and my own. I think of the project as being 
authored by a character who takes stray shopping carts 
extraordinarily seriously. His concerns are those of a 
taxonomist; he wants to figure out how to accurately 
describe and name the various states in which a stray 
shopping cart can be found. He makes no value 
judgments about the presence of stray carts 
environmentally, socially or aesthetically. As an artist, and 
the author behind the author, my view of the cart is a bit 
more complicated.  

On one level, I am interested in using the cart to 
conduct an experiment with language (in particular 
naming) and perception. By giving an absurdly 
complicated (yet accurate) lexicon to a mundane 
phenomenon, I’m hoping to start a cognitive process that 
will illuminate a sector of peripheral urban space for the 
viewer. This generally works; people often tell me that 
after encountering the project, they begin to see stray 
shopping carts everywhere. My second aim is to erode 
the way that the stray shopping cart functions as a sign in 
our culture. This has probably been less successful. The 
stray  cart  is  currently used in both high and low culture 

O 

STRAY SHOPPING
CARTS

Julian Montague spent six years roaming the streets of America, photographing an integral element of the industrialised

 

world: the stray shopping trolley. In this highly acclaimed project exhibited in the fall of 2006, his method was to build a

 

system of classification around this iconic but mundane object.

  

Text by Ju l ian Montague , Questions by Son ja Br i tz 
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Julian Montague 
The Stray Shopping Carts of Eastern North America, a Guide to Field Identification, published in 2006 by Abrams Image 
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 Julian Montague 
The Stray Shopping Carts of Eastern North America, a Guide to Field Identification, published in 2006 by Abrams Image 
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as a signifier of urban decay or the perils of consumerism. 
While political and environmental concerns have their 
place, those concerns tend to focus one’s view too 
narrowly. I want to push past the assumptions to reveal 
just how diverse and complex the stray shopping cart 
phenomenon actually is. But despite my best efforts, I 
think a lot of people respond to the work because they 
are able to project their own concerns onto it. And on 
some level I want the photographs to be open to that 
kind of projection; each photograph contains its own 
emotional content and has to exist in its own space.  

In  The Order of Things  Foucault  re f lects upon
archaeo log ies of  order -  resemblances amongst 
th ings and how d i f ferences between th ings can 
be mastered .  He a lso states that one shou ld not 
on ly take t rad i t iona l va lues into account ,  but 
accept a l l  va lues as equal ly  pr iv i leged .  Would you 
say you are invest igat ing -  through the st ray 
shopping cart ,  a post -consumer order of  
commodit ies?  

Yes, but I suppose it depends on what one means by 
post-consumer. I think of the shopping cart as an object 
that operates in two consumer systems. The first is the 
closed circuit of the store where its primary function is to 
aid in the transport and purchase of goods. The second 
is the consumer system that is in operation outside of 
the store. This is an open system that is comprised of 
potential appropriations. A shopping cart is so useful in 
so many different ways that it is almost analogous to a 
kind of open source code. It can be re-purposed for 
whatever the appropriationist wants. It can even be cut 
up and its parts used for new structures (a not 
uncommon occurrence). And a cart can also be taken 
beyond utilitarian engagement and be used for more 
metaphysical acts, like vandalism or the construction of 
visual jokes.  

I t  a lso seems to me that another Foucault ian 
concept emerges here -  that of  emplacement .  He 
def ines emplacement as :  ‘ the re lat ions of  
prox imity between po ints or e lements ’  and that 
‘we l i ve in an ensemble of  re lat ions that def ine 
emplacements that are i r reduc ib le to each other 
and abso lute ly  nonsuperposable ’ .  Would you say 
your system of c lass i f icat ion ident i f ies 
emplacements of  t rans i t ?  

My approach to “identifying” stray shopping carts shares 
Foucault’s concept of defining sites by describing the 
ensemble of relations. My system tries to identify 
shopping carts by looking for the cluster of relations that 
define the situation they are in. By “situation” I mean the 
physical position of the cart in the environment, but also 
the consideration of the forces/acts that placed the cart 
there and the potential of the cart to transition to 
subsequent situations. The identification, therefore, is 
only relevant to that particular set of relations; when the 
cart is re-appropriated and transitions to a new situation,  

it has to be reevaluated. For example: if I find a cart with 
a cracked basket in a vacant lot from a store that closed 
down several years ago, that cart is identified as being 
B/2 Damaged, B/14 Archaic, B/15 Gap Marginalization. If 
somebody removes the cart from the lot and uses it to 
move paint cans around their garage, the cart will retain 
the Archaic and Damaged designations because they do 
not change, but it will lose the Gap Marginalization 
designation because it is a Type that is defined by the 
relationship of the cart to the lot and to the act of 
marginalization. Once appropriated and employed in the 
garage, the cart gains the B/4 On/As Personal Property 
designation.  

The cow parade was a p lanned and organ ized 
event throughout the wor ld in which the cow as 
s ign i f ie r  was att r ibuted a non-threaten ing and 
benign presence .  What k ind of presence is  
denoted by the shopping cart  in your op in ion? 

Strangely, I might be the wrong person to ask. After 
spending such a long time seeking out stray shopping 
carts, I have the mindset of a hunter. I’m thrilled to find a 
mangled shopping cart in a snow bank, either because it 
provides a good photograph or it confirms that my 
system works in some way. When you document 
thousands of shopping carts over a period of years, you 
encounter the same situations over and over again. It 
starts to seem natural. I have spent so much time in 
vacant lots and other sorts of urban no man’s lands 
(what I call “Gap Spaces” in the project), that to me they 
have their own kind of natural state where the plants and 
animals mix with the litter and the illicit human activities 
to form an emergent ecology. My next project is going 
to take this idea further, with an investigation of the 
spaces around urban waterways. 

Shopping carts  seeming ly be long to no-one and 
everyone .  I  have never seen a cr ime reported on 
the stea l ing of  shopping carts  a l though some 
countr ies have int roduced lock ing systems.  Does 
th is  att r ibute a k ind of agency to the shopping 
t ro l ley? 

The fact that a cart needs to be locked up does 
acknowledge that, like an animal, if you set it free it might 
not come back. One could call that a kind of agency, but 
a peculiar one. Part of what interests me about stray 
shopping carts is that they each have a “life” story of 
their own that we can rarely ever know. 

As far as stealing carts goes, there are many 
different ways these “crimes” of appropriation take place. 
I have observed that there can sometimes be a symbiotic 
relationship between a store and the customers who 
take the carts. In neighborhoods where most people 
don’t own cars, the inhabitants will push their groceries 
home in a cart and then leave it outside their apartment  
building. The store will send a worker to collect the carts 
every couple of days. Both parties benefit: the customers 
have a way to get their purchases home, and they are 
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likely to buy more than if they were restricted to a 
smaller, conventional trolley. Carts found in such a 
situation fall under A/11 False Group. 

What do you th ink Marce l  Duchamp would have 
made with a shopping t ro l ley? 

Maybe he would have just used it to move his other 
ready-mades around his studio.  

The or ig ina l  shopping t ro l ley prototype der ived 
f rom a fo lded cha i r ,  w i re baskets and a wheel – 
conceptua l ly  anc ient art i facts bas ic  to human 
ex istence .  Characters in a Don DeLi l lo  book 
d iscuss the meaning of death whi le push ing 
shopping t ro l leys in supermarket a is les .   Do you 
th ink the shopping cart  today s ign i f ies a bas ic 
human need?  

I see the shopping cart as a site where all sorts of human 
desires, needs and impulses play out. The one that most 
fascinates me is the impulse towards vandalism. When I 
go to a new city to photograph carts, I look on the map 
and try to find shopping plazas that are near bodies of 
water; without fail I will find carts in the water. This 
seems to be the case wherever I go in the United States 
or Europe. It may be that there is some very basic 
pleasure to be had in throwing things into water and 
making a splash. I imagine that Cro-Magnons enjoyed 
throwing rocks into the water. On the other hand, one 
could see it as a nihilistic act, a kind of suicide by proxy. 
But that is probably a stretch.  

Julian Montague is an American artist who utilizes drawing, photography and 
other media to explore peripheral features of domestic and urban 
environments. He has exhibited widely in the Eastern United States at spaces 
that include; Art in General, Black & White Gallery, Hallwalls Contemporary 
Art Center, and Socrates Sculpture Park. His book, The Stray Shopping Carts of
Eastern North America: A Guide to Field Identification, was published by Harry N. 
Abrams in 2006. His work can be found in the collections of The Albright-
Knox Art Gallery, Martin Z. Margulies and The Progressive Insurance 
Company. Julian Montague is represented by Black & White Gallery in New 
York City. 

Julian Montague was interviewed by Antennae in Spring 2009 © Antennae 
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ondon Fieldworks’ latest project, Super Kingdom, 
has been commissioned by Stour Valley Arts. It is a 
reference to both the utopian imaginary and 

biological taxonomic hierarchy and consists of a 
sculptural installation of animal ‘show homes’ in a 
woodland environment, based on the authoritarian 
architecture of despot’s palaces. It reflects on both 
human and animal hierarchy as territorial relationships to 
landscape; and it is informed by changing habitat, the 
displacement of animals as a consequence of urban 
development, and global concerns about fluid 
populations and porous borders. 

The project was initially inspired by reports of 
anomalous animal behaviour in nature as a response to 
shifting environmental cues, alluding to animals as bio-
indicators signaling environmental change. As an 
environment changes, so does animal or human 
experience of it. This results in altered behavior, often 
expressed as movement towards a condition more 
conducive to survival. Alongside climate induced animal 
movement we are interested in the current practices of 
re-wilding and assisted migration where animals are 
strategically relocated — redolent of human social 
engineering projects. Some conservationist biologists 
argue that the only way to save species threatened by 
extinction through habitat degradation may be to move 
them to new ranges they can’t get to themselves 
(Zimmer, 2009). This strategy of assisted migration or 
managed relocation is attracting widespread interest 
among scientists who are now investigating how they can 
pick new homes for endangered species and move them 
safely. The biologist Steven Willis has successfully 
relocated colonies of Marbled White butterflies to a 
wildlife reserve in Yorkshire, but even so, there is a fierce 
backlash from others in the conservationist biology 
community who refer to the policy as a game of 
“ecological roulette”. Unlike re-wilding a landscape with 
former indigenous animals, assisted migration attracts 
critics based on the unknowns of relocating a species to 
a   place   where   it   has   never  been native: a form of  

invasion biology. Considered as an enclave, a demarcated 
and protected area of Outstanding Natural Beauty, King’s 
Wood is an environment surrounded by encroaching 
urban development within Kent, with its ports dubbed as 
‘the gateways to Europe’. Desire for new housing and 
increased local infrastructure is pitted against fears that 
the Stour Valley will be ecologically damaged by the 
unprecedented growth planned for nearby Ashford. The 
environmental ramification of massive new development 
in the ecologically sensitive Thames Gateway is also a 
contentious and highly emotive issue. This tract of land in 
Kent therefore reflects a wider global concern around 
land use, the erosion of urban-rural boundaries and need 
of provision for a fluid population displaced by changing 
environment, economic imperative, political and 
ideological conflict. 

Currently there is speculation that, for the first 
time, the world’s urban population is about to 
outnumber its rural one. Globalization has intensified the 
movement of human culture and demographics, thereby 
increasing the presence of urban characteristics in rural 
areas and rural traits in urban centres. (Davis, 2006) 

Kent is steeped in a history of migration and 
displacement. The beech trees in King’s Wood, where 
Super Kingdom has been built, are considered late arrivals 
to Britain. Around 10,000 years ago, after the last ice age, 
trees migrated to Britain by naturally self-seeding across 
the connecting land bridge that was eventually flooded 
by the melting ice sheet to form the English Channel. 
Silver birches arrived more rapidly due to their smaller, 
wind-dispersed seeds. A historical example of flora 
transfer could be the sweet chestnut trees prevalent in 
the wood, thought by many to be indigenous but 
probably first transported from the Mediterranean and 
Asia Minor by the Romans. The current resident 
population in Kent has come from many directions over 
the ages: Neolithic and Celtic from the east, Romans 
from the south, Jutes and Danes from the north, Saxons, 
Normans, aristocrats from the cities and refugees from  
Flanders. (Kent & Drew, 2005) 

L 

Text by London F ie ldworks

SUPER KINGDOM

London Fieldworks is a multidisciplinary initiative operating  at the interface of art, s cience and technology. Here, they 
introduce their new project Super Kingdom.
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Mussolini Animal Show Home’, Super Kingdom, 2008 © London Fieldworks 
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King’s Wood takes its name from the Jutish kings who 
occupied Kent c400-c600 following the retreat of the 
Roman occupation army. After having been summoned 
as mercenaries to suppress the Pictish tribes by the 
Romano-British they subjugated the native Britons and 
established the Kingdom of Kent. According to traditional 
history, this created the opening wedge for Anglo, Saxon 
and Jute migration into Britain.  This period of time 
roughly coincides with late antiquity c300-c600, a 
periodization used by historians to describe the 
transitional centuries from Classical Antiquity to the 
Middle Ages, in both mainland Europe and the 
Mediterranean world. A range of more dramatic names 
are given to the period in popular works: the Dark Ages, 
the Brythonic Age, the Age of Tyrants or the Age of 
Arthur, where antagonistic, powerful kingdoms absorbed 
weaker sub-kingdoms and neighbours.  

In the winter of 2007, as a way of imaginatively 
charging the forest space, our first act as commissioned 
artists was to bring a number of non-native animal 
species into the wood and photograph them. Namely, a 
boa constrictor and a poison dart frog from tropical 
Central and South America; an Australian white’s tree 
frog and an American ‘new world’ turkey vulture. The 
exotic fauna appeared strangely at home in the damp, 
dark English wood. Seemingly relaxed, perched in a 
beech   tree,   the   vulture   evoked the belligerent spirit 

of the fascist dictator, Benito Mussolini. A chilling 
reminder of the countless number of people 
‘disappeared’ in forest environments by despots around 
the world. 

Drawing on our previous experiences of the 
edge cities within Bangalore and São Paulo and the 
collision of habitats and inequality that exist around them 
we initiated a collaboration with London based Consarc 
architects to design 3 distinct animal habitats. In “Planet 
of Slums”, Mike Davis references Brazil’s most famous 
walled edge city: “Named perversely after the dark new 
world in Godard’s dystopian 1965 film, Alphaville is a 
complete private city with a large office complex, an 
upscale mall, and walled residential areas – all defended 
by more than 800 private guards.” Edge cities have been 
described as self sufficient “off worlds” because they 
incorporate large employment bases as well as most of 
the retail and cultural apparatus of traditional urban 
cores. (Davis, 2006) 

The Prestige Group, one of South India's most 
successful developers of real estate, which “for over 4 
decades now, has changed the very skyline of Bangalore, 
Chennai, Kochi, Hyderabad, Mangalore, Goa” has built 
over 70 ‘residential enclaves’ with names such as Palm 
Springs, Long Beach, Serenity, Ozone, Utopia, Dreamland 
and Sunnyvale. These “off-worlds” are designed to 
distance their inhabitants from the sight of abject poverty  

London Fieldworks 

‘

Stalin Animal Show Home’, Super Kingdom, 2008 © London Fieldworks 
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Ceausescu Animal Show Home’, Super Kingdom, 2008 © London Fieldworks 
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and violence; keeping urban reality at bay. They are often 
recreations of the exclusive farmhouses, mansions and 
apartment blocks of the super rich in California, 
complete with private swimming pools and health clubs, 
walled-in security and 24-hour electrical power backup. 
The names of these fortified communities reinforce the 
perception of the American global village and search for 
socio-spatial community — the ideal community that 
Americans have sought since the landing of the Pilgrims. 
(Marx, 1964) The phenomenon of walled cities and 
gated communities is a dramatic manifestation of a new 
fortress mentality. The gated communities phenomenon 
has enormous policy consequences. It allows some 
citizens to secede from public contact, excluding others 
from sharing in their economic and social privilege. This 
result raises an ideological question that prompts 
polarized viewpoints. Are gated communities a metaphor 
of the exclusionary fortress, creating walls between 
citizens, or are they refuges from the forces that threaten 
family, economic security, and quality of life? (Blakely & 
Snyder, 1997) Gated and walled cities are hardly new 
ideas. In England the earliest gated communities were 
built by the occupying Romans around 300 B.C. and 
walled and gated military settlements were built in the so 
called New World, with the earliest being the Spanish 
fort towns in the Caribbean. But not until the latter half 
of the nineteenth century did the first purely residential 
gated neighborhoods appear. 

The Super Kingdom structures reference the “off-
worlds”, the “Architecture of Fear” (as Tunde Agbola 
describes fortified lifestyles in Lagos), and the architecture 
of dictator’s palaces. Taking an inspirational cue from the 
image of the vulture in the beech tree, we developed the 
key characteristics of three palaces: Mussolini’s Palazzo 
della Civiltà Italiana which has become known as the 
Colosseo Quadrato, Rome; Stalin’s Palace of Science and 
Culture, Warsaw; Ceausescu’s The People's House 
("Casa Poporului") in Bucharest, now the Palace of the 
Parliament. For the adaptation of the Mussolini design we 
adopted the building strategy of a small-brained animal 
builder, which has a limited repertoire of behaviours and 
is stereotyped and relatively invariant. (Hansell, 2007) 
Through this iterative way of building, small-brained 
animals in nature can build amazingly complex structures. 
The pragmatics surrounding the mounting of the Palace 
of Science and Culture in a beech tree dictated that we 
worked with cylindrical forms rather than box elements 
and for this reason our reference changed to the Palace 
of the Soviets, a design for a building in homage to Lenin 
in Moscow that was never constructed. Aware that 
buzzards were reported to be over-wintering in Kent, we 
inverted the building so that it could be conceived as a 
rather ostentatious perch for a raptor. Keeping the 
defining characteristics of windows and balconies, the 
Palace of the Parliament was constructed from a series of 
‘cogs’ wrapped around the tree, offering multiple floors 
of  potential  animal  residence.  As a way of signaling the  

presence of the buildings to winter foragers, the internal 
spaces were filled with food in the late autumn of 2008, 
and there is some evidence that the structures have 
been used as winter feeding stations. 

Throughout 2009, using the animal ‘show 
homes’ as film-set, a narrative is being developed through 
video, animation and with a sound score by composer 
Dugal McKinnon. This extension of the site-specific 
installation through audio, video and animation functions 
as an exploded document that incorporates fictional 
elements. Corresponding with concern about human 
transit and settlement within the region the proposed 
narrative will serve as a metaphor for the transience of 
nature and culture, the ultimate non-locality of things and 
the shifting negotiation between human and non-human 
that make places what they are. 
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They were discussing performance of the transit system: one third of the buses arrive late; drivers don’t show up for work 

grow. Uh Oh! Transit in danger; it needs help! I wondered: why no one has said the buses are ugly? Aren’t such impressions

part of performance? Such big objects; what should buses look like? 

Text by Todd Gi lens

 

 

Todd Gilens

 

Mission Blue Butterfly, photo Thomas Wang/Mission Blue Butterfly Project; Bus templates courtesy SFMTA. 

fifty percent more frequently than at other transit systems; i
 
ts hundred-million dollar deficit will continue to 

IN AND OUT OF 
PLACE
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ndangered Species began as a response to the 
“Transit Effectiveness Project,” a broad re-
evaluation of efficiency in San Francisco 

transportation networks. (1) I’ve wanted to work with bus 
wrap for years, feeling that buses were not well served 
by the ads put upon them, and that the wraps could do 
so much more if the dynamics of the bus were part of 
the design concept. Currently a project of Community 
Initiatives, Endangered Species is raising funds and working 
out technical and administrative agreements with the San 
Francisco Municipal Transit Agency. (2) With luck, the 
project will roll out in the San Francisco Bay Area next 
winter. 

Eye and Mind 
Visual perception dominates our culture over other 
modes of sensing. Things we really see tend to make 
deep impressions and to lodge in memory, returning 
sometimes, in thought, as crisp as the original. There is 
the saying “seeing is believing” as if other senses are 
somehow less believable. Alan Watts wrote “color and 
light are the gift of the eye to the leaf and the sun,” as if 
color were in the eye, not in things. (3) 

Is it because the eyes are outgrowths of the 
brain? Does visual dominance follow from bipedalism, 
that upright posture which, while freeing hands to carry 
tools and legs to run, provided our eyes a vista across 
the open grassland beyond the forest? There are cultures 
in which craft - sense of touch, time, song and play -  
weave contiguous and elastic, textured and embedded in 
world images. Still, and perhaps notably in conditions 
where resources accumulate, there is a craving for 
strange or grand sights, an imperial sort of vision. The 
climbing of mountains, the construction and control of 
vast buildings and landscapes certainly owe some debt 
just to the visual effect such projects provoke. At the 
turn of the twentieth century, tour books in the eastern 
US guided visitors to waterfalls and rock arches in the 
same pages as they located the great industrial factories 
and processing centers. Around the same period, large-
scale canvases and mammoth plate photographs of 
western landscapes were the propaganda sent from the 
newly-encountered West to Washington, advocating for 
conservation and the establishment of a national park 
system. These were to be scenic parks, viewing 
preserves, linked to each other by a network of scenic 
roads. 

The Environment is  Us 
Vehicle Wrap is a print technology used to adhere 
graphics over three-dimensional curves. Digital files are 
printed on adhesive-backed rolls and applied to surfaces. 
Films are stretchable, printable plastics - chemistry in 
action; adhesives are pressure activated, the films 
conform to surface irregularities and air bubbles can be 
slid along under the surface and squeezed out the edges. 
Both glues and inks are stable for several years outdoors. 
Over vehicle windows a sixty-percent open perforated 
material is usually used, which allows light to enter and 
riders   to   see   out.   The film can be applied to almost  

anything. The environment becomes a menagerie of 
armatures, receiving, concealed by, coated with images. 
Billboards as such are no longer needed. The identities of 
things shrink, hidden by corporate identities, each draped 
image competing with another for a moment of regard. 

Publicness is a category developing out of the 
structure of society, tied to individual and group 
identities, the organization of work and leisure, and the 
valuation of goods. (4) Ownership, like publicness, is also 
a social construction, equally subject to dispute, 
negotiation, appropriation, deception and so on. In urban 
places, whose is the space of light poles, sidewalks and 
building facades? What values are generated and 
destroyed as bits of space are wrapped and repurposed? 
I recall the character in Italo Calvino’s Mt. Palomar whose 
discipline it was not to read. To live in the modern world 
but refuse to engage writing is conceivable - but not to 
look? 

Since we are visual creatures, maybe printed 
skins are the best bet for transforming our impoverished 
urban scene, makeup being quicker to change than 
bodies. Maybe we have come to an extreme – even the 
reversal - of classical perspective, our supposed stabile 
autonomous viewpoint is vanishing into vortices of 
corporate sleight of hand. But whose values should these 
vortices support? 

Perhaps in the future such building-clothes will 
provide other functions besides a change of image – 
photosynthesis, insulation, filtration, music. There are 
good precedents, established processes for borrowing 
structures and increasing complexity: birds’ and bees’ 
nests, pockets of moss, lichen and grasses are often seen 
multiplying the functions of little shelves and crevices 
around town. For me this gives a clue about the proper 
ownership of space. It is dynamic, inter-scalar, and always 
shared. 

Without Advert is ing 
Vertigo can be marvellous rather than malignant, gracious 
instead of manipulative. A bus goes by – or was it a 
butterfly? Turning to look, a somatic response, the effect 
registers in a body movement. Prolong the connection? 
The back of the bus carries a clue: 

Miss ion B lue Butter f l ies  now l ive on ly 
in a t iny corner  
o f  San Franc isco 

A note of nostalgia, as if referring to our own historical 
future. Below the text is a phone number, which will get 
you to a website where, by following links you can find 
out about the project, and also about urban design, 
species survival, development projects, conservation 
opportunities, and transit performance. The initial vertigo 
should astonish and seduce, shaking out new readings of 
the everyday event of a bus on the street. 

Or you don’t turn, and there is just the bus: a 
flight of pelicans amongst the taxis, a garter snake caught  
in traffic, an express mouse disappearing just as you 
reach  the stop. The hope of the project is also to return  

E 
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the pleasure of elegant, beautiful street furniture to the 
transit system. Beauty ennobles, just as care does. In San 
Francisco we have restored trolleys and historic cable 
cars, practically synonymous with the city itself. But if 
transit is to become central to our lives (I believe this will 
be a requirement within the next infrastructure horizon), 
then we will need contemporary, even futuristic vehicular 
iconography as well. (5) 

What is  trans i t  anyway? 
Species and public transit are both commonwealths that 
struggle for resources, both subjects of marginalization 
and vulnerability. Endangered Species specifically 
addresses the animals at urban fringes whose habitats 
have been displaced by our habitats.  

A way to think of settlement patterns would be: 
how can mutual needs for living space be courteously 
accommodated? Just as we do when crowded around 
other humans (as on a bus for example) being close 
enough to all fit while everyone gets at least somewhat 
the space they need. In the framework of regional 
settlement, this means checking to see if the streams, the  
coyotes, the polliwogs or ferns, are not getting trampled, 
and if they are, maybe shifting over a bit to give them 
some room. 

 

A kind of natural resource akin to minerals, air and water, 
species exist in a contended commons, their ownership 
governed by common law, markets and so on. Species’ 
vitality depends on a tangle of anthropogenic and other 
processes. A fundamental right to existence is registered 
in the US, most notably within the Endangered Species 
Act, but State level legislation may have its own criteria.  

The presence of listed species on a site leads 
sometimes to peculiar, counter-intuitive consequences. In 
one project I worked on - the stabilization of soil along a 
small stream near an urban park - landscape designers 
were selecting plants for the stream banks. One 
appropriate choice was Blue Elderberry, Sambucus
mexicana, a plant also known to host the federally listed 
endangered Valley Elderberry Longhorn Beetle. The 
beetles were known in the area but there were none on 
site at the time. The design team decided against using 
the plant:  it might have attracted the beetles, establishing 
new habitat for them, initiating a chorus of restrictions 
for humans’ use of the site. 

Transit is also endangered in the Bay Area. (6) 
Road-building subsidies and use fees, gasoline pricing and 
tax   systems   conspire   against  its economy. Operating  

Thomas Moran 
The Canyon of the Yellowstone, ca. 1911 Courtesy of the Prints and Photographs Division of the Library of Congress 
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performance slowly decline. Focusing human habitat 
around transit systems has been an ongoing struggle in 
most municipal areas, as both agricultural, wetlands and 
other wild-lands are drained, filled and graded for urban 
and suburban expansion.  Using transit networks to guide 
new construction means putting more people on less 
land, building more densely in areas already settled, and 
leaving space for others.  

In dense settlements such as cities we invent 
circulation systems for bodies and waste that allow, if not 
flourishing,   at  least   functioning.   Collective  transit   is 

 

one of these circulatory systems and as far as motorized 
transport goes, such aggregation is a great application of 
the technology. It also means economies of movement: 
living closer or consolidating access to necessary 
resources and lowering pollution loads generated by 
transportation. (7) Transit is a structure that is about 
pooling and sharing resources. 

Buses and vans also model aggregation at the 
next scale up, the neighbourhood. Perhaps we might 
think of them more like pocket parks or cafes, borrowed 
places   for   informal,   temporary    gatherings. (8)   Each  

Todd Gilens 
Top images: Waiting at the Bus; below: Birds on a Line. Photographs by Todd Gilens © Todd Gilens
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individual uses it with others, and leaves it to others still. 
conditions. At the base of change is identity, our idea of 
who we are in. It is specifically not ubiquitous but limited, 
leaving room for systems beyond its purview. Of the 
furniture of urban space I submit that public transit most 
acutely suffers from appropriation by advertisement. 
These are machines we enter into, abide in and depend 
upon to carry out our day. Such vessels should be 
ennobled images of collective life. 

Art :  act iv ism? 
From a broadly ecological point of view we know there 
are advantages to having diversity within and among 
systems because alternative pathways and materials may 
be called on as circumstances change. (9) Innovation is the 
ability to direct materials, processes and ideas to new 
ends, to modify and rearrange them and, occasionally, to 
invent new ones. It is a sort of younger sister to diversity. 
Where diversity is low, options are limited and 
innovation may become critical. Where diversity is high, 
materials for innovation are available but the need may 
be low.  

Much of culture continues, as Thoreau said, to 
provide improved means to unimproved ends. (10) After 
two hundred or more years of furious productivity, our 
task may now be one of reinventing our goals rather 
than   cleverly attempting to ‘sustain’ our current relation 

 

to those others out there. We need to lean hard may be 
to those rocks and animals and other people with whom 
we compete and upon whom we also depend. 

While our actions are increasingly global, cities 
and citizens still retain decisive influence over regional 
policy and individual priorities. These activities and the 
assumptions which direct them can bridge between 
scales, just as patterns of family relationships underpin 
our interactions with strangers and our experience with 
others reframes the meaning of family.  

The ability to envision or understand the 
consequences of our actions makes the dialogue 
between information and imagination essential, 
determining which choices and systems we cultivate. 
One example is the question of lawn watering in 
California’s climate. An ordinance against watering lawns 
in a drought will cause people to put their hoses away, 
and when the ordinance is lifted watering will start up 
again. But a contiguous image of snow pack, reservoirs, 
groundwater and weather, makes water at the hose a 
different thing. Many responses are possible – though 
none are predictable. 

I have the feeling as Endangered Species becomes 
more prescriptive that it loses the part of its potency that 
supports contagious innovation. What prescriptions are 
needed now? We are living in a time of accelerating 
change, whose direction, speed and scope is uncertain.  

Bay Area Maps, Past (left) and Present (right). Maps courtesy Baylands Ecosystem Habitat Goals Project, SF Regional Water 
Quality Control Board, 2000. 
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There is nothing new about good intentions based on 
solid evidence driving changes that (Oops!) produced 
toxic consequences. We need to be both quick and 
provisional about our solutions. The difficulty is not 
technical but social. Technical approaches are needed, 
but as we crowd together on shrinking islands, we 
especially, increasingly will need empathy, an ethic of 
curiosity.  

Beauty is a powerful force, directed toward 
stilling, openness and ambiguity. These qualities also 
describe a relationship to nature at its most essential: 
wonder, awe, an unsettling, diffident attraction, a feeling 
that the things in the world exceed our capacity for 
understanding, knowledge and cognition. Such beauty is 
able to contain contradictions, to delicately hold together 
contrarieties without resolution.  Beauty is a method that 
both art and nature wield. It is a generative transformer. 
Image, symbol, can change minds but not determine 
them. 

Both species and art traffic in thick images, 
specific physical constellations which both reveal and 
stand apart from the world. Andre Leroi-Ghoran spoke 
of the un-worked geometric rocks, fossils and crystals 
collected by prehistoric humans as “congealed reflections 
of thought in nature” (11). It is this particular kind of form-
image, both unique and quotidian, which may charm us 
into curiosity and encourage a widening experience. 
Buses, now as social affirmations, also sustain the 
interactions of animals as much in danger as we are. 
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eporting on findings from a production study of 
the BBC children’s news programme Newsround. 
(1) A suggestion emerges from this overview of

programme production that the programme’s unique 
news culture plays an important role in shaping the 
coverage in contrast to other explanations of elite 
agenda setting and of production based constraints.  This 
paper exploring this closely, describes how a relationship 
between the news audience and news issues that is 
common among news professionals and evolving with 
time, is emphasised within production in a similar way to 
that found within the manufacture of the regional news 
programme (see Cottle 1993a). This understanding, in 
specific terms, informs the news selection process and 
shapes the character of the programmes’ reporting in a 
way which the following suggests offers a limited 
resource to understand the factors creating and shaping 
environmental issues. Before we discuss evidence for 
these claims, however, it would be advantageous to first 
explore the role of form in shaping environmental news 
representations.  

News and environmenta l  issues :  

Various academic arguments have been put forward to 
explain the presence of environmental issues in 
mainstream news agendas (Anderson 2009). Some that 
focus on fluctuations in coverage, for example, put 
forward the agenda setting activities of prominent social 
institutions and interest groups as seminal (Anderson 
1997; Hannigan 1995; Hansen 1993) as these make such 
‘problems’ appear as legitimate political issues and as 
irresistible for the politically focused agendas of news 
journalists (Parlour & Schatzow 1978; Love 1990; Gaber 
2000). Commenting on the ebbs and flows of coverage 
such studies capture an aspect of the process that should 
not be overlooked.  This model of the source and 
journalist   relationship,   however,  on close examination 

 
 
 

appears to offer the news journalist too passive a role in 
the news process.  As those who study the production 
process have commented, these individuals actively select 
and shape the news agenda rather than serve as 
secondary definers of issues as explained above, a view 
to which this paper is sympathetic.  

Therefore, we learn from later work how 
standardised news cultures, news practices and the 
production process contribute to the visibility of these 
issues. As a significant aspect of the process, the 
judgements that select news, it is urged, remain the focus 
of a number of wider concerns such as general 
established culturally inscribed understandings of the 
environment (Daley and O'Neill 1991; Linne and Hansen 
1990; Gamson and Modigliani 1989), demands of news 
style and broadcast time among others (Friedman 1986; 
Dunwoody and Griffin 1993; Harrabin 2000). The 
'unexpected' and visually attractive rather the slow 
evolving environmental issue (Lowe and Morrison 1984; 
Singer & Endreny 1993; Anderson 1997), for instance, is 
considered specifically newsworthy along with those with 
potential 'dramatic' character, ‘apolitical nature’ and 
'emotional' appeal (Lowe and Morrison 1984). Other 
features and considerations beside these often ensure 
their failure within the news production process (Hansen 
1990; Lacey and Longman 1993), and taken together 
such insights widen a view of influences that secure 
selection beyond the activities of elite actors and 
institutions. But again, this view of the standardised 
pressures at play within production does not produce a 
complete explanation of the visibility of issues as 
unobserved here is the importance of the differences in 
news programmes’ presentation, or news differentiation, 
as an additional factor. 

So, it is important to recognise that the features 
that make news programmes distinct should also be 
considered important in maintaining, conditioning and 
shaping environmental news representations in the news 
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media. The seminal nature of news forms, the modalities 
of news story telling and the appeals and conventions, 
inscribed in the public representation and elaboration of 
news, for instance, have been recognised as important in 
a pertinent study of different forms of television news 
and how these variously shape environmental portrayal 
(Cottle 1993b).  Cottle’s study suggests that popular and 
serious orientated news programmes provide markedly 
different news treatments of these issues and that it is 
those with a popular news focus that carry a great 
quantity.  The rest of this paper in examining the 
children’s news programme will offer further evidence of 
the importance of the news form within this process. 
Outlined here will be the particularised aims and 
practices that literally produce this news form and the 
character of its environmental representations.  

Greening the Newsround agenda 

Above it has been suggested that news professionals’ 
shape their news agenda on the basis of a shared view of 
their programme form rather than as a response to the 
standardized news production values, beats and routines, 
for instance. This is confirmed by my study of the 
production of BBC Newsround (2) which reveals how a 
search for stories appropriate for children characterises 
the process as well as how assumptions about the age 
and interests of children underpin news professionals’ 
everyday practices to shape such stories (see Matthews 
2003). As is explained in the comment that follows, 
environmental news is selected on this basis: 

There’s no hidden agenda. We are not sort 
of Greenpeace in disguise […] None of us 
are maniacally environmentalist or even 
vegetarian. […] we’re just doing it because 
it’s what children are interested in it. 

Newsround journalist 6 

Rather then being sympathetic to the 
environment or showing a preference for the issue, news 
workers, this reveals, view children’s interest in 
environmental matters as a motivation behind their 
selection of such material. But, from where has this 
assumption originated and moreover has this informed 
the programme’s coverage in a uniform way over time?  
A good place to start to answer these questions is to 
visit the time when the programme was being developed 
in the early 1970s.  

Establ ish ing the environment :  l ink ing k ids with 
nature 

To understand the formation of present news workers’ 
views of environmental issues, we must examine how 
these were introduced in the meetings held prior to the 
first broadcast of the programme in 1972. Interviews 
with past news workers have revealed much about this 
time   showing,   for instance, how the news team turned 

their attention to the environmental issue when 
reviewing potential Newsround stories on the assumption 
that this might reflect children’s general interest in 
animals. After an initial discussion along these lines, it was 
agreed that the habitat destruction issue in particular 
would produce interesting news copy that perhaps 
would create strong and desirable reactions from the 
young viewers, as the presenter describes below: 

We knew from the very start when we did 
a story about saving the seals and the 
whales that we would get vast numbers of 
letters and petitions in from the audience. 

Former Newsround presenter 1 

Also recognized was how the traditional 
straightforward reporting of news stories would be in this 
instance an inadequate method to attract and maintain 
the attention of a young audience to this issue. In 
preference to a straightforward news-reporting style then 
a news presentation was adopted that arranged themes 
purposefully to evoke the emotions and interests of the 
audience within a popular story format: 

When they hear something is polluting and 
that pollution has a knock-on effect, that it 
kills fish or whatever, it gets kids thinking 
that is wrong. So we had identified that this 
was what kids were interested in and that 
we could milk it. And that’s why we were 
pushing it. 

Newsround journalist 3 

After first witnessing the success of this 
coverage, the news team implemented the general 
strategy in the news presentation of other emerging 
issues in a bid to create a similar appeal. From this time 
forward, such stories were packaged in such a way as to 
grab the audience’s attention and emerged from the 
production line reflecting: 

The basic arguments about caring for the 
planet and wanting to have a clean 
environment ... these things, children latch 
onto very, very easily. 

Former Newsround journalist 3 

During this heady time, moreover, the 
presentation strategy, as a seemingly successful way to 
create interest in these matters, allowed for the inclusion 
of large-scale environmental issues within the children’s 
news bulletin. For instance, between 1983 and 1993, 
various stories were shaped by this technique including 
those addressing nuclear disasters; overpopulation; acid 
rain; the greenhouse effect; the ozone layer; the 
contamination of beef; green lifestyles and technologies; 
the international trade in exotic animals; and worldwide 
environmental days and earth summits. The newly 
emerging global environmental story was presented in a  
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similar fashion to the wildlife story before it. However, 
coverage shaped in this way appeared less frequently in 
the early 1990s, on account of the changes implemented 
to restructure the BBC and the increasing popularity of 
satellite television which both appeared to impact on the 
operations of Newsround as with other BBC 
programmes. These changes in particular sparked a 
concern in the newsroom over the developing 
competition from other programmes and their routine 
share of the audience. As a consequence, the core news-
making ideas were re-examined and a larger exercise 
initiated to review Newsround’s provision as well as the 
presumed newsworthiness of story types that often 
featured within the bulletin. The congruence between 
the children’s interests and the environmental story was 
addressed frequently in these discussions which, having 
reviewed the matter, facilitated a general agreement that 
the environmental news agenda was no longer reflecting 
the news interests of the programme’s young news 
consumers, and changes to this coverage were made. 

The modern agenda 

As is indicated above, the programme’s news policy 
changed direction slightly in the 1990s and, with this, a 
new understanding of the newsworthiness of 
environmental issues was developed, as the producer 
recalls below: 

We always laugh if there is a panda story in 
the programme just because Newsround has 
been associated with animals as they are 
targets for children. Perhaps what we have 
done is moved off in another direction to 
look at what really interests children rather 
than making an assumption […] it will 
dramatically interest them. 

Newsround producer 1 

At this time, a view emerged of children as less 
interested in environmental matters generally which 
challenged their place within the new and modern 
Newsround news agenda. As well as children becoming 
less interested in this subject matter, this also suggested 
that old, and seemingly tired, environmental coverage 
lacked the preferred newly created upbeat and fast-
moving Newsround news style to be included. It was 
agreed, on this basis, that action was required to change 
the complexion of the programme’s environmental 
output at the very least.  

Shaping environmenta l  coverage for an 
uninterested audience 

As I have discussed in depth elsewhere (Matthews 2005, 
2009), the changes in the production of BBC Newsround 
in the 1990s had a considerable impact on the 
programme’s reporting generally and more specifically on 
the presence of long running environmental issues within  

the agenda. Following the policy to neglect those issues 
considered as ‘overexposed’ at the time was a 
particularised strategy implemented to shape others with 
a particularised news style.  After this point and when 
featuring in the programme, information on 
environmental issues appeared in an upbeat news 
presentational style in a bid to maintain the attention of a 
young news consumer who was believed to be 
uninterested in environmental matters, generally.  The 
selected issue needed to be simple and dramatic to 
create interest in this case and thus was shaped into a 
form that heightened the ‘drama’ of the despoliation of 
the environment and placed a disproportionate focus on 
the environmental character as under threat.   

Additionally the reporting that followed 
increased the frequency of appeals to naturalness or the 
human qualities of animals to bring alive a sense of their 
relationship with the audience as well as to intensify a 
sense of injustice at the destruction of the natural world. 
Also human beings were presented as perpetrators 
within this environmental drama and their actions 
explained without recourse to a wider context and, on 
occasion, even vilified for profiting from environmental 
despoliation.  Completing these simplistic and dramatic 
accounts has been the introduction of members of 
environmental groups or law enforcers and the 
representation of their activities as toiling to catch 
perpetrators or to simply protect the environment. 
Aimed then directly at the sensibilities of the audience, 
this reporting has served to implicate those watching in 
the despoliation of the environment with the use of 
personalised descriptors within the news story which 
encourages the audience to reflect on their ownership 
and increasing impact on the environment in 
individualised ways.  

Conclus ion 

This discussion has revealed much about the production 
of environmental issues in BBC Newsround, showing in 
particular how a constructed sense of children’s interests 
rather than a view of the issues’ political importance, 
common to news professionals, has informed its 
reporting over time. More specifically we have heard that 
it is the assumed view of waning interest in such matters 
among the programme’s audience that has recently 
shaped the contours of the programmes’ coverage.  This 
simplistic idea has dictated that the programme carry a 
much reduced load of environmental topics than in 
previous times and also, as we have witnessed, have 
played a role in shaping the dramatic accounts of the 
perpetrators and victims of environmental despoliation in 
which they appear. Thus, in response to these changes, I 
suggest that we should be worried about the practices 
that follow such a view and push this important issue 
from the children’s news agenda but additionally show 
concern over the form in which those that feature are 
reported.  As it stands, this individualised and 
personalised coverage lacks a tangible sense of a wider  



46 

geographical, political and economic context to 
environmental problems which if included here would 
reveal the difficult decisions facing states and peoples as 
well as role of their actions in creating and maintaining 
such problems over time.  Newsround then although 
helping to introduce environmental problems to the 
young, does not appear to provide the appropriate 
cultural resources that its audience requires to 
understand the relevance of such issues within the 
modern world.  

Notes 

(1) Newsround is a BBC children's news programme. It appeared first twice weekly
in 1972 has developed into an established part of the BBC children's programme
schedules.  At present, the programme is broadcast on terrestrial and digital
channels daily and accompanied by a yearly series of twelve-minute documentaries
called Newsround Extras. Moving from a traditional slot of 5.25 to 5pm in 2000
and then back again, the eight and a half minute programme consists of two or
three main stories and a summary of other shorter stories within a 'Newswrap'
section.  Its agenda includes stories that are relevant to children as well as those
that interest and entertain them. A Newsround website also supports the daily
broadcasts by providing story summaries, background information on important
stories and message boards.

(2) The project examined the production of BBC Newsround with field
observations, in-depth interviews with programme producers and a detailed
quantitative and qualitative analysis of the news programmes broadcast across the
period 1972-2000.  Aspects of the case study including news observations and
interviews appear as evidence within this discussion. The news professionals’ voices
that feature for instance were recorded in interviews that took place in various
social settings including the newsroom, offices, and coffee shops.  The standard
interviews followed a schedule of questions and lasted for over an hour and a half.
Then, these were analysed to compare professionals’ views of the news audience
and news practices.  The sections of interview transcript that appear above have
been examined across the team and verified against observations of the news
production process. These are presented as representative of a collective
professional view of the children's news programme. A fuller discussion of other
aspects of the study can be found in the following: Matthews (2003); (2005);
(2008); (2009) and Matthews (forthcoming).

References 

Anderson, A. (1997). Media, Culture and the Environment. London: UCL 

Anderson, A. (2003) 'Environmental Activism and News Media' in S.Cottle (ed). 
News, Public Relations and Power, London: Sage 

Anderson, A. (2009). Media, Politics and Climate Change: Towards a New 
Research Agenda Sociology Compass 3/2: 166–182 

Cottle, S.  (1993a). TV News, Urban Conflict and the Inner City. Leicester: Leicester 

University Press 

Cottle, S. (1993b) 'Mediating the Environment: Modalities of TV News' in  
in A. Hansen (ed). The Mass Media and Environmental Issues Leicester: Leicester 
University Press 

Daley, P. and O'Neill, D. (1991) '"Sad is Too Mild a Word": Press Coverage of the 
Exxon Valdex Oil Spill' Journal of Communication 41(4): 42-57 

Dunwoody, S and Griffin, R.J. (1993) 'Journalist Strategies for Reporting Long-Term 
Environmental Issues: A Case Study of Three Superfund Sites' in  
in A. Hansen (ed). The Mass Media and Environmental Issues Leicester: Leicester 
University Press 

Friedman, S.M (1986) 'The Journalist's World' in S.M Friedman, S. Dunwoody and 
C.L Rogers (eds) Scientists and Journalists New York : Free Press

Gaber, I. (2000). 'The Greening of the Public, Politics and the Press, 1985-1999' in 
J. Smith (ed). The Daily Globe: Environmental Change, the Public and the Media,
London: Earthscan

Gamson, W.A., and Modigliani, A. (1989) 'Media Discourse and Public Opinion on 
Nuclear Power', American Journal of Sociology 95(1):1-37 

Hall, S., Critcher, C., Jefferson, T., Clarke, J. & Roberts, B. (1978). Policing the Crisis: 
Mugging, The State and Law and Order, London: Macmillan. 

Hansen, A. (1990) 'Socio-Political Vales Underlying Media Coverage of the 
Environment' Media Development 2(1): 3-6  

Hansen, A. (1993) (ed.) The Mass Media and Environmental Issues, Leicester: 
Leicester University Press 

Hansen, A. (2000) 'Claims-making and Framing in British Newspaper Coverage of 
the 'Brent Spar' Controversy' in S. Allan, B. Adam and C. Carter (2000) 
Environmental Risks and the Media London: Routledge 

Hannigan, J. (1995). Environmental Sociology: A Social Constructionist Perspective, 
London: Routledge 

Harrabin, R. (2000) 'Reporting Sustainable Development: A Broadcast Journalist's 
View in J. Smith (ed). The Daily Globe: Environmental Change, the Public and the 
Media London: Earthscan  

Lacy, C and Longman, D. (1993) 'The Press and Public Access to the Environment 
and Development Debate' The Sociological Review 41(2):207-243 

Linne, O. (1993) 'Professional Practice and Organisation; Environmental 
Broadcasters and their Sources' in A. Hansen (ed). The Mass Media and 
Environmental Issues Leicester: Leicester University Press 

Love, A. (1990). ‘The Production of environmental Meanings in the Media: A New 
era’ in Media Education Journal 19(1): 18-20 

Lowe, P. & Morrison, D (1984) 'Bad News and Good News: Environmental Politics 
and the Mass Media' The Sociological Review 32(1):75-90 

Matthews, J. (2003) 'Cultures of production: The Making of Children's News' in 
S.Cottle (ed) Media Organisations and Production London: Sage

Matthews, J. (2005) 'Out of the Mouths of Babes and Experts': Children's News 
and the Professional Mediation of Environmental News Voices' Journalism Studies 
Vol.6.No.4  
Matthews, J. (2008) 'A Missing Link? The Imagined Audience, News Practices and 
the Production of Children's News' Journalism Practice 2(2):265-280 

Matthews, J. (2009). 'Negotiating news childhoods: News producers, visualized 
audiences and the production of the children's news agenda' Journal of Children 
and Media 3(1):2-18 

Matthews, J. (Forthcoming) Making Children’s News: Visualizing ‘Popular Stories’ 
Young Audiences and Environmental Problems Edwin Mellon Press 

Parlour, J W & Schatzow, S. (1978). 'Mass Media and Public Concern for 
Environmental Problems in Canada 1960-1972' International Journal of 
Environmental Studies 13(1):9-17 

Singer, E and Endreny, P (1993) Reporting on Risk: How the Mass Media Portray 
Accidents, Diseases, Disasters and other Hazards New York: Russell Foundation 

Ju l ian Matthews is a lecturer in the Department of Media and Communication, 
University of Leicester. His research interests include the production of news forms 
and the professional mediation of social problems and risks. He has published his 
research on the production of the children’s news programme in several journals 
and has recently finished a book on the topic.  



47 

CAPE FAREWELL:
THE ULTIMATE

JOURNEY

Cape Farewell has brought together leading artists, writers, scientists, educators and media for a series of expeditions into 
the wild and challenging High Arctic. Together they have mapped, measured and been inspired by this unique environment 
and have endeavoured to bring home stories and artworks that tell how a warming planet is impacting on this wilderness. 
We interviewed David Buckland, the founder and director of Cape Farewell. 
Questions by Giovanni Aloi 

 Nathan Gallagher 
Icebergs at Disko Bay, Greenland, 2008  Nathan Gallagher 
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ince 2001 David Buckland has created and now 
directs the Cape Farewell project, bringing artists, 
scientists and educators together to collectively 

address and raise awareness about climate change. The 
artists have already been the subject of a film for The 
Culture Show and a BBC documentary. The art resulting 
from these fruitful journeys has been shown at the 
Natural History Museum, London, the Liverpool Biennial 
and the Sage Gateshead, Newcastle. 

Buckland is a designer, artist and film-maker 
whose lens-based works have been exhibited in 
numerous galleries in London, Paris and New York and 
collected by the National Portrait Gallery, London, the 
Centre Georges Pompidou, Paris, the Metropolitan 
Museum, New York and the Getty Collection, Los 
Angeles amongst others. We met with David Buckland 
to discuss global warming, the arctic, and how the arts 
may change our attitudes to the environment. 

In  a nutshe l l ,  what is  Cape Farewel l ’ s  ph i losophy? 

We started out as a creative team of artists who wanted 
to work with scientists for the purpose of creating a new 
language that may bring to the fore the challenges 
involved in climate change. The original task that the 
creative team had to face was to find a language that 
wider audiences could engage with. Working with 
scientists helped us to develop a clear understanding of 
the seriousness and urgency of the problem. Ultimately, 
someone is responsible for the causes of climate change, 
and these can clearly be traced in the way we live, 
therefore, addressing the problem is a cultural 
responsibility as much as it is a scientific responsibility. In 
many ways, it is very high on Cape Farewell’s agenda to 
try to establish a movement that can embrace this 
cultural responsibility and especially in order to reverse 
climate change. 

You are a des igner ,  photographer and f i lm-maker 
whose works have been exh ib i ted internat iona l ly .  
How d id the idea for Cape Farewel l  come about 
and why?  

I was working and still am working as an artist embracing 
all those media.  One of the elements that led to the 
establishing of Cape Farewell was an interest I developed 
in a scientific mathematical model that could allow 
writing, in mathematical terms, the movement of the 
Atlantic Ocean. I am a passionate sailor, and I was very 
intrigued by the fact that something as immense and 
apparently immeasurable like the movement of the 
Ocean could be written in mathematical terms, using a 
climate model called HADCN3. Artistically, I was very 
curious of the capability of translating something so 
complex. From this starting point, I began to 
communicate with climate-scientists and gradually started 
to engage a wider and wider community. So from a 
simple enquiry, one year later, I found myself looking into  
something as problematic as climate change. 

What made you dec ide to take th is  profess iona l 
d i rect ion ,  and how does your pre-Cape Farewel l  
pract ice as an art is t  compare to what i t  i s  now? 

What intrigued me about the use of HADCN3, and still 
intrigues me, is that in a way, the software potentially 
looks into the future as an element of the software 
involves predicting the Ocean’s movements as well. 
These predictions are of course generated by computers 
and complex mathematical calculations. This concept 
very much intrigued me, and as consequence, it ended 
up informing my art. As an artist, one of the many things 
you can do is fantasize about the future: I realised that 
the way to understand things is not just based on totally 
irrational experiences but that we go through decision 
processes based on emotional knowledge, before we 
become able to see the structures that lead us into the 
future. In a way, trying to assess our present and future 
using computerised predictions is something new in the 
history of civilization. Climate change is a rather invisible 
entity and it is very much materialised by future-proofs. 
So it is essential that we take this ‘futurness’ into account 
in order to change our lives and affect changes that will 
otherwise take place over the next 30 years. 

The c l imate cha l lenge is  a cu l tura l  cha l lenge .  
Cape Farewel l  i s  committed to the not ion that 
art is ts  can engage the publ ic  in  th is  issue ,  
through creat ive ins ight and v is ion .  Cou ld you ta lk 
to us about one of the art is ts  invo lved in Cape 
Farewel l ’ s  pro jects whose work has ach ieved th is  
a im in a most ef fect ive way? 

This is a difficult question. Every single artist has come 
back from our expeditions with outstanding projects. 
Between others, Ian McEwan, a writer, initially struggled 
to conceive how he could have found a way to use his 
experience with Cape Farewell in his writing. However, 
something special that happened amongst the artists who 
participated in the expedition moved him to write his 
next novel on the subject of climate change. Another 
artist I could here use as example is the architect Peter 
Clegg, who embraced the challenge involved in visually 
representing carbon dioxide. The challenge involved the 
invisibility of the matter associated with the seriousness 
of the problem it causes in the atmosphere. The work 
originated from the idea that the amount of carbon 
dioxide in the atmosphere is huge and that this is causing 
major problems, however, it is very difficult to visually 
represent this, as it is invisible. His solution involved the 
visual representation of the mass of 1kg of carbon 
dioxide, which occupies the space of a human coffin. 
Carbon dioxide should be around 220-230 part per 
million in the atmosphere. We currently are now nearly 
up to 400 and scientists are talking about perhaps 500. 
How do you capture this concept in realist terms?  Jarvis 
Coker, who was on the last expedition, has just written a 
new song called “Slush” which will be included in his new 
album. 

S 
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S ince 2003 Cape Farewel l  has led seven 
expedit ions to the Arct ic ,  tak ing art is ts ,  
sc ient is ts ,  educators ,  and communicators to 
exper ience the ef fects of  c l imate change 
f i rs thand .  What happens on the expedit ions? 
How do art is ts  spend the i r  t ime there?  

Every time we are on an expedition, a team of scientists 
joins the artists in order to deliver information on what is 
happening in different geographical areas. So every 
expedition aims to engage with science and the scientific 
side of things. This tends to take up quite a bit of time on 
the expedition. The schedule of work is highly rigorous 
as there are many activities that artists can be involved in, 
including scientific work. I find that artists are usually very 
curious about the scientific side of the subject. However, 
we make sure that a certain amount of time is also spent 
visiting some of the amazing places that are currently 
endangered. There is a lot of beauty to be seen 
everywhere. Artists are aware of the fact that the 
expedition is a very unique experience. 

We interv iewed Gary Hume for a prev ious 
issue of the Journa l .  In our conversat ion i t  
t ransp i red that h is  exper ience of the Arct ic  
through Cape Farewel l  s t rong ly in f luenced h im as 
a person and art is t .  What do you th ink of h is   

Hermaphrodite Polar Bears  which were
produced in response to the expedit ion? 

Gary Hume was great to have on board, really a lot of 
fun. He is a great artist and the Hermaphrodite Polar Bear 
painting really is pure genius. He called me after a few 
months of having been back from the expedition and 
asked me to come to his studio to look at a painting that 
he had produced in response to the trip. There, lying on 
the floor, I saw the big polar bear, seen from underneath, 
with its four big paws and unashamedly displaying both 
female and male genitalia. Rather graphic, however 
humorous. The painting was informed by the fact that 
fire retardant chemical used in our furniture is currently 
travelling to the Arctic and contaminating mammals like 
bears. The chemicals dispersed in the atmosphere affects 
their sexuality, creating hermaphrodite polar bears. This 
is a very interesting and dramatic reality, especially 
because it is very difficult for us to even imagine that 
chemicals could travel so far and affect the lives of wild 
animals in such radical ways. Through our modern 
development, we had to understand that polluting water 
in one area was going to affect far geographical realities; 
we are now facing the equivalent with our atmosphere. 
This warns us that really, we cannot throw anything into 
the atmosphere because whatever we throw it in, it may 
be very difficult to foresee consequences. One of the 
strongest aspects of the painting is anyway the fact that it 
is a very engaging painting, one that attracts attention and 
at the same time, it is a painting that makes a very stark 
statement; it has a number of layers to it. 

How have the expedit ions changed s ince the f i rs t  
one took p lace in 2003? 

The development has been outstanding. At the beginning 
we thought we were going to have one or maybe two 
expeditions. The main aim was to try to communicate 
with the public. The first expeditions were particular hard 
work but were also very exciting because at the time, 
there wasn’t so much interest in climate change. Now 
there is a lot more attention on the expeditions, and 
there also are great expectations. The expeditions have 
changed in the way that we are now targeting different 
geographical sites, whilst the number of artists involved 
has also grown. Some of our journeys have not been 
attempted for centuries. We are also organising ‘walking 
expeditions’. Next year we’ll be trying to get into the 
Russian Arctic.  

The pro ject a lso invo lves schoo ls  based in the 
Arct ic  reg ion .  How does communicat ion with 
these loca l  rea l i t ies take p lace ,  and what are the 
eco log ica l  concerns of  loca l  communit ies?  

Usually we meet very vibrant communities who are 
essentially much westernised and are aware of climate 
change in a similar way that we are. However, they live 
the change on their own skins in a much more direct 
way. Of   course   the   melting   of  ice creates for them 

David Hinton 
Director David Hinton and film crew at the foot of Kongsvegen 
Glacier, 2004 © David Hinton 
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practical problems related to their everyday life; ice 
melting also means no access to areas that were before 
accessible. However, a warmer Greenland may also 
mean a more fertile Greenland, one that could be 
reached by more people and effectively also change in 
positive ways. Their lives will however change 
dramatically. 

Cape Farewel l ’ s  pro jects have a lso been d i rect ly  
invo lved with educat ion programmes. From the 
f i rs t  expedit ion came the creat ion of a GCSE un it  
on extreme landscapes for the Geography 21 
curr icu lum; The High Arct ic :  North to Sva lbard
and in 2004, Cape Farewel l  deve loped the GCSE 
sc ience resource Li fe in The Water .  These
resources were deve loped a longs ide a long 
standing asp i rat ion to take students to 
exper ience the Arct ic  f i rs thand which was 
rea l ised in 2007 with the f i rs t  Cape Farewel l  
youth expedit ion .  What cha l lenges were invo lved 
in the des ign ing an approva l  o f  the GCSE 
programme? What was the response of students 
invo lved in the youth expedit ion? 

Extraordinary, it was great to have students and teachers 
on board travelling with us. We developed a very 
detailed module with a geographer which ended up into 
the   Geography 21   programme;   this  was the first time 

that climate change found a place in the curriculum. It 
was therefore a very important achievement for us. We 
have anyway always had younger people on board from 
our first expedition. Since the designing of the first 
module, we have now developed resources that are 
available on our website for free to teachers around the 
world so that these can be used in classrooms. We are 
also beginning to work with universities and it is very 
exciting to be able to be involved in this side of the 
project too. However, there is also a need to quickly 
evolve and update as the information we acquire about 
climate change is always changing. Now every school 
child is aware of climate change; ten years ago this was 
not the case. 

In  summer 2006, Cape Farewel l  co l laborated 
with the Natura l  History Museum in London , for  
the rea l isat ion of an exhib i t ion t i t led The Ship :  
The Art of Cl imate Change ,  a f ree d isp lay of
contemporary art  des igned to generate 
awareness and deepen our understand ing of 
c l imate change .  Shown at Je rwood Gal le ry ,  The 
Ship  o f fered a un ique ins ight into the
exper iences of internat iona l art is ts  and wr i ters  
who , over the past f ive years ,  have t rave l led to 
the High Arct ic  as part  o f  the Cape Farewel l  
pro ject .  How d id th is  co l laborat ion come about? 
How d id i t  work with in the sett ing of

Nathan Gallagher 
Iceberg, during the Cape Farewell Disko Bay Expedition 2008.© Nathan Gallagher 
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the Natura l  History Museum? What were the 
cha l lenges invo lved with the pro ject?  How was 
the exh ib i t ion rece ived by the genera l  pub l ic ? 

It was a very interesting and rewarding experience. The 
Natural History Museum has a very exciting arts 
programme. We put a proposal through for 
collaboration and found out that the curator was already 
working with Heather Ackroyd and Dan Harvey, who 
had already been on our expedition. So the project 
developed from there.  Aside from working directly on 
the show, we also produce publications, and we co-
produced a film with the BBC called Art from the Arctic, a 
60-minute film directed by David Hinton. The film has
now been seen by a worldwide audience of over 12
million in broadcasts on the BBC and Sundance TV
Channel, and in screenings at film festivals across the
world. The exhibition originated from the Natural
History Museum, has also toured around the world.

Which organ isat ions would you be interested in 
co l laborat ing with in the future and why? 

We have an exhibition starting in September with the 
Royal Academy in London. This show will be a review of  
artists engaging with the subject of climate change who 
have taken part to our expeditions. We also have a 
collaboration planned with the Southbank in London and 
the scientific societies ECI Oxford. 

What is  Cape Farewel l ’ s  s tand with respect to 
an imal act iv ism and organ isat ion l ike 
Greenpeace? 

We are very close to Greenpeace and are aware of 
other organisations like WWF that have done amazing 
work for so many years and that are very committed to 
the protection of our planet. The cultural shift we are 
trying to promote requires the work of more 
organisations together. We are interested in changing the 
way animals and habitats are perceived through climate 
change. I know Greenpeace has a much more 
confrontational style than ours; however this is fine, I do 
not think it is a problem. 

What does Cape Farewel l ’ s  agenda for 2009 
invo lve? 

A lot. Aside from the collaborations I have mentioned 
earlier, we are going to travel to the Andes to document 
how fast the ice is melting there, affecting irrigation and 
how this may have an impact on local realities over the 
next few years.  

Since 2000 David Buckland has created and now directs the Cape Farewell 
project. He also is a designer, artist, and film-makerwhose lens-based works have 
been exhibited in numerous galleries in London, Paris, and New York and collected 
by the National Portrait Gallery, London, the Centre Georges Pompidou, Paris, the 
Metropolitan Museum, New York, and the Getty Collection, Los Angeles amongst 
others. Five books of his photographs have been published including works on the 
Trojan Wars and The Last Judgment featuring the sculptures of Sir Anthony Caro, 
and two monographs of his own work. He has designed over 20 stage sets, as well 
as costumes, for The Royal Ballet, Rambert Dance Company, Second Stride, 
Compagnie Cré-Ange and Siobhan Davies Dance Company. His short film for the 
Dance for the Camera season Dwell Time was broadcast on BBC1 in January 
1996. In 1999 Buckland presented a one-man show of digitally mastered portraits 
of performers at London's National Portrait Gallery, which attracted over 100,000 
visitors. Three new commissions, all in the USA, from MasterCard, Vanguard 
Insurance, and Royal Caribbean have just been completed. Each entailed huge 
digital constructions on glass for the new atriums of each company. Buckland’s 
work was shown at the UN Exhibition for World Environment Day, an exhibition 
which toured worldwide. Buckland continues to make and exhibit artworks. In 2007 
he projected onto the Gehry stage, Millennium Park Chicago an hour-long video 
work about the Arctic made in collaboration with the sound artist Max Eastley. 

For more information please visit www.capefarewell.com  
David Buckland was interviewed by Antennae in Spring 2009 © Antennae

Nathan Gallagher 
Ryuichi Sakamoto on the Cape Farewell Disko Bay Expedition © 
Nathan Gallagher 
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 often experience that we see pictures 
through other pictures, making a cultural 
comparison instead of seeing what the art 

or the artist is trying to convey” Norwegian artist Patrick 
Huse has stated. Born in Oslo, Norway in 1948, he now 
lives in Skåbu. Huse has held numerous major 
exhibitions, particularly in northern countries and venues, 
such as the Lillehammer Art Museum, the Rogaland Art 
Museum (Norway), Akureyri Art Museum (Iceland), 
Katuaq Greenland Cultural Centre in Greenland and the 
Nunatta Sunakkutaangit Museum in northern Canada. 
Most notably Patrick Huse’s work insists on a dialogue 
with the landscape, and involves an ecological dialogue 
between humanity and nature. As Huse states: “One 
thing, which is quite clear, is that our problems are no 
longer local, because so many environments on earth are 
struggling with the same issues. With better 
communications we have become aware of how much 
we share in this regard.”   

Huse works in a variety of media including 
photography, video, and painting. Not only does 
landscape as metaphor enter into his visual dialogues but 
equally issues of language, and the way language can 
define one’s experience, as with the Saami of Scandinavia 
or the Inuit of Greenland and Canada. The art of Patrick 
Huse draws attention to the time honoured struggle 
between civilization and nature in such a manner that 
those who are “marginalized”  - as things are usually seen 
- are the only ones who, strikingly, remain faithful to the
essential concerns of humanity. His most recent
exhibition Intimate Absence, held at the Henie Onstad
Art Center in Norway, deals with the theme of absence
in the territories of Nunavut, Greenland, Iceland and
Norway. This show continues to travel having been seen
at   the   Hafnarborg   Institute of Culture and Fine Art in

 
 

 

 
 
 

 
 

Iceland (2006) and to be exhibited at the Rovaniemi and 
Kemi Art Museums in Finland in 2007, The State 
Museum of Fine Art Arkhangelsk, Russia 2007 and Sámiid 
Vuorká-Dávvirat / The Saami Collections Karasjok, 
Norway 2008.  

Noth ing is  empty not even a landscape . The idea 
is  that the way we read a landscape is  very much 
in f luenced by techno logy .  We perce ive the 
phys ics of  the wor ld much less than we d id a 
century ago in modern evo lved soc iet ies .  I t  may 
be d i f fe rent in the 3 rd wor ld or more marg ina l  
soc iet ies .  

Indigenous people define the land as something they are 
a part of so they are quite aware of the fact that you 
have to work with nature and not against it. In the 
Western world we define nature as something outside 
ourselves, something we want to conquer and exploit, 
which becomes part of the environmental problem. 

Joseph Beuys I  be l ieve undertook a performance 
stat ing he was a part o f  nature . . .Th is  idea of the 
ob ject as a data carr ie r  you had in your Reyk jav ik 
show Penetrat ion ,  i s  th is  c lose to ideas of art  as 
anthropo logy? 

There is a similarity between the artist and the 
anthropologist in the sense that they both do research to 
be able to tell a story. The execution of the information 
is what is different. But the similarity is that they both 
have to do research on certain materials. Any material 
reworked into an art object or an art project implies a 
research on the basic material.  

“I

THE UNCULTIVATED
LANDSCAPE:

 

PATRICK HUSE
Norwegian artist Patrick Huse has for many years harboured an interest in the Arctic, its landscape and the people living 
there. His practice involves paintings, drawings, photography, video-installation and wall-installed texts, different objects and 

documentary material. Here the artist is interviewed by John Grande in an extract from his book Dialogues in Diversity. 

Text and Questions by John K .  Grande 
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The art is t  o f  our t imes is  very consc ious of the 
way h is  or her art  is  d isp layed .   

In a world where so many things are communicated 
upon us, this is not so unnatural in the sense that if you 
say you want to communicate something very specific it 
is important that you clearly decide what you show and 
how to show it. There should be no contradictions 
between what you are communicating and how you 
display it. In this sense display is important. 

Would you cons ider v ideo an artefact of  our 
c iv i l izat ion? Is  i t  an artefact or a medium or 
both? 

I see everything as a medium, a vehicle, a possible way of 
communicating something and everything is connected. 
The way I work myself is that I collect all kinds of 
information on issues I rework and I communicate 
through photography, writing, painting, drawing and 
video. Some content is best communicated through 
photography, other times through video, or painting. And 
if I cannot communicate my ideas through these 
mediums, I write it. 

A lot of  your work has dealt  w ith the landscape, 
but is  i t  a soc ia l  landscape , a p lace that inc ludes 
people with in i t  or  a barren landscape? 

 

I am interested in the uncultivated landscape because 
that brings me closer to nature. By reworking this 
material into art you discover that any landscape or land 
area has a social meaning or significance. Working in the 
Arctic it is very difficult not being socially or 
environmentally involved because everything is so open. 
We must also remember that these areas have been 
sustainable for several thousand years before white 
people made their entrance, so they contain specialized 
knowledge inherited during hundreds of years.  

Would you cons ider J .M.W. Turner a cu l t ivated 
landscape painter ,  o r  an uncu l t ivated landscape 
painter . . .  

At the moment you paint a landscape you cultivate it. 
Nature is a world unto itself and impossible to recreate. 
Turner is representing an early European academic 
landscape painting, which is to a high degree cultivated. 
This is because he was a very strong proponent of 
European Romanticism, which is one way of approaching 
nature or seeing/experiencing the landscape. 

Yes ,  i t  i s  very much about progress in the 19th 
century and how i t  a l tered a v iew of nature .  You 
have sa id :  "When art  s tops becoming soc ia l  
c r i t ic ism i t  becomes mere enterta inment . "  

Patrick Huse 
Bølgende landskap, watercolor and pencil, 27.6 x 39.4 in. / 70 x 100 cm. 1992 © Patrick Huse 
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What do you mean by th is ?  

Artists to a large degree use public space in their 
communication. To my understanding this involves ethics 
and a certain responsibility in what you communicate. By 
this, the artists have to define their own social role as 
artists in public space, meaning in itself a stronger social 
participation. I believe the social possibilities and impact 
of art is highly underestimated in general.   

A lot of  the art  that I  have recent ly  seen in 
pub l ic  exh ib i t ion spaces of fers no c lue as to what 
the soc ia l  ro le i f  i t  i s .   

A large percentage of the art production is produced for 
the market, which actually has nothing to do with art. It 
has to do with economy. From my experience art 
reflecting social-political issues are often in contradiction 
to the market. 

You were invo lved in a pro ject in Green land 
document ing the Inu i t  cu l ture of  Green land .  Was 
th is  out of  cur ios i ty?  What brought you there? 

 

Well, me, and the Arctic is a long story. Maybe it began 
in early childhood because my father was an outfitter and 
he supported people who were going to the Arctic, to 
Alaska and elsewhere. So from my early age I began to 
collect various kinds of literature on the Arctic. After a 
while you get tired of reading about it, and you want to 
see the real thing. I got a grant and that is how it all 
practically started. At that time I had been withdrawn 
from the art scene because I was tired of everything 
connected to the art market. I did not have a clear idea 
at that time but it seemed that a documentary approach 
could make a difference. From this point of view I made 
a series of documentary woodcuts from daily life in 
Greenland and made some 500-600 documentary 
photographs from the area.  

So you moved towards a more educat iona l or 
soc ia l  ro le for  your art is t ic  pract ise .  

You can say that, but it was more like trying to tell a 
story that had something to do with reality, because I 
think that reality was a really interesting and terrific place, 
and I agree, it changed my attitude and approach to art.  

J M W Turner 
Landscape with Distant River and Bay, Oil on canvas, 94 x 124 cm © Musee du Louvre, Paris 
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Which br ings me back to what or ig ina l ly  
att racted me to your art ,  wh ich is  th is  ser ies of  
pa int ings or ig ina l ly  executed in Ice land .   

The preliminary sketch-work and photography together 
with all kinds of research connected to this landscape 
was done in Iceland.  

These works are very abstract but h inge on 
representat ion as wel l .  The i r  c lose-up deta i ls  look 
very abstract .  

The closer you get to nature the more abstract it 
becomes. 

Are these very ar id and barren landscapes 
futur is t  or  rea l is t ?  

I see them as realist. The title of the exhibition was Rift. 
Rift refers to a Rifting Zone, a geological term for a zone 
where the landscape is breaking apart. In this case the 
Rifting Zone goes from the southwest to the northeast 
of Iceland and there is no sign of cultivation in this 
specific area. It is a violent rough terrain, and it is reactive. 

Quite vo lat i le  and an imated as a landscape . 

Physically it’s quite a dangerous place. It is very 
humanized in the way it's shaped and it contains a 
mysterious world of nature because it reflects our origin, 
and nature is something we never will fully understand. 

What do you th ink of th is  not ion that nature is  
someth ing we have to save ,  that i t  i s  f rag i le ,  that 
i t  cannot adapt ,  and that humans are destroy ing 
nature .  In a way doesn't  nature adapt to 
anyth ing ,  because in fact everyth ing is  nature?  

Given the state of the planet today it is obvious that 
Western culture has failed in administering nature’s given 
resources. Otherwise we would not have an 
environmental problem. By saving nature we save 
ourselves, and it may be that Western culture should 
have a more open mind to other cultures for both 
questions and answers. I believe there is no culture that 
today can claim to have the answers for what we might 
need in the future, which means that we have no 
knowledge to lose. 

In  some of these paint ings ,  there are these 
beaut i fu l  patterns ,  nature in microcosm. 

The paintings you refer to I consider as close ups and tell 
how nature is built. You can say they describe the flow 
or movement in nature. In nature everything is changing 
while culture is preserving, which may be one of the 
largest contradictions between culture and nature. 

How do you perce ive that contrad ict ion? 

You can easily say that it is impossible to make art into 
nature.  

I  th ink a lso there is  th is  idea that nature is  
a lmost an ex is tent ia l  s tate for  humans .  Humans 
who have a Romant ic v iew of nature haven't  
been in nature often ,  because wi lderness is  qu i te 
exhaust ing and unforg iv ing .   

I do not find nature romantic. A romantic approach to 
nature represents a distanced view of nature. 

After a few days in nature you wi l l  be ob l iged to 
deal w ith that . . . !  I  am fasc inated with the way 
you work as an art is t .  You have made ind iv idua l 
cho ices as to how you exh ib i t  your works and 
where ,  and what sub jects you choose to make 
your art  out of ,  and how you choose to make a 
program for your art .  The typ ica l  art is t  s imply 
stumbles a long ,  makes the art ,  and then wonders 
what to do next .  Where do I  f ind the show and 
so on .  You approach is  qu i te unusual because not 
on ly have you not been worr ied about the b ig 
markets ,  but you have or iented your works 
around the c i rcumpolar countr ies and reg ions .  
And there are s imi lar i t ies between these cu l tures :  
the Inu i t ,  the Saami and northern peoples -  not 
on ly c l imact ic  and geographic ,  but as i t  perta ins 
to b io- reg iona l cu l ture .   I t  i s  an interest ing way to 
go about i t .  

I perceive a social role for art. That means, as an 
example, I went to Devon Island to do some sketching 
and photography as a background before different land 
interpretations. As I remember from the Greenland 
journey in 1982 it is very difficult to be in the Arctic 
without being somehow socially or environmentally 
involved. Because of this, the attention was pointed away 
from Devon and directed towards Resolute / Qausuittuq 
and the community there. Different landscapes created 
different possibilities from resources and climate, which 
then again created different cultures. This is important. 
Out of diversity something develops, not out of similarity. 
Doing research on these issues uncovers new 
possibilities and there is knowledge of the land, of way-
finding, of survival and it takes more than a lifetime to 
understand if ever. 

A great prob lem now is  that as d ivers i ty  is  
reduced in a g loba l cu l ture ,  we are not 
cha l lenged by var iat ion ,  by readabi l i ty  o f  spec i f ic  
o f  cu l ture ,  by memory of p lace ,  by quest ions of  
ident i f icat ion with p lace .  As a resu l t  we are 
miss ing someth ing .   

In Western culture we live in a self-referring culture and 
of course contemporary art will reflect this issue. The 
scientists say that in the next 10 to 20 years we will 
loose 2500 smaller languages. It may be possible to look 
at   the   growing gap between Inuit and the land and the 
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emergence of landscape in art and culture as an indicator 
of this distancing from the original all-encompassing life 
on the land, where life was the landscape and vice versa, 
and what we are missing is the awareness to the local 
environment. 

I  have seen both extremes of th is  market th ing .  I  
have seen art is ts  invo lved in incred ib le product ion 
just  for  the market .  And others who do not even 
cons ider i t .   

Today there is less to distinguish the art project from a 
commercial project than ever before. Art in its nature 
represents an individual language and could function as a 
resistance towards standardization. This is always a 
question of ethics. To do what the market demands is a 
matter of choices and every choice always represents a 
price you have to pay. These choices are personal, and 
to a large degree depend on conditional demands. I try 
to make the best possible conditions to communicate 
the content in my work and from that choice I have to 
work from a pedagogical point of view not considering 
the market. 

When you look at a landscape, a landscape is  
ca lming .  

I believe the land or nature, if you want, is more 
complicated than "calm" because it represent so much 
information that has been delivered down through 
history at the same time as it can give you a sense of 
belonging. In the Western culture, from an urban point 
of view, the landscape is something often visited on 
Sundays for recreation. In one way this can seem 
ridiculous but what it basically tells us is that humans 
need a connection to nature. Maybe this is the calmness 
you discuss. 

When you look at a c i tyscape i t  i s  very 
st imulat ing but there is  no focus .  

Fascination is always easy, and progress in urban culture 
today is often connected to the spectacular, like a 
happening with its highlights. You do not actually have to 
distinguish much. You just attend to what is happening. 
So your whole life becomes some sort of happening 
created by others and the noise is so loud that you can't 
hear your own heartbeat. 

I  th ink that the whole wor ld is  nature .  Concrete ,  
asphalt ,  p last ic ,  a l l  mater ia ls  are nature .  In a 
way ,  postmodern def in i t ions of  what nature is  
and what art  can be are rather art i f ic ia l  and 
d isp laced ,  just  as the cu l ture is  d isp laced f rom  

Patrick Huse 
Landskap, watercolor and pencil, 27.6 x 39.4 in. / 70 x 100 cm., 1992 © Patrick Huse 
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nature .  The af f i rmat ion is  one that has 
destruct ion impl ic i t  to i ts  own re ject ion of nature 
as a process ,  not a product .   

Nature existed long before human life and consciousness 
appeared and will exist long after we are gone. It is not a 
question of everything is nature, more precisely, organic 
and inorganic material containing different kind of 
information. Our Western stigmatised view on nature 
represents a fair for the unknown, which again creates a 
need for a philosophy of nature. You don't need to 
explain what you are a part of. 

There are s imi lar i t ies between As ian and 
Northern nat ive cu l tures in terms of t rad i t ions ,  
l i fe  t rans i t ions and the i r  bas ic  approach to 
mater ia ls .   

The more I learn about indigenous people globally the 
more I see a similar approach to what we in the 
Western world call nature. To Inuits nature is birds, lakes, 
caribou, and distinct explanations of the variety 
surrounding us in order to survive.    

I f  you photograph garbage i t  does not change 
the s i tuat ion un less we understand what the 
cu l tura l  cond it ions are and we start  to ta lk about 
that .  Otherwise we are mere ly ob ject i fy ing the 
whole process of  destruct ion and mediat ion of 
the land and nature yet aga in .  

If by garbage you mean leftovers from human activity it 
exists everywhere. If we want to describe an area and 
the social conditions there you have to catch some of 
the values existing. All communities have values but 
sometimes they are difficult to recognise partly because 
of our own intolerance. 

What of the Inu i t  and ind igenous people of the 
North in Scandinav ia .  Do you perce ive any 
d i f fe rence between the Inu i t  o f  Green land or 
Canada, or the Saami in Norway? 

Among Inuit in Canada there exist different cultures. 
There are differences in language, in climate and different 
ways of surviving. In Greenland the language in the 
northwest is very different from the east. The snow 
conditions are different. Traditionally Inuit are hunters 
while for several hundred years the Saami people have 
herded the reindeer, which gives a more predictable 
sustainability. Among the Saami people you have ten 
different languages. There exist thousands of local 
differences due to local conditions. 

Everyth ing comes f rom nature that we are 
consuming and yet cu l ture seems to have den ied 
any l inks to nature .  There were propagandists  
then too .  

Well, everything we consume is not produced in nature, 
but from the time we established market economy the 
links severed.  

Art critic, writer, lecturer and interviewer,  John Grande's reviews and feature 
articles have been published extensively in Artforum, Vice Versa, Sculpture, Art 
Papers, British Journal of Photo-graphy, Espace Sculpture, Public Art Review, Vie des 
Arts, Art On Paper, Circa & Canadian Forum. He is also the author of Balance: Art 
and Nature (a newly expanded edition by Black Rose Books in, 2004), Intertwining: 
Landscape, Technology, Issues, Artists (Black Rose Books, 1998), Jouer avec le feu: 
Armand Vaillancourt: Sculpteur engagé (Lanctot, 2001), and his most recent book, 
Dialogues in Diversity: Marginal to Mainstream published in Italy in 2007 by Pari 
Publishing. 

Patr ick Huse is a Visual Artist from Oslo, Norway — who has worked extensively 
with large pedagogical museum art projects connected to Northern issues for many 
years. He has produced books related to the different projects. He has carried out 
social research in Arctic Canada, Greenland, Iceland and the Nordic countries and 
cooperated with a large number of academics from several universities. His books 
are used as text books in academic courses in universities and university colleges. 

The Uncultivated Landscape is an extract from Dialogues in Diversity by John K. 
Grande, published by Pari Publishing. The text is here re-printed with permission of 
the author and publisher © Pari Publishing
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arly in 2003 I was working in my studio with thin 
fragile fragments of plaster – what had once been a 
relief had subsequently shattered into a 

bewildering puzzle. At first I tried to attempt a re-
construction, but each time I moved a piece, it broke, 
until I decided to abandon the attempt and instead to re-
align them as though they were moved to their final 
destinations by forces like wind and sea. The phone rang. 
It was David Buckland, “Max, I want to know if you 
would like to go to Spitsbergen, six hundred miles from 
the North Pole, and make art ?“ 
         All I can remember of the conversation is isolated 
words and images: “Arctic circle; Polar research, Climate 
change; Oceanography; Two-masted schooner –
Norderlicht; twenty-four hour daylight. Polar bears.”
         “Is it dangerous?” I asked,  “I will have consult with 
my family….”

“Preparation is always the best antidote to 
danger” said David.  

I prepared. 
         I wanted to record sound so I consulted with 
Chris Watson, an expert in recording in extreme 
conditions. He advised me that in minus 20 degrees, 
standard cables will freeze and snap, oxygen-free cables 
won’t; lubricants in a DAT machine can also freeze; be 
careful not to take equipment from the cold into warm 
conditions - your worst enemy is condensation; be aware 
that the standard DAT  batteries can exhibit bizarre 
behaviour at low temperatures,  use a lead acid type - 
they are heavy but reliable. I later learned that the weight 
of the equipment could also be a problem when walking 
through miles of snow to a location.  
         I was given a brochure from the company that was 
organising this trip, an Eco-Tourism company, although 
were  featured:  two  of  them  Russian ice breakers, our  

mission was not a vacation as every artist and scientist on 
board had much work to do. Three ships were featured: 
two of them Russian Ice Breakers, formidable looking, 
each of about 2000 tons. The third ship, the Norderlicht, 
was very different.  A picture showed a small, red hulled 
sailing ship under full sail looking decidedly 19th century. 
“Why can’t we sail in a bigger ship, one of those hefty 
icebreakers?” I asked myself. Reading further, I found that 
the Norderlicht was actually a steel hulled ship made to 
withstand the Arctic conditions.  I wasn’t completely 
reassured.  
          I began to read.   
          First, Coleridge’s “Rime Of The Ancient Mariner.” 

As the Mariner approaches the South Pole: 

And now there came both mist and snow,
And it grew wondrous cold:
And ice, mast-high, came floating by,
As green as emerald. 
The land of ice and of fearful sounds where no living 
thing was to be seen. 
And through the drifts the snowy clifts
Did send a dismal sheen:
Nor shapes of men nor beasts we ken--
The ice was all between. 
The ice was here, the ice was there
The ice was all around 
It cracked and growled, and roared and howled,
Like noises in a swound! 

Next, I turned to Herman Melville’s Moby Dick.  I 
remembered a chapter, “The Whiteness of the Whale,” 
where there is a footnote referring to the polar bear: 
“With   reference   to   the polar bear, it may possibly be 

E 
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urged by him who would fain go still deeper into the 
matter, that it is not the whiteness, separately regarded, 
which heightens the intolerable hideousness of that 
brute; for, analysed, that heightened hideousness it might 
be said, only arises from the circumstances, that the 
irresponsible ferociousness of the creature stands 
invested in the fleece of celestial innocence and love; and 
hence, by bringing together two such opposite emotions 
in our minds, the Polar bear frightens us with so 
unnatural a contrast. But assuming all this to be true; yet, 
were it not for the whiteness, you would not have that 
intensified terror.” 
          Then I found two extraordinary images in Gretel 
Ehrlich’s book, This Cold Heaven. Blind Ambrosius, an 
Inuit, says: 

“Our country has wide borders; there is no man born 
has travelled around it. And it bears secrets in its bosom 
that of which no white man dreams. Up here we live 
two different lives; in the Summer, under the torch of 
the Warm Sun; in the winter under the lash of the North 
Wind. But it is the dark and cold that makes us think 
most. And when the long Darkness spreads itself over 
the country, many hidden things are revealed, and men’s 
thoughts travel along devious paths.” 

 

And then, a quote ascribed to Knud Rasmussen:  “Do 
you see that coming?” The old woman Arnaluaq asked.
“What?”
“That - out over there over the sea. It is the Dark 
coming up, the great Dark!” 

I remembered designing an opera by the 
composer Michael Parsons: Journey To The North Pole in 
1985.  Parsons took as one of his starting points a 
statement by the Danish philosopher Kirkegaard: that the 
North Pole is a very spiritual place and it would be 
uplifting to journey there, but if you couldn’t, a Sunday 
afternoon walk would be just as good. The first act of the 
Opera was set in a Danish sitting room.  The second act 
was about the rivalry between two Arctic explorers, 
Cook and Peary and was set at the North Pole. I 
designed a set of crumpled paper and light bulbs and a 
storm scene of polystyrene beads blown by hairdryers.   
         The performance took place on a sweltering July 
evening. This is the way I prepare for work, reading and 
thinking in images, assembling and re-arranging pieces of 
a puzzle like the shattered plaster relief. 

Max Eastley 
Max Eastley recording sound onboard the Noorderlicht during the 2004 Art/Science Expedition © Cape Farewell 
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The Norder l icht 
Extracts from my diary, 2003 
26th May  
Arrived in Tromso and visited the Arctic centre. There 
was an aquarium and a bearded seal swam in a straight 
line above our heads. I heard something, a high-pitched, 
single whistling note.  
         To the harbour and my first view of the 
Norderlicht.  Several remark how small it seems, but 
having had some experience of spending time on boats 
as a child with my father, I know that what is surprising is 
that once you are on board, the ship will become larger. 
We set off in the evening, down the Fiord in daylight. 
Gradually the houses, cars and lights diminish.  
         I share a cabin with a film-maker, David Hinton. I 
am grateful to him, and I think he is to me, that we are 
able   to   co-exist in this tiny space.  We are in the bow,  

the forecastle of the ship, where every movement of its 
progress is felt.    
        Overwhelming feeling of leaving behind a familiar 
world. I eventually fall asleep. “Oh sleep! it is a gentle 
thing, beloved from Pole to Pole” (“The Rime Of The 
Ancient Mariner”).  

27th May 
The sea has changed. The ship is moving. The bow rises 
up, up, falls, hits the sea, moves from side to side; a 
pause, then rises again but never exactly the same 
sequence. There is, it seems, a bigger movement on the 
fifth and seventh wave. Sea-sickness has laid most of the 
passengers low, but for me, who spent so many 
summers in a small boat, the bodily memory returns 
through my feet to my legs. I manage somehow to align 
my   mind and  balance with the ship, accept the change   

Max Eastley 
Glacial Sound-scape, 2005 (detail) © Cape Farewell 
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and leave land behind. 
         This region of the Barents Sea is known to the 
Norwegians as the Devils Dance Floor. The sound of the 
ship, the ropes and tackle on deck, are transmitted to the 
interior of the ship by the steel masts. Every thing is 
moving, the crockery rattles, the bell in the cabin 
occasionally rings.  
          On deck the cold wind bites and howls through 
the rigging, the sea is a grey green, the waves white-
topped. The light is startling. Here, unlike being below, 
you see the waves and anticipate the movement. I like it 
here. The crew say it is better to be on deck and accept 
the sea rather than remain in a cabin and try to make the 
four walls a substitute for land.  
          I go back to the cabin and set up my recording 
equipment for the first time and, wearing it like a suit, 
return to the deck and begin recording the sounds of the 
ship. Some time later there is shouting. Everyone swarms 
on deck. Whales! Where? There! Dark shapes appear, 
minke and humpback. A chaos of cameras click and 
whirr. I join in and dangle a hydrophone over the side. I 
put on headphones and hear sea and the ship’s engine 
but nothing else. No whales. 

May 28th 
Land on the horizon: a small point that grows over the 
hours into Bear Island.  The four hundred metre cliffs 
dark and forbidding, the tops hidden in cloud. This is my 
first sighting of pack ice, a white belt of myriad shapes in 
continuous movement.  
           Again a shout; Bear! I strain my vision into the 
pack ice. One of the crew says ‘Don’t look for white look 
for yellow’. I adjust my colour recognition to yellow and 
scan again and again, and see a tiny faint yellow 
movement. Apparently bears appear yellow at a distance 
and become increasingly white and dangerous merging 
with the ice as they move towards you. It’s a young polar 
bear, desperately chasing sea birds. Eventually it swims 
out to the ship, lifts its head from the water, and, sniffing 
the freezing air, stares at us. Perhaps it’s never seen or 
smelt a ship or a human before?  This is the characteristic 
behaviour of a curious bear, they are, however, 
notoriously, unpredictable. If a bear blows through its 
nostrils and snaps its teeth together, you are in a 
dangerous situation, one which I resolve never to get 
into even though it might make an interesting recording.  

May 30th 
         We arrive in Hornsund, Spitsbergen. Everyone 
of us is speechless at the black mountains, the white 
snow and blue ice. I lower the hydrophone over the 
ship’s side and listen. This is unbelievable. I hear 
descending notes glissading gracefully, ascending slightly 
then falling. It’s a seal. It’s joined by another, whose voice 
follows then curves round the first, weaving a beautiful 
tapestry. But looking out, there are no signs of seals. 
Sound travels more efficiently through water and they 
could be twenty miles away. 

May 31st 
Dr. Ko De Kort, our guide, takes us ashore. Our aim is to 
record a Kittiwake colony on a 1.000 metre high cliff. We 
will climb a scree slope to get as close as possible to the 
birds. The slope seems to be at a 30-degree angle. Half 
way up we pause and I turn to look down and see the 
tiny ship dwarfed by the landscape.  For the first time I 
feel real fear. We continue up the slope but the scree 
slides out from beneath our feet and we have to start to 
crawl. Dr Ko says that the ice holding the scree together 
is far more melted than he had anticipated for this time 
of the year. This is global warming. We crawl a little 
further and stop. We are trapped on the slope. I find 
myself talking to my recording equipment for comfort.  I 
concentrate on recording the kittiwakes to distract me 
from panicking and falling down the slope. I am grateful 
when we achieve the descent.  I see a whale in the sea. 
Dr Ko looks through binoculars: “No its not a whale, it’s 
a rock, but it’s just as beautiful”. I learned a lot from this.  
Later we go ashore to a Polish research station and one 
of the scientists tells how, in the last winter when it was 
dark for all twenty four hours of the day, he heard an 
unfamiliar rasping sound. He followed it through the 
station until he found it was coming from one of the 
storerooms. He entered and switched on the light - the 
sound came from the window, which was frozen. A black 
slug-like shape was moving over it again and again: it was 
a polar bear licking the window from the outside. 

5 th June 
We sail to a coastline and anchor. Walrus swim around 
the ship. I lower the hydrophone into the water and hear 
an extraordinary sound, like nails being hammered into 
wood. It is the walrus clicking their teeth together. Later I 
fix wind flutes to the ship. In the morning I find they have 
been covered over. The crew tell me that they did it; the 
flutes seemed to make the persistent wind blow more 
wildly.  

London 
From these fragments of experience I began to assemble 
thoughts of work. What struck me was that although the 
journey was extraordinary, it was the return that really 
affected me. I felt a deep sense of sadness and 
depression as we left that world of remote nature and 
returned to the source of the changing climate - the 
industrial human world. What we were trying to do was 
to confront not the Arctic but ourselves. The Arctic had 
made me more aware of my senses and I began to 
perceive this world of machines to be as alien and 
remote as the frozen wilderness we had just left.  
            I created my first work for Cape Farewell’s 
temporary exhibition, Ice Garden, that took place outside 
the Bodlean Library,Oxford. 2006.  I was inspired by the 
visible layers or strata of debris that I had seen in the 
glaciers that we had sailed past. I had the image of layers 
of stones trapped in ice, falling as the ice melted. Was it 
possible to make an artificial glacier? I collaborated with 
Ice sculptor Duncan Hamilton. Duncan said it would be 
possible to make it over a few  
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days: to start with a layer of water and when that had 
frozen, to add a layer of stones. The maximum size he 
could do was one metre long by fifty centimetres wide 
and fifty centimetres deep and the whole frozen 
structure would weigh 150 kilos. During the process he 
would freeze ropes into the ice so that it could be 
suspended. He could make two, so any structure built to 
hold them would have to be capable of taking a weight 
of 300 kilos. I also worked with sound engineer Dave 
Hunt and we planned that under the suspended ice 
would be a metal plate with contact microphones 
attached to an amplification system and speakers which 
would project the sound of the dripping water and the 
stones falling from the ice.  
         We all hoped that the ice would stay in one piece 
when it was suspended.  It did. The layer of stones 
waited for the inevitable change as the ice transformed 
into water and the stones fell onto the plate, punctuating 
steady drips with dramatic crashes.  It was beautiful, 
frightening and moving as it steadily decayed. 

My next piece for Cape Farewell was a kinetic 
sculpture, Ice Field, shown as part of  The Ship - The Art Of
Climate Change exhibition at The Natural History 
Museum in London 2006; the Liverpool Biennale, 2006;  
Kampnagel, Hamburg, 2007, Madrid and Tokyo, 2008. 

It consisted of eight pieces of resonant glass, formed by 
allowing lead crystal to freely melt and solidify, suspended 
in front of a panel, each with its own striker and motor. 
Each piece of ice-like glass was amplified and the signal 
fed into a computer programme, designed by Dave 
Hunt, that varied the total amount of amplification, and 
delay/reverb. It created an ever-changing sequence of 
ethereal notes which rose and fell like the melancholy 
bell of a passing ship. 
           In 2007 I also released an album, Arctic, which 
was a realisation of the recordings I made in Spitsbergen. 
I have played live with this album at Hamburg 
Planetarium and Millenium Park, Chicago, accompanying 
David Buckland’s film, Burning Ice. Here is a quote from 
the cover: 

“Arctic is a series of sonic images. Their composition 
involved a process of sifting, editing and constructing 
from the many hours of recordings made in the Arctic. 
The work is a summation of my experience of the 
sublime: exhilaration, fear and an overwhelming sense of 
tragedy unfolding before me. I hope that the music 
communicates my emotion, passion and concern for this 
fragile natural world”. 

Max Eastley 
Glacial Sound-scape, 2007, Eden Project, Cornwall (detail) © Cape Farewell 
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In 2000, Max Eastley exhibited six installations at Sonic Boom at the Hayward 
Gallery, London and travelled to Japan to exhibit and perform with David Toop at 
ICC Tokyo. He was also a research fellow at Liverpool John Moores Univesity. The 
previous year a permanent sculpture of his was installed at the Devils Glen, Co. 
Wicklow, Ireland. 

In 2002 he exhibited at the Festival De Arte Sonoro, Mexico City, and was 
commissioned by the Siobahn Davies Dance to write music for the dance piece 
Plants and Ghosts which toured the UK. 

In 2003 he exhibited a large scale sculpture for Art At The Centre, Reading in 
collaboration with Sound engineer Dave Hunt, and performed with Victor Gama at 
the ICA London, as part of the Atlantic Waves festival of Portuguese Music. 

His latest collaboration with David Toop: Doll Creature, was released in 2004. also 
in that year he exhibited an installation in Cologne, Germany. In 2005 he exhibited 
two installations in Ireland one in Dublin and an exterior work in Cork as part of 
the European City Of Culture celebrations and an installation in Riga, Latvia. 

In 2007 He exhibited with Cape Farewell in Hamburg, Germany and performed 
ARCTIC at the planetarium. His latest work with the duo Spaceheads: A Very Long 
Way From Anywhere Else and the album with Martin Bates Songs Of 
Transformation were both released in May 2007. He also toured in a duo with 
Thomas Koner and performed solos in Rotterdam, Sardinia. He has recently 
completed an installation at the Metropole Gallery Folkestone. 

Max Eastley 
Exposición CAPE FAREWELL 45 © Ignacio Hernando - Fundación Canal 
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 ACKROYD &
HARVEY’S GRASS

Heather Ackroyd and Dan Harvey have collaborated since 1990. Their work includes installation, sculpture, 
landscape design, photography, performance, and film, and frequently reflects both architectural and scientific 
concerns. Since 2003, they have been involved with Cape Farewell and have developed a reputation for growing 
grass ‘on and inside’ landmarks. 
  Text and Questions by Sonja Britz 
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t can be argued that culturally and historically the 
practise of Heather Ackroyd and Dan Harvey 
constitutes a bridge between one of the earliest 

photographic antecedents and contemporary 
environmental concerns. The daguerreotype came about 
through artist Louis Daguerre’s search for ways of fixing 
the transient ‘sun drawings’ of scientist Joseph Niepce.  A 
similar combination of natural phenomena and human 
in(ter)vention informs the oeuvre of Ackroyd and 
Harvey. However in addition to an interest in the 
historical processes of fixing transient images, they also 
possess a contemporary concern for global warming and 
the fragility of eco-systems.    

Although Ackroyd and Harvey are best known 
for their photographic works made by exploiting the light 
sensitive properties of grass seedlings, their interests 
stretch beyond into a wide array of intersecting 
disciplines: sculpture, photography, architecture, sound 
and ecology provide forums for discourse on deep 
ecology. They are both informed by and inform research 
in genetics; since 1997 they have worked with scientists 
at IGER (Institute of Grassland and Environmental 
Research) on the ageing process and thereby the 
prolongation of their images.  

“In the greater body of our artwork we play with many 
materials exploring processes of growth, transformation and 
decay, and we embrace the transience and ephemeral 
nature of our materials. Yet somehow the fragility of these 
chlorophyll apparitions urged us to make moves to preserve 
them longer.”

Their use of grass as a creative medium is not limited to 
photographic processes; several architecturally related 
works like Fly Tower, Life Drawing and Dilston Grove have 
received living ‘skins’ of grass which imbue the inert 
architectural forms with a regenerating power. However 
it is their almost compulsive interest in regeneration and 
loss that drives most of their projects, irrespective of the 
material employed. For example in Twist, recycled slate 
metaphorically teams up with the generation of wind and 
solar power to not only transform an existing landmark, 
but to provide light. 

But perhaps their most collaborative and 
interdisciplinary work has taken place in the extremities 
of the High Arctic through the Cape Farewell project 
which seeks to provide a cultural response to the true 
scale of environmental and climate change through 
dialogue between artists and scientists; Ackroyd and 
Harvey have been involved in the programme since its 
inception in 2003. 

One of their most compelling works from this 
collaboration Stranded (2006), addresses most poignantly 
one of their chief concerns: how and why loss matters. A 
beached minke whale encrusted with alum crystals 
iconically reflects on irretrievable extinction. 

Roland Barthes be l ieved that conceptua l ly ,  death 
is  impl ic i t  in  photographs -  and that therefore 
photography is  the medium through which we  

exper ience the rea l i ty  o f  death .  How, in your  
v iews ,  may your organ ic ‘photographs ’  re late to 
Barthes ’  v iew of morta l i ty ?  

It is through the life-force of the living material and the 
production of the pigment chlorophyll that our 
photographs exist.  We have arrived at a point where 
we can confer greater ‘life’ on our bio-chemical 
photographs by killing the grass. Death is inevitably 
bound up in our process. But the nature of the death has 
changed. Our living grass photographs were subject to 
other forces apart from light that corrupted and 
degraded the image – humidity and air transported 
spores of mold. By rapidly drying the grass photograph, 
framing it and conserving it in optimum conditions, the 
grass and image can be preserved potentially for years. 
However, we do not ascribe ‘immobility’ to our 
photographs, and we have had to confront their essential 
organic nature, the sensitivity of chlorophyll (even when 
dried) in being exposed to excessive light. The urge to 
try and arrest the loss of these chlorophyll apparitions 
has led us to work closely with biochemists and 
geneticists. How do you stem the inevitable flow of 
decay when working with a living material? There are 
steps we have taken to slow it down, to attempt to 
stabilise change, and this has allowed the work to gain a 
wider audience. We have shown work in a dried state, in 
low light, for up to two years in exhibition.  

In  your work After l i fe ,  the t rans ience of a busy
c i ty  space metaphor ica l ly  port rays pass ing l i ves .  
How does the t rans ient medium you have chosen 
ref lect on the ind iv idua l?     

We made our first portrait in 1995, Portrait of Ernesta. 
We decided to make something intimate and traditional. 
Ernesta was an elderly woman, born in the village where 
we exhibited the work, and who for the best part of her 
life had worked in the fields. The small church where the 
work was shown had lain empty for years.  The response 
to the work was very moving, and the mortality of the 
subject and the material suddenly came together in a 
way that made sense to us. It had a ghostly presence, 
‘there and not there’. The closer you came towards the 
image the more it seemed to disperse in front of your 
eyes. It triggered an emotional response in the viewer 
and us.  

Mother and Child (1998) was a very personal 
work. Our daughter was then 8 months old, and we 
made the photograph in our apartment above our 
studio. It was the first time we grew a work for 
exhibition in the stay-green grass. We dried, framed and 
freighted it off to the USA for an exhibition about art, 
science and genetics.  It was quite liberating – the work 
had come of age in one way. 

Testament (aka portrait of Barbara) (1998) took 
the intimacy of the portrait and blew it up to a 
monumental scale. The image was 25 ft x 25 ft. The face 
became a living landscape. The work was shown in a 
disused Salvation Army Building, and we came across the  

I 
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woman we were to photograph at the active Salvation 
Army meeting house around the corner. We 
approached her directly and she agreed to be 
photographed.  

In 2001 we worked on our first solo exhibition 
in London at the Beaconsfield Gallery, yards away from 
London’s famous Lambeth Walk. We wanted to capture 
everyday people, strangers to us, crossing over a 
pedestrian crossing. In a way we were deliberately 
stripping the content down to something apparently 
mundane, walking from one side of the road to the 
other, but presented in the gallery these full-size portraits 
were elevated to 18 ft high. Seven huge panels were 
staggered through the space, of people caught in the act 
of passing from one side to the other. The piece was 
called Afterlife – The Lambeth Walk. 

Also in 2007, we presented a new work in an 
exterior location for Big Chill at Eastnor Castle. Four 
portraits of individuals we initially photographed passing 
by the Big Chill bar just off Brick Lane were developed in 
the grass medium and then exhibited in festival field, 
exposed to sunlight, the elements and thousands of 
curious people. The ‘look and do not touch’ ethos of the  

 

art gallery was eschewed in favour of a very hands-on 
approach. The image was literally touched to a point of 
near erasure. 

For our exhibition Here and There (2008) we 
photographed individuals now living in London, who 
were originally from Sao Paolo. Time is embedded in the 
medium and the gradual disappearance of the image as 
the grass died was resonant with the inevitability of time 
passing and absence. 

I t  seems to me that your work has a great deal 
in common with Ana Mendieta ’s  Si lueta  ser ies in
i ts  explorat ion of  s i te and the re lat ionsh ip 
between l ight ,  g rowth and the conceptua l isat ion 
of t ime. What do you be l ieve are the s ign i f icant 
d i f fe rences between the t rans ience which is  so 
centra l  to your pract ice and that embodied in the 
work by Mendieta? 

We have never seen her work in exhibition, and would 
probably need to study more about her approach and 
work to give a good critical answer here.  In terms of 
transience,   the   colour   green is volatile, both in nature 

Ackroyd & Harvey 
Mother and Child, 1.8m x 1.2m (Comparative studies) © Dan Harvey and Heather Ackroyd 
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and man-made pigments. In 2000 we exhibited a large 
grass photograph in the tapestry gallery at the V&A. The 
surrounding 15th century tapestries of the Devonshire 
Hunt series depicted scenes of flowers and trees, but no 
green in sight. The grass was blue. The yellow mixed to 
make the green dye was very volatile and over time had 
disappeared. Our grass photographic tapestry was only in 
shades of yellow and green, and served as a haunting 
reminder of what had been lost over the centuries. 
We like Freud’s paper “On Transience.” “Transience 
value is scarcity value in time. ….Nor can I understand 
any better why the beauty and perfection of a work of 
art or of an intellectual achievement should lose its 
worth because of its temporal limitation.”  

As mentioned before, Mother and Child used a 
stay-green grass developed by our science colleagues at 
IGER. We had not however quite taken into the 
equation just how influential light would be on the long-
term preservation of the image. The ephemeral nature of 
our creations had been tempered somewhat using the 
stay-green, so the fading of the work was no longer 
happening along the physiological but occurring along the 
pathological route. The shorter wavelengths present in 
light are potentially destructive to sensitive pigments and 
given the opportunity will bleach them away. It is a task 
of museum conservators to anticipate and avoid direct 
exposure of precious paintings, photographs, textiles and 
tapestries to light. Mother and Child was the first artwork  

presented publicly using the stay-green seed.  It was 
developed, grown and dried in 1998 in response to an 
exhibition at the Santa Barbara Museum of Art, 
California, Out of Sight: Imaging/Imagining Science.
Displayed behind plexi-glass the grass photograph 
received direct light over the course of the six week 
exhibition resulting in fading in areas of the image 
subjected to the most intense light.  It became apparent 
that to conserve the image in the long term it would be 
necessary to display the work in a non-direct, subdued 
light. 

This became the subject of an exhibition 
Presence in 2001 at the Isabella Stewart Gardner 
Museum in Boston.  Alongside the creation of new 
artworks in response to the museum’s collection, the first 
ever Mother and Child grass photograph was brought out 
of storage and exhibited within eye-view of a freshly 
grown piece. 
Mendieta explores a wide range of organ ic 
mater ia ls  in her work ,  which become potent 
cu l tura l  and soc ia l  s ign i f ie rs .  As ide f rom the 
techn ica l  reasons for  us ing grass as your pr imary 
medium, does i t  a lso generate any part icu lar 
metaphys ica l  resonances for  you? 

Discussing specifically what it is about the material that 
interests us…it is a living medium, a fact in itself, and 
carries associations of a living agent. It is ever-present in 
the landscape and therefore within our memory, 
formative and present. Our perception of this living, 
growing agent has shifted, though never to the exclusion 
of earlier understandings. In our first installation The Other
Side (1990), we subverted notions of interior/exterior, 
ground/vertical space, and there was a response we had 
to the instant, non-intellectual experience of the sensory 
nature of our materials. The materials, clay, seed, water, 
light are prime materials, the stuff of creation myth, 
essential, life-maintaining. We explored these 
connections in Dilston Grove (2003), where we grew the 
interior of a deconsecrated and disused church. 
Germination, growth, and decay are explicit processes 
each carrying many associations. Transformation, 
regeneration, life/death are some of the irresistible 
themes we explore. Yet, the grass also pointed the way 
to another more complex manifestation of a bio-
chemical synthesis – the ability to create photographs 
using the controlled production of chlorophyll. Grass has 
a uniformity that presents a light-sensitive surface. So the 
medium carries a message as well.  

Our large architectural works challenge the 
building mass and subvert expectations of a familiar 
growing medium. It is a catalyst. The work presents the 
viewer with a shifting landscape of colour, growth, 
texture, tonality, decay and degradation. It presents an 
abstract canvas that perceptions and preoccupations can 
be projected on. 

The seedling grass planted on the vertical surface 
is light, gravity defying. We work with the seed shoot.  

Ana Mendieta 
Untitled, from the series Silueta Works in Iowa, 1978; photograph; 
gelatin silver print, 19 1/2 in. x 15 1/2 in. (49.53 cm x 39.37 cm); 
Collection SFMOMA, Accessions Committee Fund: gift of 
Collectors Forum, Emily L. Carroll, Jerome S. Markowitz and Maria 
Monet Markowitz, and Judy C. Webb; © Estate of Ana Mendieta 
Collection, Courtesy Galerie Lelong, New York 
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We never cut the blades. It eventually succumbs to 
decay and death. On one level, it acts out a simple 
transformation of the concrete structure, it is playful, 
living, subversive. But there is a subtext to the work that 
suggests the epic drama of climate change that is 
unfolding before us. Some of the seed we use has been 
prepared by scientists for its drought-resistant 
characteristic. 

What have you ga ined through b io -sc ient i f ic  
co l laborat ion and do you see th is  as an ongo ing 
process? Your des i re to arrest  the age ing process 
of  grass addresses issues of s imulat ion and 
human intervent ion into processes of nature .  Do 
you foresee any eth ica l  i ssues cropping up in th is  
k ind of research? 

It kind of became apparent to us that if a solution existed 
for ‘fixing’ the grass image it lay within the field of science. 
Burning with Desire is a wonderful book by Geoffrey 
Batchen describing the cultural desire of the early 
photographers to make a ‘transparent’ form of 
representation and the impetus to ‘fix’ the transient 
photographic image. So, we have thought and read quite 
a lot about why and how photography came about, and 
the implications of placing ‘value’ onto the fixed image.   

Our approach to scientists Professor Howard 
Thomas and Dr. Helen Ougham at IGER early in 1997 
was in response to an article in the New Scientist journal
describing their pioneering work into a strain of grass 
that did not senesce in the usual way and lose its green 
colour when under stress. The colour green is volatile 
and the chlorophyll molecule even more, so this stay-
green grass held out some kind of promise to our 
enquiry about how to stabilise the loss of image. The 
working relationship was very insightful and symbiotic. 
The subtlety and range of tonal colour captured in the 
grass photographs made a deep impression on our 
science colleagues, and with a remarkable shift in 
perception they realised that observations of plant 
material could occur in very different circumstances to 
the established investigative paths. Leaves ground up and 
subjected to various separation was the conventional 
scientific way of analysing the molecular make up of plant 
material. The irony of observing processes of life through 
dead material had been an accepted collusion of 
established method and material. The potential of 
investigating molecular indices of leaf death through a 
non-invasive high-resolution imaging technique arose in 
2000 with a Pioneer Art and Science award from the 
National Endowment of Science, Technology and Art11. 
Using digital cameras able to resolve minute differences 
on a grey scale at many orders of magnitude greater than 
the human eye, the IGER team has pioneered a 
technique for searching out and recording the hidden 
information that emerges when all parts of the colour 
spectrum of light reflected from plants are examined. 
This approach draws on tools used in remote satellite 
sensing, producing hyperspectral images of colour 
influencing    in   turn   the   artistic   vision   of   a   grass  

photograph. The ethics of genetic engineering remains a 
hot topic. It should be noted that the grass we used 
supplied by the scientists was originally a naturally 
occurring mutant. They scientifically observed and 
adapted it from fescue grass to rye-grass using traditional 
tools of plant husbandry a la Mendel. We’ve had great 
opportunities to show our work across Europe and 
internationally, and discuss the crossing of the cultural 
divide between art and science. Our collaboration with 
IGER has been symbiotic and we have in turn influenced 
each other’s practice.  

Professor Howard Thomas mentioned that our 
collaboration has had a direct influence on the culture of 
IGER and stated that some of the new directions for 
IGER research would never have been undertaken 
without our artistic presence. There has been quite a 
strong media profile for art and science initiatives in the 
UK in the last few years, and the work of IGER has 
received more press through our working together than 
it thought possible, or would have done without our 
interaction, and when funding for research institutes is 
hard won, ‘profile’ means something. It has been argued 
at times that artists gain more from crossing the cultural 
divide between art and science than scientists do, but we 
buck that trend. We still email and keep contact although 
there is no on-going research project.  

Your recent research suggests an asp i rat ion for 
the image to endure for  longer than is  ‘natura l ’  -  
in  some ways deny ing i ts  inherent t rans ience .  Is  
there an e lement of  nosta lg ia ,  or  melancho l ia in 
th is ?  

There is a curious displacement of loss in our work. The 
negative image can be literally brought ‘back to life’ 
through the biochemical conjuring of light and energy 
conversion. It is a resurrection of a lost moment and the 
vitality of the living grass suggests all that is life-enhancing 
about the subject, but is subject inevitably to change. As 
much as we pursue some kind of ‘life after death’ for the 
grass photograph, it is equally powerful and poetic to 
witness an image visibly fading from view. It arouses all 
sorts of emotions to do with possession, attachment, loss 
and memory. 

We cannot recall the exact moment when we 
first articulated this desire to hold the image by trying to 
‘fix’ it, although conceptually we can rationalise the move 
to preserve it for longer by saying that it follows through 
the established process of photography of exposing, 
developing and then fixing the image. The historian 
Malcolm Andrews says the widespread use of the word 
‘fix’ at the time of the early photographers indicates “a 
predatory, acquisitive instinct,” a “figurative sense of 
appropriation” that “leads in one direction to landscape 
as a commodity.”  At the same time, he suggests, such 
terms represent a prevailing need to give “stability to 
new experiences.” Time passes and things change – we 
see that as a pragmatic fact of life. We recognise that 
with   the   photographs   we   had a desire to hold onto  
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Ackroyd & Harvey 
FlyTower 2007, National Theatre, London, Commissioned by the National Theatre, produced in association with Artsadmin, 
sponsored by Bloomberg and funded by Arts Council of England © Dan Harvey and Heather Ackroyd 
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something, an attachment to visibility, a reluctance to 
allow an extraordinary elusive presence to depart too 
soon. At core there was a need to stabilise or slow the 
process of change allowing more people to witness the 
works for longer periods of time. And by working with 
scientists we have managed to do that. The seductions of 
time and visibility are still at the heart of the work 
though. 
Your work fo l lows a t rad i t ion of contemporary art  
works which quest ion the l im its  o f  what art  
outs ide the spaces of museums or art  ga l le r ies 
can ach ieve .  As a resu l t  the work is  access ib le to 
a much wider aud ience .  How do you fee l  about 
documentat ions made of your works which may 
be ed ited and re-presented by externa l  media? 

With the FlyTower we could exert no control over film, 
documentation. It was in the public realm, outside and up 
for grabs on some levels. With Dilston Grove we did not 
allow anyone to film or photograph in the interior space 
of the installation during public showing times as we felt 
it would be too distracting and invasive in the space.  

Someth ing about the ephemera l nature of your 
organ ic photographs reminds me of Gerhard 
R ichter ’s  use of b lur ry ,  photographica l ly  sourced 
images ,  suggest ing doubt and f rag i le  i l lus ions .  
The tens ion created between mater ia l  and 
process in h is  work cou ld be a lso be conferred by 
your methodology .  Would such a compar ison r ing 
t rue and i f  not why not? 

We very much like Richter’s work and do see 
connections – particularly with the blurring of viewer’s 
ability to grasp the image, it questions visual memory and 
illustrates how impossible it is to freeze a look properly, 
fact or feeling. Our photographs have an elusive 
presence. The image is on a molecular level – subliminal. 

I t  cou ld be a lso c la imed that in your pract ice ,  
e lements correspond to R ichter ’s  in  i ts  preference 
for chromat ic tona l ranges and a certa in 
randomness in cho ice of  sub ject .  How do you 
choose your sub ject matter and how do you fee l  
about the embedded techn ica l  cha l lenges of your 
pa lette? 

The context of where we place our work has always 
been carefully considered. Because it is a phenomenal 
way of making a photograph, it has felt right for us to 
take traditional subjects, such as portraiture and 
landscape. They are something else in the grass. We 
always take the photographs ourselves, and they often 
relate directly to the context where we exhibit them. 
Architectural influences also play into possible content. 
They are grounded in a reality to do with our 
circumstance, and to do with place.   

The photosynthesis work draws inspiration from 
the  act  of being there, or wherever, rather than arriving  

with a pre-conceived set of ideas, and wallet of prepared 
negatives.  

We are like a traveling troupe at times, arriving 
with our daughter, setting ourselves up for weeks at a 
time in a disused building, some found site, or as with the 
Isabella Stewart Gardner Museum in Boston in 2001, we 
used the Special Exhibition space for a month as a 
working studio, making all the pieces in there. We love 
this itinerant way of working. There is something 
spontaneous about it, an element of improvisation that 
comes from trusting each other and our approach.  

In 2004, we worked on a new commission 
Green brick, green back at the Rice Gallery, Houston, 
Texas. We played with notion of inhaling the exterior 
fabric of the building into the interior space, bricks that 
appear hard and permanent were made soft and 
mutable, reflecting a sense of impermanence that seems 
to pervade much of the city’s infrastructure of clapboard 
houses and rapid cheap material construction springing 
up everywhere. The second image, the dollar bill, was a 
response to the oil rich environment of Houston 
‘Emerald City gone bad!’ and the fact that oil comes 
about through the ancient process of photosynthesis, as 
do all fossil fuels.  

Technical challenges? We’ve learnt the hard way! 
Nearly all of our experimentation has taken place on the 
exhibition ‘floor’ and the performance charge swiftly 
enters in. There is no room for failure, so adapting 
becomes paramount. In Brazil just last year, we used a 
much larger 6KW projector than the 2.5KW we normally 
use as was only available machine. We prepared our 
negative in advance to adapt to this. But there was still a 
sticky moment when setting up equipment, the first 
negative shriveled in less than a minute. Stomach 
shrinking, but then we realised with this scale of 
projector we could not place the negative between glass.  

 

Gerahrd Richter 
Cage 6, 300 cm x 300 cm, Oil on canvas, 2006, Catalogue Raisonné: 
897-6 ©
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How do you fee l  your l i v ing scu lptures ,  fo r  
example ,  Fly Tower  re late to Je f f  Koons ’  top iary
scu lpture Puppy  w ith regard to mater ia ls ,
purpose and sca le? 

Fly Tower had a playful and dramatic nature, it had scale 
and attitude not unlike Koons’ Puppy.  The difference is, 
we suspect, that the planting and nurturing of the 
material is something we always do in person with a 
team of assistants. We have never delegated this to 
someone else with a set of instructions as to how to do 
it. Ritual is important to us. The manual action of 
touching the fabric when putting the clay and seed on 
the building is important. It is very hands on. We have 
resisted suggestion of making our process quicker by 
mechanising it or commodification of the work by setting 
up an extended art industry by getting others to do the 
work. It is a messy, physically exhausting thing to do and 
we enjoy it. Not sure how dirty Koon’s gets his hands?  

Your pract ice encompasses a broad range of 
interd isc ip l inary themes with in the broader 
context of  env i ronmenta l  concerns .  Tiger Grass 
Coat  and Tiger Sk in  address the h is tor ies and
commodif icat ion of an imals whi le  s imultaneous ly  
suggest ing a l ternat ives .  Are you p lann ing more  
work on th is  theme? 

 

We are planning a new work for a proposed exhibition 
later this year at the Royal Academy, Museum of 
Mankind space. But it is still early days, and we haven’t 
made the work....but Stranded certainly suggested a 
complex relation between the mass hunting of whales 
for oil for early industrialisation and lighting, and changes 
in chemical nature of the oceans due to increased 
absorbing of carbon dioxide released from burning fossil 
fuels. 

What are you current ly  work ing on?  

Beuys’ Acorns (2007) is a new work in its infancy. We 
have grown over 250 oak saplings from acorns gathered 
from Joseph Beuys’ seminal artwork 7000 Oaks. In its 
formative stage it is looking at the legacy of Beuys’ ideas 
at the beginning of the 21st century and looking at the 
complexities of eco-system dynamics in relation to oak 
trees and climate change. It is great to have a period of 
research and to let the ideas emerge in their own time. 

Heather Ackroyd and Dan Harvey are based in Surrey, England, and 
have collaborated internationally since 1990. Sculpture, photography, biology 
and ecology are some of the disciplines that intersect into their work, revealing 
an intrinsic bias towards process and event, often reflecting both architectural 
and scientific concerns. They have shown in diverse contexts across the UK, 
Europe and the United States, 

Heather Ackroyd and Dan Harvey were interviewed by Antennae in Spring 2009 
© Antennae

Ackroyd & Harvey 
Green brick, green back (dollar bill), 2004, staygreen grass, clay, 3.3m x 2.1m, Rice Gallery, Houston, Texas, USA 

© Dan Harvey and Heather Ackroyd
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 senior lecturer in art history and critical theory, 
Linda Williams also heads RMIT’s art and 
environmental sustainability "cluster" of artists 

and researchers, which focuses on cultural interpretations 
of the non-human world and how they contribute to 
knowledge of the environment and the crisis in ecological 
sustainability. In September 2008, she curated Heat, a 
major art exhibition gathering the work of Australian and 
international artists working in a diverse range of media 
to demonstrate how contemporary international art 
practice is responding to the impacts of climate change. 
Dr Williams said “We are used to scientists providing the 
information we receive on climate change. This 
exhibition is unique because it starts to picture what 
these changes might look like.” We discussed the 
exhibition and the role played by the arts in challenging 
climate change with the academic/curator. 

Can you descr ibe the genes is  o f  the show? When 
was i t  conce ived ,  and how long d id i t  take you to 
p lan?  

In 2006 I co-curated a show called The Idea of the animal 
at the RMIT gallery in Melbourne, which came out of my 
research into the history and theory of human-animal 
relations. Initially, at least, the idea for HEAT was an 
extension of that research insofar as mass extinction is an 
unavoidable aspect of contemporary human-animal 
relations. However, research for the exhibition soon 
pivoted around more general questions about how 
contemporary culture is adapting to climate change, and 
how artists interpret the rapid changes occurring in the  
non-human world. The show which was team curated  

 
 
 
 

took about a year to plan. 

How does th is  exh ib i t ion f i t  ins ide the larger 
goa ls  and programming of the RMIT Gal le ry and 
the Arts and Env i ronmenta l  Research C luster? 

It seems to me that the RMIT gallery is quite distinctive in 
the diversity of its programme and does not necessarily 
conform to fashionable directions in critique, or in the art 
market, as is the case with some other galleries. As a 
university gallery it has a brief to maintain an even-
handed engagement with all aspects of the university, 
and responds to research that presents new approaches 
to art, as was the case with work coming from the Arts 
and Environmental Research Cluster, which is located in 
the School of Art. There are artists in this research 
cluster such as Simon Perry and Philip Samartzis, and 
others closely affiliated with it such as Cameron Robbins, 
whose work is focused on the relations between human 
and non-human environments. The gallery team and I 
invited them into the show, and then others were 
selected from Australia, New Zealand, England and 
Germany. We also saw a fair bit of work that we 
rejected - either because it wouldn’t fit in with the works 
already selected, or was otherwise unsuitable. 

Given the f rag i l i ty  o f  many of the works ,  such as 
the sugar scu lptures by Ken Yonetan i ,  were there 
any spec ia l  cons iderat ions that had to be taken 
into account regard ing the insta l lat ion? Were 
there other art is ts  you might have l iked to 
inc lude ,  but whose work cou ld not be  
be insta l lat ion? Were there other art is ts  you  

A

Heat - Art and climate change brought together the work of twenty-two Australian and international artists, and 
collaborators, for a sensory experience of climate change through paintings, photography, soundscapes, installations and 
interactive media. It is the first international exhibition on this subject in Australia and will explore issues of degradation, 
global warming, over consumption, extinction and man’s impact on nature.  
Questions by Paula Lee 

HEAT
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Ken Yonetani 
The Dead Sea, 2008, ceramics (porcelain) and sand, installation RMIT Gallery © Ken Yonetani 
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might have l iked to accommodated because i t  
was too de l icate to t rave l?   

My background is in cultural history and critical theory, 
and though I have some curatorial experience, I am 
indebted to the curatorial expertise of the gallery staff 
who were responsible for complex installations such as 
Ken Yonetani’s, Simon Perry’s work, or to the research 
that went into the provenance of taxidermied polar 
bears in Australia that were a feature of Mark Wilson 
and Bryndís Snæbjörnsdóttir’s work. Ken had a tight 
schedule preparing for the Venice biennale, so he was 
unable to create the fragile ceramic pieces that are 
designed to be crushed under people’s feet. But he made 
a wonderful Zen garden-like base of raked sand for the 
bleached coral works bathed in ‘marine’ light – we 
thought we might have needed to have barriers installed 
to protect that work - but in the end we took the risk 
that a bit of the sand might get kicked around by the 
crowd on the opening night, and in fact it was fine 
despite over 600 people attending the opening. Simon 
Perry’s piece, on the other hand, was technically 
challenging in another way, because he had to fix to the 
wall recreations of the concrete diving boards at the 
public pool in Chernobyl – they were very convincing as 
aged, heavy concrete boards, cantilevered from the walls 
in an effort to achieve heroic modernity that looked as if 
they were defying gravity, fixed as they were to the walls 
of the gallery. 

As a themat ica l ly  organ ized show, HEAT brought 
together work represent ing a wide var iety of  
media ,  inc lud ing the spectacu lar tax idermied 
bears shown by Mark Wi lson and Brynd ís  
Snæbjörnsdótt i r .  Apart f rom the pract ica l  
cons iderat ions that might have come into p lay ,  
what were some of the curator ia l  parameters 
dr iv ing your se lect ions?  

A central premise of this show was to avoid any kind of 
didacticism in the art works, and would thus include art 
that was not, so to speak, necessarily ‘about’ climate 
change as such, but nonetheless conveyed a strong 
affective response to the historically unprecedented 
changes occurring in the non-human world. 

Contrary to the stale (if still influential) view that 
postmodernism has effectively cancelled out an art of 
social critique or political engagement, we wanted to 
include work that does not shrink away from the serious 
questions of our time - entirely legitimate questions for 
artists to engage with. Another theme was about the 
diversity of responses to such questions interpreted 
through a range of different contemporary art media, 
from painting, photography and printmaking to sculpture, 
installation, video, interactive electronic media and sonic 
art. Some of the artists like Jill Orr, Bonita Ely and 
Cameron Robbins have been working on environmental 
issues for over two or three decades, while for others 
this   theme   is   a   relatively  recent shift in their work. I 

particularly also wanted to include work that gave a 
sense of the two poles, the work of David Buckland and 
Max Eastley on the Arctic from the English Cape 
Farewell project, and the work on the Antarctic by 
Georgina Read, and the New Zealand photographer 
Anne Noble. All these works featured the gradual 
erosion of the ice, and its implications for all that lies 
between the two poles. In short, a show about the global 
dimensions of climate change. 

In  your op in ion ,  what are some of the 
character is t ics  dr iv ing the best contemporary 
artwork on c l imate change? 

I like inventive works in different media, and artists who 
are not afraid to take on the big issues. Overall, I am not 
too comfortable with the art world, with its poseurs and 
predators, and its careful, clever, market-driven art. 
Conversely, most of the art in this exhibition had 
integrity, and as un-cool as it might be to say so, I think 
much of the work also demonstrated a certain sense of 
courage on the part of the artists. That observation was 
also made by Senator Bob Brown (the leader of the 
Australian Greens Party), in the speech he gave when he 
opened the show. It takes a certain courage for artists to 
grapple with an issue as big as climate change without 
resorting to illustration or didacticism.  Some of the work 
was pretty bleak, some works inspired anger or shame, 
other works were refined and subtle, some had wit and 
irony - and some of it spoke pretty directly to the heart. 
These kinds of experiences don’t happen to me that 
often in art galleries. 

Why “c l imate change” instead of “g lobal 
warming”? The terms are subt ly  but meaningfu l ly  
d i f fe rent ,  and imply cons iderat ions re lat ive to the 
ant ic ipated audiences for  th is  t rave l l ing exh ib i t .  

Of course climate change is global, but the word 
“change” was uppermost in my mind – global warming is 
a term that for me has connotations of a gradual process, 
whereas change, irretrievably damaging change, has 
already occurred, and continues to occur at a deeply 
disturbing exponential rate. Moreover, in Australia, the 
region in which Melbourne is located is in a serious 
condition of drought, and the constant refrain in the 
media is that the drought, along with devastating 
bushfires, are a direct consequence of climate change. 
This is the phrase that is used most frequently, rather 
than global warming. So the change is here, and the 
exhibition was the first of its kind in Australia to respond 
to that change.  

What is  the re levance of env i ronmenta l  and 
an imal art  in  Austra l ia and how do you th ink the 
Austra l ian scene d i f fers f rom the rest of  the 
wor ld in th is ?   
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Mark Wilson and Bryndís Snæbjörnsdóttir 

Polar Shift, 2008, installation RMIT Gallery. Image: Mark Ashkanasy. © Mark Wilson and Bryndís Snæbjörnsdóttir 
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This is an interesting question. In the relatively short time 
span of the two centuries or so since the European 
colonisation of Australia, the flora and fauna have not 
fared well from the impact of modernity, from modern 
techniques in farming or mining, for example. In that 
context, it is worth noting that Australia has the highest 
mammalian extinction rate in the world. Moreover, 
dramatic changes to the landscape such as the 
destruction of old-growth forest, or the endangering of 
native species are highly visible changes subject to media 
coverage and to a public debate, recently based, at least 
to some degree, on an awareness of global climate 
change and ecological awareness. Whereas in a country 
like England the most dramatic changes to the landscape 
happened mainly before the advent of both the green 
movement and modern media, so the significant 
deforestation of the 17th century in England, for example, 
occurred in a different phase of modernity when it was 
understood to some extent as a sign of progress rather 
than destruction. This kind of modern environmental 
awareness in Australia, and Australia’s relatively strong 
profile in the field of eco-critique, does not prevent 
Australia being one of the worst offenders in the global 
context of carbon emissions on a per capita basis, but 
my point is that despite this, environmental change is 
highly visible in Australia. Furthermore, for non-
indigenous Australians, the natural environment can 
seem pretty harsh, and the climate fierce, so that the 
difference between a day or so of 40 degree heat in 
summer, which people in Melbourne take as an annual 
likelihood, and the prospect of many more such days, 
and others where the temperatures have recently 
exceeded 47 degree heat for three days consecutively, 
along with the combined threat of fire-storms, are 
changes that people cannot fail to notice. Hence climate 
change is already having an impact here through drought, 
rising temperatures and fires, just as rising sea levels are 
encroaching on some of the Polynesian islands, and these 
kinds of changes will soon become more evident 
elsewhere. These are the kind of factors that seem to me 
give some indication of the public impact of HEAT, and 
its quite extensive media coverage in Australia. 

Let me p lay dev i l ’ s  advocate here :  I t  i s  
commonplace for art is ts  and curators to dec lare 
that art  can insp i re act iv ism and change l ives .  
Nonethe less ,  the cyn ica l  might say that whi le 
insp i rat ion is  poss ib le ,  change is  not ,  at least not 
the k ind of change that w i l l  a l ter  nat iona l 
env i ronmenta l  po l ic ies or fund sc ient i f ic  s tud ies .  
How would you respond? 

It is crucial that governments and those responsible for 
developing national environmental policies, along with 
the general public, take seriously scientific studies that 
warn about rapid environmental change. The voices of 
scientists are very important in this context, but science 
is not the only model of knowledge we have, and there 
are also cultural forms of knowledge that have their own 
particular  effectiveness.   Sometimes   people  develop a  

kind of numbness when faced with statistical information 
about the development of global warming, or worse, a 
kind of resigned nihilism. People can react that way to 
cultural experiences too, but then the arts have the 
capacity to be powerfully affective. There are never any 
guarantees that such affective responses will lead to a 
significant shift in the way people think - but then, that is 
true of other, more strictly rational appeals to people’s 
awareness. More to the point, the artists in this 
exhibition did not set out to convert anyone to their 
own ideas about climate change, what they did was to 
exhibit works that manifest some of their own ideas and 
feelings about it. Based on factors such as attendance 
figures and written comments, the substantial media 
response and critical reception, it seems to me that there 
was significant public interest in the art works in this 
exhibition. What the longer term results of that interest 
will be is impossible to measure, though I think it would 
be fair to say that many people would have found it a 
memorable experience. 

S ince the emergence of the avant-guard ,  
conservat ive cr i t ics  have compla ined that po l i t ics  
d i lute authent ic  art is t ic  va lues ,  chang ing art  into 
a propagandist ic  vesse l .  Art is ts  have countered 
by charg ing that a l l  art  is  po l i t ica l ;  the best work 
cha l lenges preva i l ing ideo log ica l  assumpt ions ,  
somet imes tak ing great r isks in order to so .  In 
des ign ing th is  show, d id you attempt to 
accommodate the spectrum of stances 
represented by env i ronmenta l ly  engaged art ,  o r  
were you more interested in forg ing a st rong 
un i f ied message with the greater potent ia l  for  
impact?  

I am not too interested in what conservative critics have 
to say, or for that matter those apparent ‘progressives’ 
who see art in a simple-minded way as a vehicle for 
propaganda. I was interested in what seemed to me to 
be art of a high quality that engaged in intelligent and 
reflective ways with the question of rapid environmental 
changes in the non-human world. 

At a very deep leve l ,  th is  k ind of artwork often 
shares a romant ic sens ib i l i ty ,  a nosta lg ia for a 
ho l ism that seeks redempt ion and refuge in the 
sub l ime. V isua l  poetry becomes a way for art is ts  
to reach ind iv idua ls  that might otherwise remain 
ind i f fe rent and unmoved . However ,  we part ly  
def ine nature by co-opt ing an externa l ized stance 
exacerbated by the aesthet ic  response .  Ins ide the 
ga l le ry sett ing ,  in  other words ,  the cu l tura l  
response to the sub ject o f  c l imate change is  
understood to be “co ld” because the v iewer f i rs t  
responds to the works as aesthet ic  ob jects .  
(Georg ina Read’s pa int ings are beaut i fu l ,  as are 
most of  the works in th is  show.) Can the 
exh ib i t ion space ever fac i l i tate what might be  
ca l led a “hot” or unmediated emot iona l response 
in v iewers ,  or  is  th is  imposs ib le - -  or  even  
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inappropr iate - -  g iven the l im its  of  the 
inst i tut ion? 

I understand your point here, but I would not really go 
along with your first premise, that ‘this kind of artwork’ 
shares a romantic, nostalgic sensibility, because the 
exhibition was much more varied than this suggests. The 
art in this show does not take refuge in redemption, 
which is why I described it as courageous. It is art that 
may be sombre and reflective, but as I said in my 
catalogue essay this is a process of reflectivity that 
actively resists the emergence of a cultural regime of 
nostalgia arising from an environmentally impoverished 
world. That is, a process of resistance and challenge, not 
of a retreat into narratives of redemption. Moreover, 
some of the work in this show felt to me like the more 
dire warnings of some scientists who claim that we have 
actually already passed the point of redemption - which 
is not the same thing as despair, but nonetheless suggests 
that androgenic climate change is the most serious 
question of our era. 

To my mind the varied responses to the 
environment was one of the most persuasive aspects of 
the show. Many of the works engaged with the 
androgenic causes of climate change, and the 
anthropocentric cultural histories that led to those 
androgenic causes. 

In  your op in ion ,  which work resonated the most 
w ith audiences ,  and why? 

We put Mark Wilson’s and Bryndís Snæbjörnsdóttir’s 
polar bears right up front, and they certainly made an 
impact with most people. My daughter and her friends -  

 

cool-urbane teenagers, were seriously impressed by the 
sheer magnificence of these creatures, underscored by 
the rather pathetic ironies of their deaths and 
provenance as objects of display. Senator Bob Brown, 
like many others, was fascinated by the tornado of 
carbon dioxide whipped up by Cameron Robbins, and 
he also liked Tony Lloyd’s big lush painting of a sublime 
mountain range - rendered fragile by a single of jet steam 
in the sky. Many people said that Simon Perry’s piece 
really left them feeling unnerved, which certainly pleased 
Simon. Jill Orr’s work and Ken Yonetani, and Greg 
Pryor’s installations also drew a lot of admiration, and a 
lot of people really liked the sonic works in the show - 
Max Eastley’s marine mammals calling to each other 
under cracking and splitting Arctic ice, and Phil 
Samartzis’s recordings of coal extraction and humming 
light bulbs. But having said that, I really do think that it 
was the combined effects of so many diverse views on 
the theme that impressed people, along with the 
consistently high calibre of the work. I am really grateful 
to have had the opportunity to develop this show with 
the staff at the RMIT gallery, because it was so successful 
with the public. 

What are current ly  work ing on?  

I am really busy with the research cluster - projects like a 
new course called ‘Art, Climate Change and 
Environmental Sustainability’ team taught by artists and 
theorists, and several other research projects such as a 
book that I hope to complete this year, but right at the 
minute I am preparing a paper on “Derrida and Darwin 
on Human and Animal Emotions, and the Question of 
Shame as Ontological Difference” that I will be delivering 
in London this June.  

Georgina Reid 
For the Baby, In Light of the Darkness series, 2007. Photo: Iain Woxvold. © Georgina Reid 
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Simon Perry with Beau Emmett & Carmen Reid 
Degrees of Difficulty, 2008, sustainable bracing © Simon Perry with Beau Emmett & Carmen Reid 
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 Art Orienté Objet have been creating work concerned with the environment, trans-species relationships, and the questioning 

of scientific methods and tools since 1991. 
Text and Questions by Julien Salaud.  Translation by Jeremie Fabre  

ANI  MALITE '

 

 KIT ECOSYSTEME-

Art Orienté Objet
Kit Ecosysteme-Animalite, 1991  Art Orienté Objet
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or the last eighteen years, Art Orienté Objet 
(Marion Laval-Jeantet and Benoit Mangin) have put 
forth several poetic and surprising projects resulting 

from their experimentations and which reveal our 
behaviors as we face our existence and the environment. 
Their works take on various aesthetic forms (installations, 
objects, videos and/or photographs) in which we find a 
familiar animal presence and a staging of their own 
existence. 

Over the years, the French couple, throughout 
their creativity process, have managed to entangle human 
and animal together, in order to understand the stakes of 
our problematic relationship with the environment. If 
one examins their works, it becomes visible that from 
the beginning of their collaboration, Laval-Jeantet and 
Mangin specifically focused their attention on the 
concept of territory as called into question by the pet… 

Brand new! Get that lived-in animality in your home 
now! is a “subscription to animality kit” realized in 1991. 
Regarding this artwork, the couple explained that:  

“At the time, we shared our living space with nearly 
twenty cats. We were immersed in animality so that we 
began coating the legs of some furniture with the 
essential oil of valerian to encourage the cats to scratch 
them. As a result, these pieces of furniture endured 
damages which, for the cats, were merely the marking 
out of their territories within a human territory. In the 
form of a commercially available kit, these pieces of 
furniture questioned the space of culture and animality 
within us. They became an anticipatory vision of a world 
where animality would be banished or at least would 
subsist as a conditioned trace of its former self.”

The Happy Hen 

A few years later, the two artists were led by their 
research to extend their investigations from the domestic 
sphere to the one of the wild. A Pioneer World and 
Pioneer Ark’s presentation sums up this part: 

“In 1999, we went to Australia to prepare Signs of Life in 
Melbourne. This stay was an opportunity to get to know 
a farm that is called the Pioneer Farm. This farm is a 
gathering place for animal victims that have suffered from 
mutations due to human activity (toxic chemical and 
radioactive pollutants) as well as naturally occurring 
spontaneous factors that are more or less inexplicable. 
Our observation of this conscientious collection by 
scientists of animals that have suffered the effects of 
mutation and our knowledge of studies in genetics, led us 
to conceive of two complementary artworks that 
present this very real phenomenon: A Pioneer World, 
which presents a scientific diorama placed in front of a 
large map of what the world would look like if the polar 
ice cap were to melt and the sea level were to rise a few 
meters; and Pioneer Ark, a large hanging mobile 
representing a contemporary Noah’s ark in which 
ecological urgencies are inscribed within an aesthetic of 
competition. 

These artworks present porcelain transgenic animals 
inhabiting a microcosm where the observations of a 
world manipulated by humans and their science are 
concentrated. They hinge upon the aesthetic fascination 
provided by science and the beauty of animals. By 
presenting modified organisms, they open the way for a 
poetic digression and a dreamlike aesthetic that highlights 
the ambiguity of the metamorphoses of our time.” 

The Year my Voice Broke 

During their eighteen years of working together, Laval-
Jeantet and Mangin, departed  from the pet to the 
domestic animal, and then to wildlife, and in the end, to 
environment. We can also notice that the two modes of 
plastic art expression Steve Baker defined as the tools of 
the postmodern animal definition, mark out the path of 
Art Orienté Objet : The Happy Hen is an example of 
“botched taxidermy”, as well as the furs of Roadkill Coat, 
the knits of The Year my Voice Broke, etc. It seems that 
following the couple’s tracks leads us straight into the 
field of the postmodern animal as Steve Baker depicted 
it. Which field is that? How do they mix human and 
animal territories? Why looking into the domestic animal, 
the sources of the wild animal’s denaturing? 

Answering this question implies “to take an 
interest in the animal’s cultural construction.”(1) 
Examining the wild and the domestic domains leads us to 
look into the phenomenon of domestication. 
Paleontologists agree about this process’ origins to take 
place in the Neolithic era, when in the cradle of the 
West, humans turned from being hunters into breeders. 
In order to explain how the domestic era began, Jean-
Denis Vigne, a paleontologist specialized in 
domestication, relies on Jacques Cauvin’s remarks:  

“inside hunters communities, man perceives himself as 
the equal of animals, plants and natural elements, through 
a horizontal perception of the universe. (2) (3) With 
colonizing new territories and domesticating, man 
establishes a vertical hierarchy and assumes the right to 
dominate nature, even including mammals which are his 
closest parents”.  

The paleontologist goes further adding that, 
from that moment, humans took the liberty to depict 
themselves in their art whereas, beforehand, it only 
represented animal shapes. 

Thus domestication certainly brought about the 
change of paradigms, propitious to various mutations, 
which themselves contributed over the course of history, 
to pull out the individual from nature, but also to durably 
evade the animal issue. An example of these mutations 
takes part in Elisabeth de Fontenay’s book, le silence des
bêtes, la philosophie à l’épreuve de l’animalité, published in 
1999.  

She explains how, following the Neolithic’s 
revolutions, the emerging humanism of Greek philosophy 
durably subtended the Western societies’ construction 
and,  at  the  same time the deconstructing of the animal,  

F 
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throughout history: it is introduced as being the driving 
force of the ontological breach qualifying our relationship 
to animals, which key-mutation relates to sacrificial 
practices between ancient paganism and Christianity. First 
of all, according to the philosopher, the crucifixion as 
founding principle of Christianity was in fact an ingestion 
of the old sacred triad of men, beasts and ancient gods. 
Incorporating the Agnus Dei to the Christian sacrifice 
gave birth to the Holy Trinity, founder of the “canonical 
principle of individualization by which we became divided 
subjects: master of exteriority and of our own 
interiority.”  (4) 

Moreover according to Elisabeth de Fontenay, 
the Christian god, allowing all animal-eating with no 
process, opened the way to an unrestricted exploitation, 
of which the current food-processing industry is 
undoubtedly our most shameful inheritance… 

Religious ceremonies, coming with Christians all 
along their history, were the vectors enabling this 
principle to set up. These ceremonies persisted through 
modern age, in what Louis Althusser brought into light 
about psychoanalysis in 1964:  “psychoanalysis […] deals 
with […] the only war with no recollection or memorials 
that humanity pretends having ever waged; the one she 
always thought winning in advance, basically because 
humanity exists for having ever waged; the one she 
always   thought   winning   in  advance, basically because 

humanity exists for having survived it, for living and for 
keeping on giving birth to itself, as a culture within human 
culture: a constant war made inside each one of its 
offspring who, […] everyone for himself in loneliness and 
against death, are forced to go all the way on the path 
that will turn them from mammal seeds into human 
infants subjects” (5)

If this entire course is forced, then none if its 
journey is irreparably constituent of the individuals who 
comprise it. How to reverse the process in this case? The 
two artists of Art Orienté Objet share the feature of 
coming across domains and search tools, with the 
present thinkers of the animal question: Bwiti turning 
refers to an “ethnopsychiatry” experiment; Bad trip is 
tinged with a strange psychological aspect… Where 
does their approach lead us to?

Que le panda vive en moi is a project of 
performance for artists planning on being injected with 
genetically modified panda blood, which mixes medicine 
genetic engineering, art and environmental concerns, but 
most probably, psychology and anthropology too. With 
this artistic act, are we not at the edge of the 
“Sorcerer‘s” appearance haunting Steve Baker’s book ? 
We met with the artists to discuss their work. 

The Ecosystem k i t  (Brand new! Get that l i ved- in
an imal i ty  in your home now!) dea ls  w ith the 

Art Orienté Objet 
Bwiti Turning, 2003 © Art Orienté Objet 
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human-to-an imal re lat ionsh ip with in the domest ic  
sphere .  Could you expla in to us what your cats
taught you regard ing the ter r i to ry quest ion ,  and 
in part icu lar ,  the interact ions between
nature and cu l ture in the West?   

Actually, I have always lived with cats… I have never 
quite understood the notion of territory other than 
through animals, and it started with cats.  

It happens that I have been watching an old 
woman who was feeding about forty of them. They were 
all sleeping at her place more or less and when I arrived 
there, I saw that the furniture was absolutely wrecked. It 
was pretty interesting as at the time, the animal presence 
was being forbidden in town… When we created the 
ecosystem kit, a law was just been voted in Japan: every 
cat owner in Tokyo was heavily taxed. I said to myself 
“we come to such a regulation with taxing that even the 
animal presence will become rarer”. I tried to understand 
precisely what we missed in that case… The animality’s 
aspects expressed through the cat (“I deteriorate my 
environment with scratching or urinating”) are elements 
we try to domesticate in mankind but, according to me, 
they are needed to experiment a certain way of life.  

I therefore found it very interesting to use the 
image of what the animal deteriorates, in order to show 
the familiar presence of animality we soon wouldn’t be 
allowed to have at home. The kit was also a way to get 
exposed in a gallery: I think this was our first piece of art 
showed in a gallery, as a space which, for me, tallied with 
domesticating the artist. The simultaneous issue was 
“What is a proper object saleable in a gallery and how 
can an artist domesticate his own animality in order to 
get exhibited?”, which basically means “Do it where you 
are told to do it”. I find it very tortuous for an artist!  

On your webs i te ,  you int roduce the stag f rom The 
Year my Voice Broke  as a forest emblem which
has been muzzled .  What does th is  muzzle 
symbol ize? Which boundary does i t  re fer to?  

This piece was born from the beginnings of wild animals’ 
electronic tagging. Nowadays, we can make a census of 
them, over a particular territory, thanks to electronic 
chips and there is an animals’ identity record book as 
there is one for men. There isn’t an actual notion of 
savagery anymore, especially among the biggest 
mammals. I felt this as a loss: a loss of the environment’s 
perception, along with its numeration and its 
quantification which appear to me as quite strange and 
inhuman because…  

It is very disturbing! At that time, I met Edouardo 
Kac for the first time: he injected himself with chips 
though he was not an animal. I was questioning hunters 
who kept the chip of a shot animal in order to write 
down its number on their hunting license. All of this is 
extremely administrative, very legislated, and I find the 
fact that men’s wanting so much to domesticate nature is 
surreal.  

Empathy started the idea of l’année du tricot
animalier: It was a way to show that, after taking animals’ 
skins, we make them a new one instead. This empathy is 
in the meantime very pathetic, which often is the 
behaviour we have towards animals in our works: there 
is both empathy’s motion and reaction of rebellion, in 
view of the state we let them in today.  

In  A Pioneer World  and Pioneer Ark ,
quest ion ings about the wi ld and the domest ic  are 
mixed up . The re lat ionsh ip between the ind iv idua l

Art Orienté Objet 
Pioneer World, 2001 © Art Orienté Objet 
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and h is  env i ronment emerges f rom these works ,  
by means of the an imal .  What do you reckon the 
stakes of the Western re lat ionsh ip to nature 
cou ld be?  

Those two pieces follow upon the Pioneer Farm’s visit in 
Australia, the first international farm built by scientists to 
gather all mutant animals which appeared nationwide. A 
lot of them were mutants because of buried toxic or 
nuclear wastes. There was a time when animals were 
killed, but researchers decided to gather them afterwards 
for studies. We managed to visit it but it was not easy, 
and we could not take pictures. From this frustration A
Pioneer World was born, a piece of work in which we 
collected as many mutations and hybridizations as 
possible, all taken from scientific magazines like Nature. 
We wanted to understand where mutations and 
hybridizations took place, knowing that hybridization is a 
making whereas mutation is spontaneous.  

This work has been done because there was a 
trouble once more. Burying chemical wastes has major 
environmental consequences. Botanists realize it and they 
can show us when a leaf is in duplicate on a branch but 
we could not see it ourselves without a trained eye. 
However, if we see a creature with two tails, it will 
straightaway seem to us as pathological, because we 
have a bigger knowledge and familiarity with the animal. 
We found it interesting to reveal it that way: it is 
disconcerting for us to think there is confusion today 
between a mutation that can be spontaneous (one 
decadent case out of ten thousand animals is normality) 
and a mutation linked to a non-mastered environment. 
I’m talking about “non-mastery” because if we really 
were the masters of things, we would not mess up with 
ecology. Yet, we seek to master animals within our “non-
mastery”… There is a strong ambiguity between the 
conception of animal populations and a complete 
practical inexperience of what an ecosystem can be… 
Benoit and I are part of an art which is looking to testify 
about that, but we have not openly taken sides. We 
force human consciousness to face its incongruities, the 
incoherencies of its own behaviour.  

Accord ing to you ,  those works br ing into l ight the 
“metamorphoses ’  ambigu i ty  at the present t ime” .  
How d id you come to th ink about th is  theme? 
Where does i ts  ambigu i ty l ie  in the current 
context? 

Benoit and I worked a lot with associations for 
environmental preservation and we met a lot of 
researchers. In 1998, we went to Jouy-en-Josas to see 
the first French clones (bovines) to understand the works 
they were subjected to. My mother was a biologist so I 
had notions of genetic tagging, evolution, and anomalies; 
when I was a child, I already collected anomalies: I was 
fascinated by the notion of monstrosity. It is very old in 
the artistic culture, and, for example, I’m thinking about 
Boileau’s poetry and this remarkable verse: “il n’est point
de serpent ni de monstre odieux qui par l’art imité ne puisse 

plaire aux yeux” (“There is no serpent or monster so 
hideous that art cannot make it pleasing to the eye”)… 
At which time comes beauty? Does not beauty come 
from teratology? This notion of teratology is very 
important to me. I had a trisomic brother and I have 
always wondered: “When are things supposed to be 
normal or abnormal?” Regarding this matter, the animal is 
again an interesting symptom: when we see a genetic 
anomaly that is induced, we can wonder whether the 
person who created it is normal or not; besides, if it is 
not induced, we realize that the anomaly is natural. 
There is something very interesting in this looming sort 
of frailty: for me, the anomaly or the genetic mutation is 
the human frailty’s symptoms. If we can see the 
consequence of a genetic weakness, we can as well 
become aware of our own weakness. There is for me, an 
obvious link between the individual, I would nearly say 
the “therapeutic individual”, and the animal side.

The  Happy Hen  i s  about mechanizat ion and
homogenizat ion of the l i v ing ins ide the industr ia l  
wor ld .  About th is  work ,  you para l le led the human 
and an imal cond it ions :  “ i f  we were changed into 
one of these ch ickens ,  how would we go back to 
our art is ts ’  s tate?” Can you deve lop th is  
connect ion and en l ighten us about how you 
cons ider the art is t ?  

I have always asked myself questions about the notion of 
empathy. This is one of the reasons I am a therapist: 
experiencing empathy is the first necessary condition for 
taking care of someone. Why I realize I have a pathologic 
side is because since childhood, I have always had 
empathy beyond average regarding animal suffering. Of 
course, human suffering hurts me but my enhanced 
sensitiveness tells me that the animal can only be a victim 
of mankind because animals can not verbally defend 
themselves. When I put myself in the animal’s place, I 
always question myself: “Will this act enrich my 
personality in one way or another and enable me to put 
forward a point of view others have never seen?”  

I have a wide conception of the artist. According 
to me, the artist starts to be like a sponge: he absorbs an 
amount of things more important than average people 
and spit it out through sensitiveness and a particular 
process, for in general he structured himself in a specific 
way, in order to bear everything he has absorbed. I think 
this is the most interesting point about the artist. What 
happens when he goes so far as to absorb an unknown 
dimension, like the feeling of a hen in a cage? What will 
he transcribe from this experience? These are broad 
questions … Can one be sure to actually feel the same 
as the animal? I think that by dint of experiencing 
absorption and empathy, one ends up really strong at 
this little game! Artists choose to identify themselves to 
various things and I am certainly not as skilled as a 
landscape painter to reproduce a landscape, but I can be 
when it comes to animal feelings because I always 
wondered about psyche, going as far as animal psyche. 
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Marion Lava l - Jeantet ,  as an ethnopsych iatr is t ,  you 
paid a spec ia l  attent ion to Bwit i .  Can you expla in 
your interest in th is  in i t iatory r i tua l?  

your interest in th is in i t iatory r i tual? 

Nowadays, Bwiti is one of the rare rituals trying to 
transform man with the help of nature. The ritual 
consists in swallowing a very strong psychotropic wood 
which is supposed to bring you to the threshold of 
death. Bwiti being practised on the African ground and in 
forests generally puts you in a very particular state of 
perception towards the environment…  

The matter is to heal yourself with truly sensing 
the value of the forest around you. I have always thought 
it to be fascinating because there are a lot of likewise 
practices – all rituals regarding shamanic obedience as we 
called them – including the one my grandmother was in 
(she lived in Corsica). One trouble remains: tackling the 
issue of man, immersing him into an ecosystem.  

What k ind of cosmogony do Bwit i ’ s  r i tua ls  
generate? 

It is a connection with the complex realm. Those who 
get through the ritual and reach the threshold of death 
will communicate with an invisible world, from the plant 
to the nearby animal up to the dead and to “God”. In 
the Bwiti beliefs, there is an almighty god called Mwanga.  

animal… Human, animal and vegetable natures are 
undifferentiated. The main part is the notion of soul: 
from the moment human incarnation is possible, there is 
a possible incarnation in nature, whether it is vegetable 
or animal. We therefore are in a system which does not 
create any discrimination of genre or species. There are 
superior beings on the other hand, but chances are they 
can either incarnate an animal, a vegetable, or a man.  

What impact does Bwit i  have over in i t iates 
regard ing the l ink towards the i r  human, an imal 
and natura l  env i ronment?  

Unfortunately, not all people experiencing Bwiti reach the 
same level of awakening; some of them do not reach a 
high awareness of the environment. Those who do are 
outraged by the nature’s pain: the first thing they hear is 
the carnage around forests.  Personally, I would say Bwiti 
reinforced my belief in a major importance of 
biodiversity. I felt that this impoverishment of the animal 
and vegetable environment was a serious mistake, as if as 
humans we lacked of therapeutic abilities to survive; as if 
everything was linked; as if a minor crushing of this 
biodiversity had an impact on us: a genetic modification, 
a broken link in the chain… On a mystical plane, Bwiti to 
the nearby animal up to the dead and to “God”. In the 
Bwiti beliefs, there is an almighty god called Mwanga.  
It convinced me there is a reason for every type of 
human   existence;   we   are   not   here   to  judge it or 

Art Orienté Objet 
The Year My Voice Broke, 1992-1997 © Art Orienté Objet
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to try to flatten the whole towards a sort of normality. 
Every outrage done to one of the dimensions of 
biodiversity (whether it is human, biologic, of the 
ecosystems, etc.) seemed tragic to me from a long time 
ago. But this conviction increased after practicing Bwiti! 
What also seems important to me is that I was not sure 
until then, of the very strong link existing between the 
notions of art and therapy. Since then, I am certain pieces 
of art have a therapeutic dimension for society. The 
consciousness an artist can have for his environment – 
and at the same time can transcribe – brings people to 
look at it and to ask themselves more questions. And it is 
saving it.  

Could you ta lk to us about  Que le Panda Vive 
en Moi ! ,  a per formance pro ject dur ing which you
planned on in ject ing yourse l f  some genet ica l ly  
modi f ied panda b lood? 

This project came from ecological militancy and from 
one of its issues: How can one use the funds? We cannot 
save everything in danger, so we have to make choices. 
This notion of choice always seemed quite unethical and 
very frightening. Why should we have to choose to save 
an animal more than another, under the pretext of a 
symbolic value? There is a strange paradox regarding the 
panda as well: it symbolizes the endangered animal, the 
creature to save and whose survival depends on men. 
Yet in China where the panda is protected, its potential 
habitats are savagely damaged. How can one save the 
panda without protecting its surroundings?   This one and 

habitats are savagely damaged. How can one save the 
panda without protecting its surroundings? This one and 
only animal’s symbolization is very ambiguous. In view of 
this paradox, Benoit and I thought about a very symbolic  
action: to inoculate ourselves some panda blood, and to 
venture the hypothesis that “we do not accept to save 
what does not go through us”. It was a way for us to 
strike people’s minds. This project is also in relation with 
our respect for pygmies who manage to live without 
tampering with their environment… This is not the case 
for us.  

Que le Panda Vive en Moi !  thus had an
eco log ica l  d imens ion .  You cou ld not ach ieve i t  but 
you are current ly  work ing on a s imi lar  art is t ic  act .  
Can you te l l  us more about i t ?   

We needed a lot of blood for our counting works and 
we did not have a sufficient amount at our disposal. We 
therefore got closer to labs that worked on 
human/animal compatibility. Their research was 
interesting for matters of xenotransplantations, the idea 
being that the human body could change under the 
effect of animal biological parts… 

On one hand, when the fragile human/animal 
barrier is transgressed, directs dangers happen to 
mankind, like the mad cow disease… I wanted to 
consider transgression in a thoughtful way, to try to 
understand what really happens inside human 
consciousness: there are blood elements, hormones from 
endocrine glands in particular, that induce consciousness 

Art Orienté Objet 
The Happy Hen, 2007 © Art Orienté Objet
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modifications. I have tested those first elements to see 
how an animal existence manifests itself through the 
human body… As to not merely stick to empathy. From 
those first achieved experiences, I can assure that a 
horse’s nervousness is different from a man’s one. Going 
through this consciousness enables one to understand, 
for example, why a horse shies when he sees a 
destroyed woodcut on his way.  

Does the spec ies ’  change af fect the stakes of  the 
coming performance?  

Symbolically yes because the image is not the same! But 
in the end not completely, for we experience a very 
deep and violent otherness. It is memorable enough for 
people to truly wonder about their time. The 
environmental stakes are hardly the same: in “Que le
cheval vive en moi!”, they are bound to biology. It is in fact 
the next experiment. Biological experiment is the next 
one; the one we had not deeply looked into.  

Que le cheval  v ive en moi  mixes modern and
trad i t iona l  medic ines :  Why? 

There is indeed a shamanic part in the crossing of 
existences but also – as in all our works using the animal 
– a mix between the ancient and the modern. This is the
same principle we find in the coat made with crushed
animals, the piece which puts into question the
wastefulness of society, whose ground is crossed over
with roads. Roadkill coat deals with environment
considering the animal existence, which gives it an active
value. Its shamanic dimensions thus meet the
condemnation of a society that ignores its natural reality.
In the horse’s history, we can find the same combination:
on one hand, a dive into the metamorphoses’ history like
in antique mythology, and on the other, the high-tech
dimension of contemporary medicine. One could almost
wonder if in the human imagination, the same
components are not always processed through myth or
science, depending on the period of time. We always
had within ourselves, this capacity to mingle with the
other, even with the animal, nourishing a recurring myth.

What about your Horsey  exper iment? When and
where wi l l  you be g iven the t ransfus ion?  

It is going to take place in October, in the Kapelika gallery 
in Slovenia. The date is not fixed yet. It will presumably 
be between the 15th and the 25th of that month.  
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INE is a documentary film by Geralyn 
Pezanoski about what happened to people and 
their animals in the wake of 2005's hurricane 

Katrina, one of the worst natural disasters in U.S. history. 
An unprecedented number of animals were left 
homeless and alone when residents were forced to leave 
New Orleans. In the aftermath of the hurricane, a 
massive rescue and adoption effort saved the lives of 
many animals and secured loving homes for them. 
However, in the midst of the chaos and disorganization, 
displaced guardians were still searching for their beloved 
animals and were desperate to be reunited. 

 MINE shares the perspectives of the original 
guardians, rescuers and adoptive parents, all of whom 
have one thing in common -- they want what is best for 
the animals. However, each person has a different -- 
often conflicting -- idea of how to achieve this goal. I 
spoke with the film's director Geralyn Pezanoski in May 
2009 about her experiences making MINE.

Can you expla in how th is  documentary came to 
be? 

Like many, I watched with horror and dismay as events 
unfolded after Hurricane Katrina.  And like many others, I 
was so relieved to see the news coverage of people 
being rescued.  But that relief gave way to a new horror 
as I saw the images of pets being left behind as their 
people were airlifted to safety. The official policy of the 
emergency response teams seemed to be that the lives 
of animals were not worth saving. What struck me the 
most at the time was that this was not merely a passive 
act, but an active and conscious negation of the worth of 
these animals, not only in their own right, but to the 
people who loved them as family and had risked their  

 

own lives rather than abandon their animal companions. 
Not long after, I learned that there was a rescue effort 
underway and that more volunteers were needed to 
help save the tens of thousands of animals that were still 
stranded in New Orleans and all over the gulf coast. As a 
producer, I felt like I could help through the medium of 
film and assembled a volunteer crew to go down and 
document the conditions and what was growing into a 
massive rescue effort. The goal at that time was to create 
a series of television spots to raise awareness of the 
urgent situation facing these animals and to raise money 
for rescue groups. Through the course of filming it 
became clear to me that there was a much bigger story 
than that of the rescue. As months went on and disputes 
began to arise over who should keep these rescued 
animals, I felt like this was the story that I really needed 
to tell. 

Before you began work on the f i lm , had you g iven 
much thought to the impact of  env i ronmenta l  
d isasters on companion an imals?  

The impact of environmental disasters on companion 
animals had really never been a part of my consciousness 
before Katrina. If one good thing came out of this 
tragedy it might be that we’re paying attention now and 
hopefully taking measures to ensure nothing like this can 
happen again. 

A centra l  theme of the f i lm is  that of  be long ing 
— who, i f  anyone ,  has the r ight to ca l l  an an imal 
“mine?” Did you personal ly  draw a conc lus ion to 
th is  quest ion ,  and d id your percept ions of  both 
the quest ion and the answer change in the 
making of th is  f i lm?  

M 

MINE is the powerful story about the essential bond between humans and animals told against the backdrop of one of the 

worst natural disasters in U.S. history. 
Text and Questions by L isa Brown 

MINE
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The meaning of the question “who has a right to this 
pet?” really changed for me through the process of 
making this film. Instead of just pertaining to a conflict 
between two people, it took on much broader 
significance.  The film and even the title, MINE, is meant 
to challenge us to look at how we think about and talk 
about the animals we share our lives with and to 
question the accepted notion that we can own another 
living being.  

Your f i lm focuses ent i re ly  on companion an imals 
— most ly  dogs .  D id you see instances of  what 
happened to an imals that don ’ t  typ ica l ly  have a 
human to c la im as “mine?” Did you see what 
became of w i ld an imals? 

When I was in New Orleans for the first time after 
Katrina, there was no wildlife to be found. In six weeks I 
didn’t see a bird, or a squirrel or a rat, nothing crawling, 
nothing flying. Maybe mosquitoes, but other than that, 
any creature that had been living there before the storm 
was conspicuously absent – had either died or fled. It 
was only the domesticated animals and the strays who 
are dependent on humans for survival, who were left 
fighting to stay alive in this toxic landscape. 

I s  i t  your sense that ,  because th is  was a natura l  
d isaster ,  w i ld an imals were expected to fend for  
themselves because they are perce ived as be ing

part of  the env i ronment ,  whereas companion
animals are perce ived as be ing at the “whim” of 
the natura l  env i ronment l ike we are?  

Well, for the most part every animal (including those of 
the human variety) was left to fend for him or herself. 
But yes, I do think the perception that wild animals are 
part of the environment contributes to a lack of concern 
for their safety and well-being. Even more so, I think it 
comes down to the feeling that we have a responsibility 
to the animals that we humans have domesticated, and 
that animals in nature are more equipped to fend for 
themselves.  

Many people who work for an imal wel fare are 
accused of ignor ing the wel fare needs of humans .  
Your f i lm does an exce l lent job of demonstrat ing 
how the needs of an imals and people are 
inextr icab ly inter l inked .  Was th is  a spec i f ic  goa l  
o f  yours at the outset ,  or  was that someth ing 
that un intent iona l ly  evo lved over t ime? 

At first I felt like I had to justify making a film about the 
animal victims of Katrina rather than the humans, but it 
quickly became clear to me that the needs of animals 
and people were inextricably linked, and it definitely 
evolved over time – for me this story is as human as it 
gets! 

Geralyn Pezanoski 
Mine: Taken By Katrina, film still, 2008 © Geralyn Pezanoski



89 

 
 

Hurr icane Katr ina brought to l ight some of the 
rac ia l  and economic inequal i t ies in Amer ica .  In 
your f i lm , how are these inequal i t ies mani fested 
through re lat ionsh ips with an imals? 

I think the bottom line is that people of limited means 
and resources were the worst hit by Katrina and its 
aftermath. They had more difficulty getting themselves 
out of the city and it follows that their pets were more 
likely to have stayed in the city as well. 

More predominantly poor and minority 
communities flooded, so more of their animals died as a 
direct result. Those tended to be the communities 
where residents weren’t allowed back in for weeks after 
the water had subsided, and so the people were 
deprived of the opportunity to go in and rescue their 
own animals. The same populations had the hardest time 
returning to their city, because of lack of infrastructure in 
the city in general, and specifically (and even worse) in 
their neighborhoods. They remained displaced longer 
and were less likely to have resources like the internet at 
their disposal, making it even more challenging to locate 
and reunite with their pets… And then of course many 
were deemed to be unworthy “pet owners”… And on 
and on it perpetuates… 

You’ve gone to New Or leans many t imes s ince 
hurr icane Katr ina .  How has the landscape 
changed each t ime you ’ve returned ,  and what 
does is  look l ike now? 

Sadly much of New Orleans still looks much like it did a 
month after Katrina. Many people have not been able to 
return, and their former neighborhoods are eerily 
deserted. There are social justice groups trying to work 
for the right to return, which is dependent on economic 
and social policies that affect the availability of affordable 
housing and adequate schools and other services 
necessary for a community to thrive. 

Whenever I’m back, I’m in neighborhoods that 
remind me of the suffering that continues long after most 
of us have all but forgotten Katrina. And it reminds me 
that the messages in the film are relevant and important, 
even now that we’re approaching the 4-year anniversary 
of the storm.  But it’s not all bad - I also try to visit the 
dog parks, it’s good for the soul to see people and their 
pets and be reminded how happy and human our bond 
with animals makes us. 

MINE  i s  receiv ing a lot of not ice at f i lm 
fest iva ls ,  and was g iven the audience award for 
best documentary at the South by Southwest 
(SXSW) F i lm Fest iva l  in Aust in ,  Texas .  The f i lm 

Geralyn Pezanoski 
Mine: Taken By Katrina, film still, 2008 © Geralyn Pezanoski
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has the potent ia l  for  s ign i f icant mainst ream 
success ,  but do you a lso have goals for  how the 
f i lm cou ld be used educat iona l ly ?  

It has always been my vision and hope that MINE would 
contribute to the betterment of the lives of non-human 
animals. I think the mainstream appeal of the film 
positions it to do just that. Our plans for distribution 
include an outreach program that makes the film 
accessible to animal rescue and welfare groups all over 
and allows them to share in the revenue of the film 
through independent screenings and DVD sales. 
Educational distribution is also a key piece of our overall 
plan. We’ll make the film available for University 
programs, and while it’s of particular interest to animal 
studies programs, we’ve also been contacted by people 
in the areas of social justice, environmental studies and 
women’s studies. We’re really excited that MINE could 
be of use across so many fields of interest. 

Gera lyn ,  not long after your exper iences in New 
Or leans you adopted a dog that was d isp laced by 
Katr ina .  What would you do i f  her prev ious 
guard ian suddenly came back into the p icture? 
Would you have answered th is  quest ion 
d i f fe rent ly  i f  you hadn’t  made th is  documentary? 

I fostered and then adopted a snaggle-toothed little 
survivor after Katrina, and it was the question of “what 
would I do if Nola’s family wanted her back?” that really 
made the process of making this documentary a deeply 
personal experience for me. The answer still doesn’t 
come easy, because I’ve had her for four years now and 
no one has ever contacted me about her. To this day 
her picture is still posted on PetFinder and I still 
periodically scour PetFinder and other New Orleans 
based sites where people could search for their lost pets, 
and have yet to discover anyone looking for her by those 
means. But even if they weren’t looking, it doesn’t mean 
they didn’t or don’t love her, and maybe they wanted 
her and didn’t have the resources to find her, which is a 
likely scenario. I’d like to think if someone showed up 
one day and had the kind of bond with Nola that I feel, 
I’d try to put aside my personal attachment and return 
her. Ultimately I think anyone in this position (which for 
me has always been hypothetical) would just want to 
know that this animal is going to be loved and cared for. 

Do you have any new pro jects in the works? 

I do have another project in development, a 
collaboration with one of the subjects of MINE. It’s about 
“the homeless” and is another film that will challenge a 
lot of our preconceived and un-conceived notions, this 
time about a population that’s generally treated with 
lower regard than animals in our society. 

Geralyn Pezanoski, Co-Founder of Smush Media, has 12 years experience in film 
and video production and makes her feature directorial debut with MINE. Film 
producing credits include the narrative short, On A Tuesday (Santa Barbara & 
LAIFF) and the feature-length Motherland (SXSW), and directing credits include the 
doc series Firehouse (Sony Pictures Entertainment). She lives in San Francisco with 
her husband Peter and their dog Nola. 

For more information please visit: http://minethemovie.com 

Geralyn Pezanoski was interviewed by Antennae in Spring 2009 
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The extraordinary botanical diversity for which Western Australia is internationally renowned is deposited in various

 

collections. Gregory Pryor first worked with a 19th century collection of Western Australian plants he found in the Natural 
History Museum Vienna during a residency in 2002. In this account he takes us through his work in herbaria for the creation 

of Black Solander, his installation work for HEAT.
Text by Gregory Pryor 

Gregory Pryor 

Black Solander (installation shot at PICA Perth) ink, graphite and spirit-based ink on sugar paper, 2004 © Gregory Pryor
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 am looking very closely at an emergency evacuation 
notice in the reference herbarium of the Perth 
herbarium in Western Australia. My car has driven 

me here, almost against my will. When I entered the 
front door, the receptionist immediately pointed where I 
was to go – he at least, seemed to know why I was 
there. I followed the direction of his finger into a room 
full of about fifteen people, sitting around a big table 
upon which were scattered a number of white sheets of 
paper with dead plants attached to them. The room was 
full of animated conversation, but when I entered, the 
conversation came to an abrupt halt and everyone 
looked in my direction. They also brandished fingers and 
I mutely obeyed their gesture, finding myself in the room 
with the aforementioned emergency evacuation notice. 
This room was also busy and there were a lot of shelves 
and microscopes. I did not know why I was there and 
examined a fire extinguisher for clues. Eventually, I 
realised I needed to backtrack, to make my way back to 
reception and to genuinely ask for help. I knew this was 
big, but I didn’t know where to find the entry door.  

A couple of years before this encounter I had 
arrived in Western Australia with the aim of 
understanding something about the country of my birth. 
One of the key texts I read at this time was by the 
pioneering environmentalist and thinker George Seddon, 
who   had   arrived   in   Western  Australia a generation  

before me. As he made his way out into the alien 
landscape, where the low heath land is densely packed, 
ancient plants scratched his legs, and he couldn’t grasp 
what was before him. Eventually, a sense of the 
landscape unfolded for him through the close 
observation of the plants. (1) 

One of my first visits to the natural environment 
of Western Australia was to the foothills of the Darling 
scarp which delineates the end of the Swan coastal plain 
around the city of Perth. Getting out of the car I saw a 
floral display unlike anything I had ever seen anywhere in 
my life. What made this even more startling was that the 
strange and proliferate flowers seemed to be emerging 
from or even levitating above black undergrowth that 
looked as if it had been scorched from a bushfire the 
previous summer. Little did I know that this was my first 
encounter with one of the key relationships in the 
landscape of Western Australia  - the symbiotic 
relationship of much of the flora with fire. 

The ‘soil’ underfoot was a paradox also – it was 
actually sand (being a coastal plain) and the density of 
the foliage convinced the first white explorers exploring 
the upper reaches of the Swan river that the ‘soil’ must 
be extremely fertile. In reality, it was the exact opposite 
– a bare, sandy terrain with few nutrients but with an
extremely hardy flora consisting of some of the world’s
greatest   botanical   survivors,   which  had evolved over

I
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Isopogon asper R.Br., 2004, Photograph by the artist © Gregory Pryor 
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millennia to adapt to the harsh climate and the depleted 
soil. In adapting, many of these flowers had formed 
spectacular flowering shapes and highly complex 
germination strategies. (2) 

Because I couldn’t understand what I was looking 
at, I began to take photographs and after 4 weeks I had 
compiled about 200 images of different species of flower. 
This seemed incredible to me, but little did I know that 
there were around 8,000 species in the south west of 
Western Australia and I was merely scratching the 
surface of this amazing flora in one of the world’s 25 
designated bio-diversity hot spots. 

These photographs then accompanied me to 
Vienna, where I found out that the herbarium of the 
Naturhistorisches museum had a very strong historical 
collection of Western Australian plants. This was my first 
encounter with a herbarium collection, and the sheer 
size of the collection was overwhelmingly evident, with 
rows and rows of cabinets and shelving and tables and 
benches stacked high with piles of pressed and dried 
plants, yellowing paper and discolored cardboard, empty 
labels and tabs poking out from paper folders as if to 
tout for business. I was told the holdings in Vienna 
consisted of about four million specimen sheets. 

The director generously offered me a desk to 
work at, but warned me about the toxicity of the 
environment if I was to work in the archive. The building 
was bombed during the second world war and most of 
the windows shattered, thereby exposing the fragile 
collection to attack by museum beetle and a host of 
other insects that could easily decimate huge amount of 
the holdings very quickly. As a result, apparently the 
liberating American troops were asked to spray the 
entire building with DDT. I was told it was extremely 
difficult to remove and was shown the rather beautiful 
crystalline surface on the inside of one of the cabinets. 

As I began cross-referencing my naïve little 
snapshots of flowers with these world and time-weary 
specimens, I continued to be drawn into the aesthetics of 
decay and how messy, imprecise and desperate the 
visual language of classification can be. Many very old 
specimens seemed to be suffocated with dust and age 
and,   as   I   was   to   find   out,  poisoned  with various  

substances to keep insects away. Mercuric chloride was 
one of the most common poisons that the plants were 
bathed in and this often left spectral stains on the 
mounting paper. If a specimen had prized itself free from 
its mounting paper and disappeared, often an ‘after-
image’ remained. I began to wonder if plants had souls. 

The deeper I navigated into the stacks of dried 
and poisoned plants in Vienna, the more I realized that I 
needed to make a substantial work about the flora of 
Western Australia. Speculative and incoherent sketches 
soon gave way to very detailed tracings from the 
specimen sheets which corresponded to my 
photographs.  

A critical breakthrough occurred however when 
I encountered one of the very old specimens of the 
Banksia genera. This specimen sheet prompted thoughts 
about a census of plants that are archived through time, 
smoke and charcoal. The plant was in poor condition 
and the mounting paper significantly discolored with 
what looked like sooty grime.  

A lot of loose material was also evident and 
after closer examination, I realized that amongst the 
detached fragments were the seeds (which are carried 
by wafer thin ‘wings’) that are ejected from the cone of 
the Banksia when fire engulfs the plant, thereby ensuring 
the continuation of it’s genetic line. It then occurred to 
me that the darkened specimen sheet could possibly be 
smoke damaged from the wartime fires and the valves in 
the      Banksia     cone,    thinking    that     it     was    a  

 

Sl
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fire in the south west of Western Australia, opened up 
to release it’s seed. 

As scientifically flimsy as my observations were, it 
did, nonetheless prompt what was eventually to become 
Black Solander. This Banksia specimen seemed to 
continue it’s fight for survival, despite being cut from it’s 
host plant, squashed and dried between paper, 
transported to the other side of the world, dipped in 
poison, taped down and housed in darkness, before 
surviving the devastating consequences of a world war. 
This was an example of inexplicable growth and survival 
from within a crypt.  

By now, I realized that my paltry 200 drawings 
could not encompass what I had in mind. I wanted to 
somehow present the immense floral diversity and 
intensity of Western Australia and simultaneously sound 
an alarm about its threatened status. Ironically, I also 
realized that the moment the first specimens arrived 
back in Europe from the early voyages of exploration to 
terra australis, was also the moment when the 
decimation of the diversity that the Linnaean binomial 
system was set up to classify, really began. I wanted to 
build a receptacle that housed these seemingly 
contradictory aims.  

My plans matured subliminally when I returned 
to Perth and it was only when my car drove me to the 
herbarium that they announced themselves. I left the fire  

extinguisher, walked back to reception and asked, “Who 
should I talk to if I want to do a drawing of every species 
of flowering plant in Western Australia?”  

Botanical illustrators conventionally paint the 
flower in an idealized form – in good health, clear light 
and often in every stage of its life cycle. I wanted to make 
a work from the discards of such botanical illustration. 
Herbariums shut out light, repel pollinating insects and 
flatten form, making desiccated plants behave like printed 
text. These plants have been extinguished from the 
biomass of the world, given a Latin name and been 
refashioned as books. 

Daniel Solander, a pupil of Linnaeus, designed a 
box to store his dried specimens in when he traveled on 
The Endeavour to Australia in the late eighteenth century. 
A similar box is still in use in many museums today and 
now bears his name – the Solander box. Operating like a 
portable herbarium, this lightproof container was just the 
type of receptacle I needed, except it had to 
accommodate 10,500 specimens. The Perth Institute of 
Contemporary Arts offered me a ‘box’ big enough to 
complete the task.  

To convey this absence of light and the 
increasingly rapid waning of the flora in these uncertain 
times, I decided to work with black ink on ‘black’ paper. I 
painted each plant on low grade sugar paper, because of 
it’s fugitive dyes so that during  the course of making the 
work, the paper gradually lost its colour in varying 
degrees. Considering that the large scale collecting of 
Australian plants really gathered momentum at the start 
of   Queen   Victoria’s   reign,  I  also  felt my mausoleum 

Gregory Pryor
Dryandra cryptophala, 2002  Gregory Pryor
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Top Image: Black Solander (detail - pimelea) ink, graphite and spirit based ink on sugar paper, 2005, Bottom Image: Page from Herbarium Vivum, 
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should be reflective of the dark language of Victorian 
mourning rituals.  

When the day came to finally begin the project, I 
stepped out of my house in the morning and the entire 
city of Perth was shrouded in thick smoke from bushfires 
burning out of control in the hills of the Darling scarp. 
Despite the poor visibility, this time, I knew where I was 
going.  

Notes 

1 Seddon, G. (1997) Landprints: reflections on place and landscape, Cambridge 
University Press, Cambridge p.111 
2 Hopper, S. (2004) South Western Australia, cinderella of the world’s temperate 
floristic regions 2, from Curtis’s Botanical magazine, Volume 21 Part 2 May 
2004 Rix, M. (ed) Royal Botanic Gardens, Kew  pp 140 - 142 

Gregory Pryor is a multi-form artist currently based in Perth, Western Australia. He 
lectures in Visual Arts at Edwin Cowan University, Perth and holds a BA (Fine Art) 
and a Graduate Diploma in Fine Arts from RMIT University Melbourne. Most 
recently he has completed a residency with Stour Valley Arts in the United 
Kingdom, working on a project about King’s Wood in Kent. In 2007, he was an 
artist in residence at the Taipei Artists Village; exhibited at Lister Gallery, Perth and 
his work was shown in the 2008 Adelaide Biennial of Australian Art. Pryor 
regularly exhibits at international and national level and his work is held in a 
number of public and private national collections. 
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Brandon Ballengée 
DFA 2, Héphaistos, Scanner Photograph of Cleared and Stained Multi-limbed Pacific Tree frog from Aptos, California in Scientific 
Collaboration with Stanley K. Sessions. MALAMP titles in collaboration with the poet KuyDelair. H 46 inches x W 34 inches Unique 
IRIS print on watercolor paper, 2003/07, Courtesy the artist, Capsula & Comafosca, Barcelona. © 
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