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Abstract  

Intentionalism in art theory holds that a critical component of the meaning of a text or 

artwork is determined by the intentions and agency of the artist who created the work. 

Disagreements concerning when authorial intentions ought to be considered have led to 

conflicting views regarding how one ought to interpret and value works of art. To respond 

to proponents of anti-intentionalism, such as William K Wimsatt and Monroe Beardsley, 

I examine the epistemic and moral roles of intentions communicated either by major 

contemporary artists or by my own practice-led research. The methodology of this enquiry 

is undergirded by iterative critical assessments of the data generated by my practice-led 

research, which builds from the feedback acquired through the peer-reviewing of forty-five 

published artworks and four peer-reviewed theoretical publications. The enquiry specifies 

three normative conditions that have scaffolded my artistic voice, which I term 

Countermodernity Intentionalism. According to the Virtuous Discovery Condition, a 

virtuous artistic interpretation ought to be aimed at discovering the meaning that was 

intended by the author. A classic objection to that condition is based on the thought that the 

author’s meaning is inaccessible. To refute this objection, I identify the harms caused by 

adopting this inaccessibility view as the chief standpoint by which to interpret a corpus of 

artworks about violence, law, mining and geoscience. Contrary to predictions suggested by 

the inaccessibility view, the explication of the corpus provides converging evidence that 

the interpretation of an artwork can accord with the artist’s intended meaning. The 

Audience Meaning Condition states that, if an interpretation dismisses or is devoid of the 

artist’s intended meaning, then that interpretation is ethically limited by its status as merely 

the interpretation of the audience member. In the case study ‘The decommission of I See 

Red’, I respond to an anti-intentionalist objection derived from the premise that meanings 

are directly and autonomously given by language or artworks. The study discloses how 
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disregarding the authorial intentions of the artist can cause contested interpretations, which 

can ultimately lead to epistemic injustices. I conclude that if art is to be socially valued and 

have social impact, then audiences ought to consider the author’s artistic intentions. The 

article ‘I See Red’ expands the argument of ‘The decommission of I See Red’ in an 

examination of the ways in which art can contribute to truth-telling about colonial 

courthouses and Indigenous dispossession. The Agency Condition of Countermodernity 

Intentionalism states that any aesthetic value in an artwork is underpinned by artistic 

intention as a causal agent. I have been committed to providing evidence in support of the 

Agency Condition since ‘Here Lies Truth’, an article that uses my artwork Here Lies Truth 

to investigate whether art can negotiate contested conceptions of truth when contributing 

to debates of global significance. To avoid the promotion of misinformation or propaganda, 

this research abides by the moral rule that any messages I communicate through art ought 

to be truthful. The Agency Condition is also the impetus for the Still Lives – A Beautiful 

Science project presented in the ‘Still Lives’ publication. This project responds to an 

objection based on the premise that the author’s agency lacks epistemic authority over what 

the artist intends. I demonstrate that the strategies followed in Still Lives were aimed at 

ensuring that the messages communicated via my artworks were factual and verifiable. Still 

Lives incorporated the disciplines of art, law, science, philosophy and the humanities, in a 

three-day multiplatform event illustrating the multifaceted ways in which art can contribute 

to society. In summation, the thesis demonstrates that, despite their contested history, the 

principles of intentionalism can provide guidance for ethical and socially engaged artistic 

practices in the twenty-first century. 
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Chapter 1  

 

Method and Problems of the Enquiry into Intentionalism 

1.1 The Principle of Artist Intention in the Ontology of an Artwork 

In the twenty-first century era, in which humanity is preoccupied with complex 

existential threats, ‘valuations of art as well as artists have become increasingly more 

important in redrawing the boundaries of the human’.1 A rising chorus calls for the 

mobilisation of artists to respond to the urgent crises facing humanity, such as climate 

change. The advocates (not limited to art theorists, critics, artists, and activists) voicing 

such expectations place contemporary artists in a social context unalike any previous 

artworld. They pressure artists to respond2 and criticise them when they do not3. In the 

present practice-led arts research, I take up their challenge: I engage with interdisciplinary 

and revolutionary thoughts that are redefining what it means to be human in a more-than-

human world.  

The timeliness of this research takes advantage of, and is propelled by, the 

conditions of posthumanism discourse in art that challenges the ‘very terms of creative and 

                                                 
 

1 Giovanni Aloi and Susan McHugh, ‘Envisioning Posthumanism’ in Giovanni Aloi and Susan McHugh 
(eds), Posthumanism in Art and Science: A Reader (Columbia University Press 2021) 2. 
2 As an example from a contemporary art publication, American writer, art historian, critic and curator Lucy 
Lippard writes, ‘There is a point where artists too must take some responsibility for the things and places 
they love’, because in Lippard’s view, ‘[…] The land is not separate from the often harsh realities of lives 
lived upon and around it’. Lucy Lippard, Undermining: A Wild Ride Through Land Use, Politics, and Art in 
the Changing West (The New Press 2014) 90; See also Australian artist and theorist Peter Weibel’s 
commentary on the shifting of ‘critical boundaries’ in current contextual art that has resulted in artists 
contributing to other discourses such as ‘ecology, ethnology, architecture and politics’ in Peter Weibel, 
‘Context Art: Towards a Social Construction of Art’ in Claire Doherty (ed), Situation: Documents of 
Contemporary Art (The MIT Press 2009). 
3 See for example art writer Alex Bowron’s criticism of the lack of acknowledgement regarding the ‘social 
anxieties that loom over our current moment’ in his exhibition review. Alex Bowron, ‘Show Up, Elizabeth 
McIntosh’ (2021) 101 esse 113.  
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ethical practice’.4 In discussing posthumanism, Cary Wolfe writes ‘what matters–in art, 

and in theory and philosophy– […] is not just what you are doing […] but how you are 

doing it. And this is a matter–in philosophy and in art–of the articulation of form and 

content […]’.5 Articulating the form and content of my artworks is a preoccupation in my 

arts practice that undergirds this present research. Specifically, what do the artworks 

created by artists and intentions to make art contribute to society? Taking this question into 

account, this thesis centres on the long-standing debate in art theory regarding whether the 

intentions of artists should be taken into consideration in the interpretation and evaluation 

of works of art. In both my artistic works and theoretical writings, I argue that the artist’s 

intention is inherent to the ontology of the artwork. In addition, I suggest that disregarding 

the artist intentions can cause contested interpretations, which can ultimately lead to 

socially harmful consequences. I define intentionalism, within contextualist theories, as a 

cluster of views regarding the artist’s intended meaning of an artwork and determine how 

it contributes to the identification and interpretation of a work of art.  

In the crux of this thesis, I consider in a theory of the normative functions of artist 

intentions in a twenty-first century art practice: thus, what cognisance should we give to 

the artist’s intention? The catalyst for this investigation of the role of intentionalism was 

my artwork I See Red (Figure 2.1), which was commissioned as a public artwork in 2015 

by the City of Perth in Western Australia (WA). However, the entire project of I See Red 

was decommissioned by the curators after permission to install the work was denied by the 

sitting judges of the Supreme Court of Western Australia.6 The circumstances that led to 

                                                 
 

4 Aloi and McHugh (n 1) 2. 
5 Cary Wolfe, ‘CODA: Reflections on Art and Posthumanism’ in Giovanni Aloi and Susan McHugh (eds), 
Posthumanism in Art and Science: A Reader (Columbia University Press 2021) 324. 
6 For the full description of this artwork and related discussion refer to Chapter 5 in this thesis, Lee Harrop 
and Nicolas J Bullot, ‘The Decommission of I See Red: A Case Study in the Relations Between Art and 
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the decommission are analysed through a case study (Chapter 5), which is aimed at using 

a case study to demarcate the role of artist intention.  

In this thesis, I interject the theoretical discussion of intentionalism with the artist’s 

voice positioned at the forefront. My voice has an intentionalist agenda that argues for the 

importance of acknowledging the artist’s intention when we interpret their work. This 

positioning, I contend, is necessary to demonstrate how an intentionalist stance is 

prerequisite for the social valuation of artists and their art, and therefore for the social 

impact of their art.  

To make this case for intentionalism, my research is presented as a thesis-by-

publication that combines two sorts of published work. The thesis integrates both written 

and creative outputs, with my practice-led visual arts research proposed as a means to 

investigate and adjudicate the intentionalism debates. This approach allowed me to 

contribute to the philosophical debate from an artist’s perspective, using examples of my 

artworks as a resource to rebut some of the key objections to intentionalism. This unique 

approach has led me to articulate a moral argument in support of intentionalism, which in 

turn provides resources to rebut objections based on semantic ambiguity in Chapter 4.  

 In line with the tradition of practice-led research, I document and articulate the 

research process and outcomes through writing. However, some artistic processes are non-

discursive and inchoate.7 Thus, the reader is asked to consider this thesis as a process of 

integrating writing with practice, one in which theory and knowledge are embedded in each 

other. I aim to avoid privileging one over the other. In the context of this interactive and 

                                                 
 

law’ in Jani McCutcheon and Fiona McGaughey (eds), Research Handbook on Art and Law (Edward Elgar 
Publishing 2020). See also ch 6. 
7 Hazel Smith and Roger T Dean, ‘Introduction: Practice-Led Research, Research-Led Practice – Towards 
the Iterative Cyclic Web’ in Hazel Smith and Roger T Dean (eds), Practice-Led Research, Research-Led 
Practice in the Creative Arts (Edinburgh University Press 2009) 1-36. 
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embodied process, the attempt to provide a full exegetical analysis is not warranted because 

it would take us too far from the task. What is needed is rather an explication of the evidence 

that corroborates the claims I make with regards the intentionalism. Therefore, I have 

presented artworks as evidentiary images and epistemic instruments (in absence of 

presenting the actual work) in order to offer experiential knowledge through such images. 

Despite the potential limitations of depriving the viewer of direct perceptual access to the 

artworks, it is my belief that the documentation is adequate to convey the results for the 

purposes of this research project. 

My practice-led arts enquiry used an interdisciplinary approach,8 grounded in the 

theory and history of modern and contemporary art along with the philosophy of art. The 

interdisciplinary character of this approach is reinforced by my engagement with several 

scientific disciplines (geosciences, and the cognitive and social sciences), posthumanism 

discourse, and law (legal interpretation and Earth jurisprudence). This interdisciplinary 

approach collectively scrutinised intentionalist and anti-intentionalist accounts of a 

contemporary art praxis. From this comparative analysis, I show (see Chapter 4: 4.3, 4.5, 

4.7) that anti-intentionalist accounts render artworks ontologically impoverished or corrupt. 

These conclusions are supported by evidence adduced by contemporary scientific and the 

theoretical research used both in the creation and analysis of my artworks in this research. 

To explain the logic of this thesis, I commence its journey with an explanation of 

the epistemology and methodology of the project in Chapter 1. The artistic outputs as data 

                                                 
 

8 My use of the term interdisciplinary means the combined approach of disciplines to integrate their 
knowledge and ways of working to solve a common problem. This differs from multidisciplinary which is 
‘the sequential or additive combination of ideas or methods drawn from two or more disciplines or fields to 
address the focal problem’. An interdisciplinary engagement might include components, such as 
discussions and tasks, ‘that require a blended synthesis of content, techniques, and perspectives from 
different disciplines’ Kara L Hall and others, ‘A Four-Phase Model of Transdisciplinary Team-based 
Research: Goals, Team Processes, and Strategies’ (2012) Translational Behavioral Medicine 415-430. 
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are documented in Chapters 2 and 3. These two chapters evidence the corpus of artworks I 

created in relation to my investigation of intentionalism and its interpretation. These 

artworks are analysed using peer review processes in art such as exhibition and award 

selection, reviews and papers. I provide insight into the peer review process including what 

can be determined from it in relation to artist intention in Chapter 1. Further discussions of 

the artworks are incorporated in Chapter 4, which responds to potent objections to 

intentionalism, and within the publications presented in Chapters 5 to 8. 

A problem encountered throughout this research was finding expository ways 

appropriate to discuss the contributions of practice-led artistic outputs. Each attempt to 

separate the theory from the practice appeared to undermine the very process I was intent 

on defending – that intention, matter and meaning emerge together.9 However, I realised 

that this problem of entanglement10 was in fact validation for my argument. Thus, 

throughout the thesis, the entanglement of theory and practice is used to demonstrate that 

the meaning of the artwork is inextricably linked to the artist intention. For examples, see 

the discussions of Still Lives, pp 15–18, p 239; Rock a Little, p 146; That is gold which is 

worth gold, pp 157–158; We are making a new world (after Paul Nash), pp 159–160; Time 

will come for us, pp 160–163; And this, too, shall pass, pp 163–164; and I See Red, pp 186–

188. 

A major explanatory process within this thesis is the contention that my artworks 

are an embodiment to be interpreted as such. For example, in my view, artistic praxis can 

                                                 
 

9 In discussing her conception of agential realism, Karen Barad uses the terms matter and meaning, 
emerging and coexisting together to discuss the entanglement of phenomena in quantum physics. See Karen 
Barad, Meeting the Universe Halfway: Quantum Physics and the Entanglement of Matter and Meaning 
(Duke University Press, 2007); Karen Barad, ‘Posthumanist Performativity: Toward an Understanding of 
How Matter Comes to Matter’ (2003) 28(3) Signs 801-31.  
10 ibid. 
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be understood as sharing similarities with scientific experiments. Ian Hacking explains that 

a scientific experiment need not be viewed through the lens of the theory which designed 

and interpreted it. Rather, a scientific experiment can be understood as a complex practice 

on its own terms.11 Likewise, I argue that my artworks can be understood as a complex 

practice not reduceable to theory alone. Hacking insists ‘on the truism that experimenting 

is not stating or reporting but doing – and not doing things with words’.12 Thus, and subject 

to the novel approach undertaken by this research project, the conclusion presents this 

thesis as the final artwork. 

1.2  Epistemological Problems and Methodology 

The final arbitrator in philosophy is not how we think but what we do.  

Ian Hacking13 

1.2.1 Overview 

The ultimate task of this thesis is to establish that, when we interpret contemporary 

art, there is good cause to revisit the role of the artist’s intention. I began this research 

project with a case study of my artwork I See Red as a paper presentation in an Art-in-Law 

Conference. The paper led to a co-authored book chapter (Chapter 5) to further investigate 

what led to the decommission decision. This publication process developed my academic 

writing skills based on editor and reviewer comments and identified further lines of inquiry 

                                                 
 

11 Ian Hacking, Representing and Intervening: Introductory Topics in the Philosophy of Natural Science 
(Cambridge University Press 1983). 
12 ibid 160. For more discussion on the debate regarding the theorising of scientific pracitices and an 
expansion on Hacking’s ideas see Joseph Rouse, How Scientific Practices Matter: Reclaiming 
Philosophical Naturalism. (Chicago: University of Chicago Press 2002); Joseph Rouse, Articulating the 
World (University of Chicago Press, 2015). 
13 Hacking (n 11) 36. 
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in the intentionalism debate that could contribute to my overall analysis. The published 

chapter also enabled me to gauge academic and other audience interest in this research 

topic. Other publications in this thesis enabled me to examine and answer specific research 

questions and areas of related inquiry separately. In tandem with the theoretical research, 

artistic research was used to gain a deeper understanding of the effects of artist intention 

from the perspective of an artist researcher.  

This research model is iterative: it combines practice-led research (artistic outputs) 

and research-led practice (writing, publications, and conference presentations) with other 

forms of academic inquiry. It is a cyclic process, moving between each mode of research 

as necessary and dictated by the progression and outcomes produced by each of the areas 

of research. Hazel Smith and Roger T Dean refer to this model as ‘The iterative cyclic 

web’.14 It allows for a timely progression through the research that accommodates for 

periods spent on elements that may only reveal themselves slowly through the sustained 

process of repeated experimentation, such as in the creation of artworks. 

1.2.2 PhD by Publication 

The PhD by publication format was chosen as a structure as it allows for the logical 

progression of my writing and research processes. It contains published work: four written 

articles (traditional outputs) and forty-five artistic publications (non-traditional outputs). 

Whilst the publications may appear disparate in style or genre, I suggest this is part of the 

exploratory and experimental nature of the present research. 

The four traditional publications provide peer review analysis of some of my 

artworks and research projects that investigate areas of enquiry regarding artist intention. 

Typically, the description and analysis developed in each of the publications was enabled 

                                                 
 

14 Smith and Dean (n 7) 19ff. 
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and preceded by the research and creation of an associated artwork. These publications 

develop and address questions regarding how intention is embedded in my art practice and 

how it manifests through the artwork. For example, artist’s intention is discussed in relation 

to universal human rights and epistemic injustice (Chapter 5, 6 & 8). The publications also 

allow for transdisciplinary engagement with disciplines such as law and geoscience. These 

engagements created opportunities to bring the artist’s voice to the intentionalism debate. 

Emphasising the significance of these opportunities, the editors of the research handbook 

noted,  

that the book gives artists the opportunity to directly speak on how and why 

they and other artists engage with law, how the law affects them, and how 

their engagement contributes to our understanding of the law. 

Conventionally, the works of artists, even those engaging with law, are 

interpreted by other experts. It is rare to hear directly from the artists 

themselves on these fascinating issues.15  

1.2.3 Creative Practice-led Research 

By legend and perhaps by nature philosophers are more accustomed to 

the armchair than the workbench. It is not so surprising that we have gone 

overboard for theory at the expense of experiment.  

Ian Hacking16 

                                                 
 

15 Jani McCutcheon and Fiona McGaughey (eds), Research Handbook on Art and Law (Edward Elgar 
Publishing 2020) 2. 
16 Hacking (n 11) 140. 
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Practice-led visual arts research is a comprehensive and all-encompassing approach 

to the interrelations between creation (research and conceptualisation) and production 

(physical process and manifestation of the artwork). This intertwinement process of enquiry 

and development of knowledge can be both intuitive (considerations and investigation 

during the process) and reflective (reflecting on the process at the conclusion).17 These 

processes involve continuous observations and assessments from a self-critical perspective. 

I liken this position as being both ‘connoisseur and critic’.18 Based on Eliot Eisner’s 

definition, to be a connoisseur of art ‘is to be informed about its qualities; … to discriminate 

the subtleties among types’ of art ‘by drawing upon a visual memory against which the 

particulars of the present may be placed for purposes of comparison and contrast’.19 

Accordingly, as a connoisseur of art, I can truly ‘appreciate’20 what I encounter. My role 

as critic is to articulate or communicate my understanding of this private experience in the 

public realm.21 In general, my aim is to provide an exposition of the artwork through the 

practice of criticism.  

A potential challenge to my observations is the reliability of such personal 

interpretive data: a researcher in empirical aesthetics or neuroaesthetics could object that 

my interpretations are not guided by quantitative methods and numerical measurements. 

However, a case can be made for the qualitative and phenomenological interpretations I 

use. According to Eisner’s process of structural corroboration,22 one way to empirically 

                                                 
 

17 Graeme Sullivan, ‘Making Space: The Purpose and Place of Practice-led Research’ in Hazel Smith and 
Roger T Dean (eds), Practice-Led Research, Research-Led practice in the Creative Arts (EUP 2009) 41-65. 
18 Eliot W Eisner, ‘Educational Connoisseurship and Criticism: Their Form and Functions in Educational 
Evaluation’ (1976) 10(3/4) The Journal of Aesthetic Education 135-150. 
19 ibid 140. 
20 ‘Appreciation here means an awareness and an understanding of what one has experienced. Such an 
awareness provides the basis for judgement’ Eisner (n 18) 140. 
21 Eisner (n 18). 
22 Structural Corroboration is a form of triangulation being a technique used for evaluating the 
dependability or reliability of qualitative data. Eisner defines structural corroboration as a ‘process that 
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test criticism is by assessing ‘whether the referents it claims to describe, interpret, and 

evaluate can be found in the phenomena to which it attends’.23 In the case of artworks, this 

implies that the assessments of an artwork cannot be arbitrary interpretations by the 

assessor that are not referentially grounded in the objective properties of the examined 

work. In other words, an assessor must be able to demonstrate that their interpretation is 

identifiable in the properties of the artwork being assessed. Similarly, Roman Ingarden 

suggests we must apprehend artworks only through any concretisation of ‘[…] those 

aesthetically valuable qualities which are potentially determined, or at least permitted, by 

the content of the work of art’.24  

As a procedure to evaluate my own observations, I undertook to regularly submit 

proposals to select platforms within contemporary art and other disciplines outside of 

creative practice. These calls for submissions provided me with an opportunity to have the 

work peer reviewed, assessed, and sometimes selected by industry professionals and arts 

academics. The outcome of the peer review operated as a means of rigorous critique, 

assessment, and validation as corroborating evidence for the artworks I produced in my 

exploration of the concept of artist’s intention.25 Examples of what I determined from the 

peer review process are included in Chapter 4, which provide evidence in support of my 

argument against specific anti-intentionalist views. 

 The timeframes that surround exhibition scheduling, awards, and events, requires 

the submission of proposals as a continuing process. There are numerous variations in the 

                                                 
 

seeks to validate or support one’s conclusions about a set of phenomena by demonstrating how a variety of 
facts or conditions within the phenomena support the conclusions drawn’ (n 18) 148.  
23 Eisner (n 18) 148. 
24 Roman Ingarden, Ontology of the Work of Art: The Musical Work, the Picture, the Architectural Work, 
the Film (Raymond Meyer and John T Goldthwait trs, Ohio University Press 1989) 235. 
25 Larry G Daniel and Anthony J Onwuegbuzie, ‘Reliability and Qualitative Data: Are Psychometric 
Concepts Relevant within an Interpretivist Research Paradigm?’ (2002) 
<https://eric.ed.gov/?id=ED471306>  accessed 30 December 2020. 
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notification processes, each providing important feedback and knowledge. For example, 

some application processes request an image of the artwork being entered together with the 

title but exclude any other supporting documents, such as artist statements. If the artwork 

is selected on these two factors alone, it can be important to consider how crucial the title 

was in providing the key information about the intention embedded in the work. This is 

specifically relevant to my practice, where the title is an inseparable element of the artwork 

itself. Thus, any adequate ontology of a work of mine ought to account for the ways in 

which the title interacts with other visible components. I acknowledge the range of 

contributing factors that influence the selection and/or judging process; nevertheless, it 

remains a valuable means of assessment. 

Other outcomes of this process included noting how certain terms and conditions 

can place limitations on an artist’s ability to articulate or demonstrate the intention of their 

work – for example, word limits on accompanying artist statements or descriptions of the 

work. This finding placed an importance on ensuring my intention could also be articulated 

through any such accompanying written material in a succinct and economical manner. The 

process also ensured the artistic outputs were of the standard required for this level of 

research. Ultimately, my aim was to contribute to the academic debate as a subject-matter 

expert vis-a-vis my art practice. The artworks that have been subjected to this process are 

presented as data in Chapters 2 and 3. Some of the practice-led outcomes are further 

analysed in Section 1.2.5 and discussed in the publications, exhibition reviews, and 

catalogues included in this thesis.  
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1.2.4 Contextualism and theoretical analysis 

From the standpoint of my own artistic practice, contextualist theories26 and 

intentionalism provide models that motivate my work and its modus operandi; and such 

conceptual frameworks help me formulate the theoretical position that informs my practice. 

To illustrate the impact that intentions embedded in social context have on both artworks 

and our responses to artwork, I discuss a number of examples from the practice of myself 

and others. The assessments I make about art are supported by my tertiary arts 

qualifications combined with my decade plus experience as arts practitioner and researcher 

in the fields of art theory, art history, and philosophy of art.27 This combined experience 

enables me to recognise artistic subtleties and explain their function as a subject-matter 

expert.28 I hope that the incorporation of the artist’s voice in this thesis is restorative against 

the epistemic injustices29 exposed in Chapter 5 about I See Red. Thus, making a new 

contribution to the intentionalism debate.  

I used the primary tools of contextualist theories and intentionalism as lenses 

through which to view and critique artworks. I integrated art theory published by historians 

and curators of site-specific art30 and philosophical research (contextualism in philosophy 

of art and philosophical aesthetics).31 This includes theories of intentions and agency. 

                                                 
 

26 Noel Carroll, ‘Historical Narratives and the Philosophy of Art’ (1993) 51(3) Journal of Aesthetics and 
Art Criticism 313-326; A Danto, ‘The Artworld’ (1964) 61(19) Journal of Philosophy 571-584; Ingarden, 
Ontology of the Work of Art (n 24); Jerrold Levinson, ‘Aesthetic Contextualism’ (2007) 4(3) Postgraduate 
Journal of Aesthetics 1-12. 
27 Philosopher of science Massimo Pigliucci writes that the rule of thumb is that a decade or so is needed to 
become an expert in a field such as science and the arts. Massimo Pigliucci, Nonsense on Stilts: How to Tell 
Science from Bunk, (2nd edn, Chicago University Press 2018) 270. 
28 A subject-matter expert is someone who is an authority in a particular area or topic or, specialises in a 
particular field. <https://en.wikipedia.org/wiki/Subject-matter-expert> accessed 30 November 2020; Also 
referred to as domain-specific knowledge of an expert in Pigliucci (n 27) 280. 
29 Miranda Fricker, Epistemic Injustice: Power and the Ethics of Knowing (OUP 2007). 
30 Claire Doherty (ed), Contemporary Art: From Studio to Situation (Black Dog Publishing 2004); Miwon 
Kwon, One Place After Another: Site-specific Art and Locational Identity (MIT press 2002); Lucy R 
Lippard, The Lure of the Local: Senses of Place in a Multicentered Society (New Press New York 1997). 
31 (n 26). 
 



 

13 

These methods were appropriate to address my research questions because they have the 

same fundamental inquiry as their core concern. That is, both seek to establish a framework 

through which to identify or situate artworks and the consequent impact on the artwork’s 

interpretation. 

I was primarily concerned with word-focused32 and predominantly Western art, 

examining how it is experienced, and interpreted, within context-specific art spaces such 

as galleries, public spaces, and non-traditional art spaces. The focus on these concerns is in 

keeping with my ability to speak from these platforms in my position as an active 

participant. I concentrated on contemporary examples using a range of sources to identify, 

critique, and reinterpret the role of artist intention to investigate how such artworks generate 

meaning in a historical and cultural context with specific regard to the artist’s intended 

meaning. This analysis included reviewing the literature regarding intentionalism discussed 

in Chapter 4.  

My studio analysis also took in consideration empirical research in art and cognitive 

science.33 Thus, I acknowledged the contributions that both forms of inquiry make to our 

conception of knowledge, expression, and subsequent communication. In the emerging 

field of experimental philosophical aesthetics,34 aesthetic judgements are being re-

evaluated. Cognitive science has provided important claims that ‘[…] appear to undermine 

the value which many aestheticians place on our ability to provide critical reasons in 

                                                 
 

32 In word-focused artworks, words are highly salient aspects of the work content or are provided by an 
essential title that is an inseparable part of the work. The term was coined by Nicolas J Bullot and I for a 
conference paper; Nicolas J Bullot and Lee Harrop, ‘The Power of Words in Modernist and Contemporary 
Visual Arts’ (Evolving Minds conference, Charles Darwin University, Northern Territory, Australia 2018). 
33 Noel Carroll, Margaret Moore and William P Seeley, ‘The Philosophy of Art and Aesthetics, Psychology, 
and Neuroscience’ in Arthur P Shimamura and Stephen E Palmer (eds), Aesthetic Science: Connecting 
Minds, Brains, and Experience (OUP 2012) 31-62. 
34 The sub-branch of experimental philosophy that deals with issue of concern to aestheticians. See (n 35). 
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support of our aesthetic judgements’.35  

According to philosopher Stephen Davies, ‘[…] scientists often start from 

inadequate characterisations of art’,36 therefore cognitive scientists can benefit from 

aesthetic discussion that prompts them to consider how they use art concepts, which 

ultimately affect research results. Some advocates of the cognitive science of art propose 

that artworks are essentially communicative artefacts.37 William P Seeley posits that artist’s 

use stylistic strategies in the creation of their artworks to communicate their ideas which, 

‘[…] become fined-tuned overtime to the affective, perceptual, and cognitive processes that 

underwrite the understanding and appreciation of artworks’.38 Therefore, it seems plausible 

that examining the ways in which audience members discover the salient features in 

artworks would be informative for artists in the process of creating their artworks. 

The research by cognitive science and aesthetic philosophy has also highlighted the 

caution required in conducting general audience surveys concerning aesthetic judgements 

in art. For example, there are sceptical concerns such as, 1) ‘Mere exposure’: that the 

number of times a viewer sees an artwork affects their aesthetic judgement; 2) ‘Ordering 

effects’: that the sequence in which things are seen affects evaluations, and 3) ‘Irrelevant 

social factors’: that irrelevant information such a gender and race can affect aesthetic 

judgement.39 Consequently, this research project did not consider audience surveying as 

                                                 
 

35 Aaron Meskin and others, ‘Philosophical Aesthetics and Cognitive Science’ (2018) 9(1) Wiley 
Interdisciplinary Reviews Cognitive Science 4 <https://doi.org/10.1002/wcs.1445>.  
36 Stephen Davies, cited in Meskin (n 35) 4. 
37 William P Seeley, ‘What Is the Cognitive Neuroscience of Art... and Why Should We Care?’ (2011) 
31(2) American Society for Aesthetics Newsletter 1–4; Seeley, ‘Art, Meaning, and Perception: A Question 
of Methods for a Cognitive Neuroscience of Art (2013) 53 British Journal of Aesthetics 443–460; Nicolas J 
Bullot and Rolf Reber, ‘The Artful Mind Meets Art History: Toward a Psycho-Historical Framework for 
the Science of Art Appreciation’ (2013) 36. Behavioral and Brain Sciences 123–137. 
38 William P Seeley, Attentional Engines: A Perceptual Theory of the Arts. (Oxford University Press 2020) 
10. 
39 Meskin and others (n 35); William F Thompson, Nicolas J Bullot and Elizabeth H Margulis, ‘The 
Psychological Basis of Music Appreciation: Structure, Self, Source’ (2022) Psychological Review. 
Advance online publication <https://doi.org/10.1037/rev0000364>. 
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effectual and manageable in this study. Rather, this research was informed by recent 

theoretical advances and empirical enquiries in the cognitive sciences of art and aesthetics. 

However, I have not conducted any of these enquiries myself. 

1.2.5 Collaboration – a key to innovative outcomes and solutions 

The critical engagement with my art practice enabled me to recognise the ability 

and limitations of working almost entirely within one’s own discipline. For example, the 

‘Here Lies Truth’ publication (Chapter 7) was an early inquiry into how artworks can 

negotiate contested notions of truth to contribute to important global debates. ‘Here Lies 

Truth’ was my first published journal paper and became a crucial contribution in exposing 

what I thought was an art and science alliance. Later, I recognised that the proposed 

collaboration was somewhat superficial. This realisation formed the basis for Still Lives 

(Chapter 8), which integrated knowledge across disciplines in a much more collaborative 

way – one that could extend my research into how my intent might both be more rigorously 

informed and communicated. I also hoped the artistic outcomes might further demonstrate 

the contributions artists make to society in multifaceted ways.  

The following paragraphs discuss the epistemological considerations not 

adequately included in Chapter 8 due to the publications content restrictions. Still Lives 

extended artistic and conceptual development within my practice through the strategic 

methods used. The first challenge in Still Lives was to incubate an idea to initiate cross-

disciplinary discussion that might stimulate interest and lead to meaningful interaction. I 

began with a scientific analysis of geological core samples with the intention of creating 

artworks that might challenge the way we value rock (Chapter 8: 3.1, 3.2).  

Part of my ability to make social contributions as an artist to social topics – such as 

the impact of mining on the environment – is dependent on my capacity to critically 

examine and be informed about scientific evidence. Philosopher Massimo Pigliucci warns 

against pseudoscience and sides with the tradition of writers and philosophers who assert 
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‘that we have a moral duty to distinguish sense from nonsense’.40 I agree that pseudoscience 

can cause harm and have severe consequences. I do not present the artworks as science, but 

rather as an act of communication that can be rigorously informed by science, ensuring that 

the intended meaning has proven explanatory power. In other words, it is imperative that 

the messages I am communicating are underpinned by evidence-based facts, especially if I 

am to avoid promoting misleading information and propaganda. 

I am making these claims specifically in relation to my art practice as they relate to 

the intention and aims for my artwork. This is an important distinction to underline – if one 

intention is that the meaning of the artwork be factual, then it must be based on fact. In Still 

Lives, my intention was to bring an awareness to environmental issues that is factual rather 

than being based on cognitive illusions, deceptive propaganda, and conspiracy theories. 

Therefore, to examine the validity of this intention in Still Lives, I collaborated with 

scientists as a strategy used to avoid promoting misleading information or propaganda that 

may cause harmful social impact. Accordingly, scientific data was the material basis of my 

collaborative project Still Lives. 

Defenders of aestheticism such as Benedetto Croce and Clement Greenberg argue 

art is purely intuitive and cannot provide facts or science-based solutions.41 In contrast, 

philosophers Nicolas Bullot, William Seeley, and Stephen Davies provide evidence of the 

historical codependence relationship between art and science that demonstrates the 

innovative ways ‘[…] aesthetic and artistic skills make an essential contribution to 

epistemic processes and scientific discoveries’.42 In accordance with their codependence 

thesis, I suggest that some of the messages I communicate through my artworks are factual 

                                                 
 

40 Pigliucci (n 27) 1. 
41 Benedetto Croce, The Essence of Aesthetic. (Douglas Ainslie tr, Good Press 2021); Clement 
Greenberg, Homemade Esthetics:Observations on Art and Taste (Oxford University Press 2000). 
42 Nicolas J Bullot, William P Seeley and Stephen Davies, ‘Art and Science: A Philosophical Sketch of 
Their Historical Complexity and Codependence’ (2017) 75(4) Journal of Aesthetics and Art Criticism 5. 
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and verifiable.43 If that is the case, then art too can communicate facts, provide knowledge, 

and therefore provide the conditions necessary where solutions can be incubated, imagined, 

and made possible: ‘artistic innovation → scientific innovation’.44 To test this premise, a 

criterion in Still Lives was that any message I conveyed through the artworks be based on 

facts.  

My decision to engrave words into core samples that would reflect the content of 

the rock necessitated the collaboration with geologists and petrologist to identify and 

understand that content. I chose to focus on rocks containing or likely to contain fossils, 

which also led to sourcing archived geological core samples from state owned core 

libraries.45 In this context, Still Lives also involved the reciprocal nature of the 

codependence thesis: ‘scientific innovation → artistic innovation.46 Previously, I had only 

used core samples that were disposed of or destined for disposal. The selection of the rock 

in earlier works was also based on the very pragmatic and aesthetic considerations of 

diameter, length, colour, and texture. 

As an example, the core sample used in The Lie of the Land (ii) (Figure 2.17) was 

selected for its dark green background with white quartz markings and a few areas of light 

green mottling. These colours and markings resemble an aerial photograph of bush covered 

land with waterways and tracks. These aesthetic considerations (based on my reflection 

about analogical thinking) were chosen to compliment the words ‘the lie of the land’ 

engraved into the surface, that were intended to implicate the impact of mining on the 

environment. For instance, core samples are one of the many unforeseen by-products that 

                                                 
 

43 Massimo Pigliucci writes, ‘empirical evidence […] broadly refers to any combination of experimentation 
and systematic observation that produces not just facts but data, (n 27) 289-290; Hence, Chapter 2 and 3 of 
this thesis contains my artistic data that demonstrates consistent repeatable outcomes validated through peer 
review processes. 
44 Bullot, Seeley and Davies (n 42) 5. 
45 A core library is a repository for archiving mineral and petroleum core and cuttings obtained from 
industry under various State, Territory and Commonwealth legislation <www.dmp.wa.gov.au/News/7-3-
million-Perth-Core-Library-19833.aspx> accessed 15 January 2020. 
46 Bullot, Seeley and Davies (n 42) 5. 
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result from drilling exploration and the processing of ore for the extraction of precious 

minerals such as gold. However, the actual content of the rock, that is, whether it was basalt, 

dolerite, or quartz, was not essential to the words embedded in it but rather an aesthetic and 

contextual accompaniment. By contrast, in Still Lives the words such as Still Lives and 

Thousands of Corpses were engraved into core samples that contained fossils. I was 

therefore able to communicate and use scientific verification of the content of the rock in 

the creation of the artwork, thus satisfying a primary intention. I was also able to ensure 

scientific and philosophical issues that respond to mining were implicit in the creation of 

the artworks at their inception. 

Analysis of my interdisciplinary collaborative research project Still Lives uses the 

key questions about the social role(s) of the artist and what art contributes to society as a 

guide to elucidate the greater potentiality of interdisciplinary modes of collaboration in 

addressing twenty-first century social and environmental concerns. And consequently, why 

we ought to acknowledge the artist’s intention when we interpret their work. My quest to 

provide evidence of how intention in my work generates meaning enabled a closer analysis 

of some of the objections to intentionalism as discussed in Chapter 4.  

1.2.6 Summary 

The iterative methodology I used allows for a multimodal investigation of my 

thesis. Areas of inquiry were developed and extrapolated to generate new ideas for 

collaborative and transdisciplinary engagement. The sharing of knowledge developed into 

opportunities to engage with other disciplines as provocation for discussion and debate 

towards social and ecological solutions. The thesis by publication format enables a 

comprehensive account of my research.  
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Chapter 2  

 

Data Set of Individual Artworks 

2.1 The Fundamental Principle of Artist Intention in the Ontology of an Artwork. 

Chapters 2 and 3 contain practice-led empirical and historical data presented as 

images of my artworks with associated artist statements. Only artworks that count as 

publications (non-traditional outputs) in the present thesis-by-publication are included. The 

criteria for being published include both art galleries and print media: some artworks were 

published in book or journal publications, presented in conference papers, major public 

exhibitions, and selected or peer reviewed by qualified industry professionals. Additional 

information in relation to my main research question about intentionalism (Chapter 1) is 

provided to give context to each work where applicable. This includes, for example, the 

details of the intended exhibition, venue, or award, and the restrictions or criteria imposed 

during the application process, such as specific themes or word count. The additional 

information may contain potential constraints imposed on artists within the application 

processes that may restrict an artist’s ability to express the intended meaning of their work. 

Therefore, the additional information ought to be considered alongside any reading of a 

related artist statement. 

The ontology of artistic intentions is more complex and distributed in my 

collaborative projects. Thus, to make each artwork more accessible to the reader, Chapter 2 

presents thirty single-authored individual artworks (some with multiple parts), while 

Chapter 3 is dedicated to presenting seven collaborative projects and performance works. 
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Context – I See Red (2015) 

I See Red (Figure 2.1) City of Perth temporary public art commission, TRANSART 

Festival, 2015. As a result of numerous contestations, I See Red was decommissioned. The 

circumstances of the decommission are analysed in Chapter 5. Refer also to Chapter 4 and 

the discussion of the ethical issues concerning artist intentions in Chapter 5. 

 

Figure 2.1. Lee Harrop, Artist Impression, I See Red 2015, neon, acrylic and electrics. Façade, old Court 
House Law Museum, Perth, WA. Image and copyright Lee Harrop. 

Artist Statement – TRANSART Festival (2015). Artists must respond to the selection 

criteria in no more than one A4 page.47 

I See Red is a red neon sculpture that reads SACRED SCARED SCARRED. Each of the 
words contains the word ‘red’; SACRED SCARED SCARRED. The use of a timer will 
allow the work to be lit in two stages. The 1st stage will illuminate the entire words, 

                                                 
 

47 City of Perth, (Expression of interest application, TRANSART Festival 2015).  
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SACRED SCARED SCARRED and the second stage will illuminate the last three letters 
only in each word, RED RED RED. The visual impact of the words references concrete 
poetry by placing the central focus on the written word as a visual phenomenon. The title 
‘I See Red’ refers to the multiple interpretations of this artwork, such as the obvious visual 
encounter when the work is switched to the second stage, illuminating the word RED, 
referencing the colour of the work, overarching theme for TRANSART 2015, and red 
signifying danger serves as a warning through which to interpret the words within the 
artwork. The title offers an encounter in the first person as a provocative statement to 
encourage viewer participation. It is my, the artist’s, statement, but it also becomes the 
viewers statement when articulated in their inner voice which is activated as they read. The 
scale of the work aligns it with the voice and model of public signage. It has a particular 
typeface to encourage the possibility of either institutional or individual authorship. The 
work uses this public architectural context in order to include the viewer in a visual process 
that invites interpretation, reconfiguration, and therefore interaction in the form of 
intellectual active engagement. Placing I See Red on the Old Court House Law Museum 
(Figure 1.1) provides a multi-layered context in which to consider the work’s meaning and 
interpretation. The viewer’s knowledge of, or ready access to historical information, is 
integral to how they will read and/or perceive the work enabling a continual re-
contextualising of the work and therefore a possible reconsideration of meaning. There are 
various opportunities to read the history of this building, which serves as a place holder in 
the landscape. The building has been the locus of both culture and land development. 
Within this context, I See Red functions as a reminder that our ability to interpret ideas and 
our perception of the landscape is framed historically, whether it be through art, law, or 
conflict. The deliberate positioning of my art within a local perspective in a contemporary 
context allows the work and the message contained therein to be relative to that local 
audience. Ultimately, the work is always open to interpretation and reconfiguration. This 
is essentially the fundamental intention.48 

                                                 
 

48 Lee Harrop, ‘Artist Statement’ (Proposal, City of Perth, TRANSART RED: Temporary Public Artwork 
Commission 2015). 
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Context – We are making a new world (after Paul Nash) (2017) 

We are making a new world (after Paul Nash) (Figure 2.2), acquisition award Bunbury 

City Collection, Bunbury Biennale finalist exhibition, 2017, WA; Antennae journal 

publication.49 

                                                 
 

49 Lee Harrop, ‘Here Lies Truth’ (2018) Spring 43 Truth Climate Now Antennae: Journal of Nature in 
Visual Culture <http://www.antennae.org.uk/back-issues-2018/4594506016>; see ch 7 of this thesis. 
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Figure 2.2. Lee Harrop, We are making a new world (after Paul Nash) 2017, hand engraved dolerite 
(approx. 2.6 billion yr. old) drill core samples from the ‘Super Pit’ gold mine, Kalgoorlie, WA. Diameter 
approx. 4.2 cm, length variable. Bunbury City Collection. Image and copyright Lee Harrop. 

Artist Statement – Compulsory brief description/statement of the work.50 

That is gold which is worth Gold is an image depicting a dead tree trunk on the edge of a 
tailings dam on a gold mine site in Western Australia (WA). We are making a new world 
(after Paul Nash) was created with dolerite core samples drilled circa 1950’s from the 
iconic ‘Super Pit’ Gold mine in WA. The dolerite is approximately 2.6 billion years old. 
Both artworks reference Nash’s iconic image, We are making a new world (1918) oil on 
canvas, which shows the destruction of war upon a landscape. Similarly, my two artworks 

                                                 
 

50 Bunbury Biennale, (Proposal terms and conditions 2017). 
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represent an indictment on the current state of mining in WA, the destruction of mining 
upon a landscape, its impact on the local environment and wider global ramifications.51 

                                                 
 

51 Lee Harrop, ‘Artist Statement’ (Entry proposal and Bunbury Biennale Exhibition catalogue, City of 
Bunbury 2017). 
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Context – That is gold which is worth gold (2017) 

That is gold which is worth gold (Figure 2.3), finalist Bunbury Biennale exhibition 

2017, WA; curated group exhibition PCWK9, 2017, Nyisztor Studio, WA; Antennae 

journal publication.52 

 

Figure 2.3. Lee Harrop, That is gold which is worth gold 2017, digital print, 86.5 x 61.5 cm. Image and 
copyright Lee Harrop. 

                                                 
 

52 Harrop (n 49). 
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Artist Statement  

That is gold which is worth Gold is an image depicting a dead tree trunk on the edge of a 
tailings dam on a gold mine site in Western Australia (WA). The image references Paul 
Nash’s iconic painting, We are making a new world (1918, oil on canvas), which shows the 
destruction of war upon a landscape. The environmental impacts of both war and mining 
are violent and spectacular as is the justification. This is an uncomfortable comparison, 
deliberately illuminated.53 

                                                 
 

53 Lee Harrop, ‘Artist Statement’ (Displaced next to artwork during exhibition, PCWK9 2017). 
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Context – Welcome to Western Australia (2016) 

Welcome to Western Australia (Figure 2.4), finalist Josephine Ulrick and Win 

Schubert Photography Award, 2017. 

 

Figure 2.4. Lee Harrop, Welcome to Western Australia 2016, digital print Canson Baryta Photograph paper, 
46 x 35 cm. Image and copyright Lee Harrop. 
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Artist Statement – Josephine Ulrick and Win Schubert Photography Award 2017 

maximum 150 words.54 

Welcome to Western Australia represents the gold mining industry. Lee Harrop had spent 
six years in Kalgoorlie, the capital of Australian gold mining, which Harrop describes as 
being, “serviced by a unique mining-centric community.” Whilst Harrop focuses 
specifically on differentiating myth-like histories of Kalgoorlie’s gold mining from facts, 
this artwork offers a representation of gold mining that can be considered alongside broader 
mining industries. Similarly, whilst the origin of Harrop’s research was local, the 
representations can be considered alongside global discourses surrounding mining and its 
environmental impact.55 

                                                 
 

54 Josephine Ulrick and Win Schubert Photography Award, (entry terms and conditions 2017). 
55 Lee Harrop, ‘Artist Statement’ (Josephine Ulrick and Win Schubert Photography Award catalogue 2017). 
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Context – Here Lies Truth (ii) (2016) 

Here Lies Truth (ii) (Figure 2.5), finalist Wyndham Art Prize, 2017; Antennae 

journal publication.56 

 

Figure 2.5. Lee Harrop, Here Lies Truth (ii) 2016, hand engraved geological drill core samples from the 
Goldfields region of the Yilgarn Craton (Granite: quartz, plagioclase, orthoclase, mica, tourmaline). Here 
14 x 3.5 cm, 0.37 kg, Lies 15.5 x 3.5 cm, 0.38 kg, Truth 24 x 3.5 cm, 0.55 kg. Kindly supported by 
Government of Western Australia Department of Mines and Petroleum, Kalgoorlie, WA. Image and 
copyright Lee Harrop. 

Artist Statement – Wyndham Art Prize, 2017. 

Each work represents the gold mining industry which has been the focus of my research 
whilst residing in Kalgoorlie, Western Australia, for the past six years to December 2016. 
Kalgoorlie is the capital of Australian gold mining and is serviced by a unique mining-
centric community. I have focused specifically on the histories of Kalgoorlie gold mining 
from facts, myths and legends. However, the resultant artworks offer a broader 
representation of gold mining that can be considered alongside mining per se. Similarly, 
whilst the origin of my research has been local, the representations can also be considered 
alongside the wider global discourse surrounding mining and its environmental impact.57 

                                                 
 

56 Harrop (n 49). 
57 Lee Harrop, ‘Artist Statement’ (Entry form, Wyndham Art Prize 2017). 
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Context – Rock a Little (2017) 

Rock a Little 2017 (Figure 2.6), finalist Molly Morpeth Canaday Art Award 2018, 

Whakatane Library and Exhibition Centre, NZ; Paper presentation entitled ‘Rock a Little’, 

panel discussion for ‘Tectonic Exhibition’ in Beyond Human Scales Conference, 2021, 

Association for the Study of Literature, Environment and Culture Australia and New 

Zealand (ASLEC-ANZ). Hosted by the English and Art History Programs and the Centre 

for Science in Society at Te Herenga Waka – Victoria University of Wellington. 

 

Figure 2.6. Lee Harrop, Rock a Little 2017, hand engraved geological ½ core sample (xenolithic basalt) 
from the Yilgarn Craton, WA. 28.5 x 5 x 2.5 cm, 0.65 kg. Image and copyright Lee Harrop. 
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Artist Statement – Molly Morpeth Canaday Art Award 2018, maximum 150 words.58 

Rock a Little references my interest in mining-induced seismicity. Resting upon its curved 
base, I invite viewers to activate the work, as the title suggests. Setting the work in motion 
causes it to rock, to and fro, until eventually slowing to a complete stop. Participating in 
rocking the work serves to mirror on a micro scale the human hand in mining that has the 
potential to cause earthquakes on a macro scale. This action of gentle rocking enables 
further contemplation of the surprise we experience when something so solid becomes 
Kinetic. This hand engraved core sample is from the Yilgarn Craton in Western Australia. 
Core samples are a result of diamond drilling in mining exploration, which are analysed to 
determine whether they contain any precious metals. Thereafter, in most cases, they 
become a by-product. ROCK A LITTLE draws attention to the mining industry and its 
environmental impact.59 

For the ‘Tectonic Exhibition’ in Beyond Human Scales Conference 2021 abstract, refer to 

page 60 

                                                 
 

58 Molly Morpeth Canaday Award, (Entry terms and conditions 2018). 
59 Lee Harrop, ‘Artist Statement’ (Entry application, Molly Morpeth Canaday Award 2018). 
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Context – We are making a new world (after Paul Nash) (ii) (2018) 

We are making a new world (after Paul Nash) (ii) (2018) (Figure 2.7), finalist 

Waterhouse Natural Science Art Prize, 2018. The entered artwork must relate to the natural 

world and the sciences associated with it, such as biology, geology, astronomy, chemistry, 

and physics. Works relating to natural history are also eligible.60 

 

Figure 2.7. Lee Harrop, We are making a new world (after Paul Nash) (ii) 2018, hand engraved geological 
core sample from the Yilgarn Caton, WA. 81 x 4.5 cm, 3.15 kg Image and copyright Lee Harrop. 

Artist Statement – Waterhouse Natural Science Art Prize 2018, maximum 100 words for 

selected finalists only.61 

We are making a new world (after Paul Nash) (ii), was created with a basalt (approx. 2.7 
billion yr. old) core sample from the Yilgarn Craton, Western Australia. Core samples, 
from diamond drilling in mining exploration, are analysed to determine whether they 
contain any precious metals. Thereafter, in most cases, they become a by-product. This 
artwork references Paul Nash’s iconic image, We are Making a New World (1918) oil on 
canvas, which shows the destruction of war upon a landscape. The environmental impacts 
of both war and mining are violent and spectacular, as is the justification. This is an 
uncomfortable comparison, deliberately illuminated.62 

                                                 
 

60 Waterhouse Natural Science Art Prize, (entry criteria 2018) <www.samuseum.sa.gov.au/c/waterhouse>. 
61 ibid see entry terms and conditions. 
62 Lee Harrop, ‘Artist Statement’ (Waterhouse Natural Science Art Prize exhibition 2018).  
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Context – Down Under (2018) 

Down Under (Figure 2.8), Finalist Ravenswood Australian Women’s Art Prize 

2018, Ravenswood School for Girls, NSW. Theme: ‘Resilience’.63 

 

Figure 2.8. Lee Harrop, Down Under 2018, hand engraved geological core sample from the Yilgarn Craton, 
WA. Down 17.5 x 6.5 cm, 1.3 kg, Under 22 x 6.5 cm, 1.6 kg. Image and copyright Lee Harrop. 

Artist Statement – Ravenswood Australian Women’s Art Prize 2018, ‘a brief statement 

about the artwork and how it relates to the Theme (this information will be displayed 

alongside the artwork of finalists at the exhibition and should be approximately 200 

words)’.64 

Down under is a term that refers to continents below the Southern Hemisphere and includes 
Australia (where I reside) and also New Zealand (my country of birth). Engraved on two 
separate pieces of stone, the meaning of each word is to be considered individually and 
jointly. Both words can suggest a weaker or worse position, mood or condition; a place 
perceived as lower. In contrast, the ultimate placement of these words on stone combines 
them with a material of striking resilience. Stone’s resilience is in its toughness, it persists 
and endures. It has the capacity to make this inscription monumental and resistive to the 
perception of disadvantage. We come from a land down under, but we are not the 
underdogs! The inscription also draws attention to stones origin, down under; beneath our 
feet. These stones are core samples as a result of diamond drilling in mining exploration 
and were sourced in Western Australia. Just how resilient can stone be to its continued 
reduction into resource? Down under is an important place to stand, and make a stand.65 

                                                 
 

63 Ravenswood Australian Women’s Art Prize, (Entry eligibility, 2018). 
64 Ravenswood Australian Women’s Art Prize, (Entry terms and conditions, 2018). 
65 Lee Harrop, ‘Artist Statement’ (Entry form, Ravenswood Australian Women’s Art Prize 2018). 
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Context – Untitled (Everything will fake its place) (2018) 

Untitled (Everything will fake its place) (Figure 2.9 – Figure 2.10). Spectacular 

Failures Post graduate group exhibition, Nan Giese Gallery, CDU, Darwin, NT. 

 

Figure 2.9. Lee Harrop, Untitled (Everything will fake its place) 2018, wall mounted black reverse lit neon 
and electrics. 17.2 x 169.5 cm. Spectacular Failures exhibition, Nan Giese Gallery, CDU, Darwin, NT. 
Image and copyright Lee Harrop. 

 

Figure 2.10. Lee Harrop, Untitled (Everything will fake its place) 2018, installation view, Spectacular 
Failures exhibition, Nan Giese Gallery, CDU, Darwin, NT. Image and copyright Lee Harrop. 
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Artist Statement – Spectacular Failures Post graduate group exhibition 2018, 

Untitled (everything will fake its place). Is this an aphorism? A Freudian slip? The black 
neon construction is to encourage a darker reading of its face value, to elicit a sense of 
unease and provoke enquiry. At the same time, the neon illuminates the walls of the 
institution on which it is placed, exposing them. I created this work in response to 
discussion surrounding post-truth and fake-news. As a researcher artist within a university, 
I’ve also cast this light on my role as ‘truth-teller’. I believe art can offer an aesthetic 
experience that allows the viewer to consider the intended meaning of the artwork rather 
than ignore it as might be the case in other contexts. Further consideration of an intended 
meaning could be enough to provide a greater understanding and consequently preventing 
fake taking its place.66 

                                                 
 

66 Lee Harrop, ‘Artist Statement’ (Spectacular Failures Post graduate group exhibition catalogue 2018). 
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Context – Rock Star (i) (2017) 

Rock Star (i), (Figure 2.11), finalist 40th Alice Prize 2018, Araluen Art Centre, Alice 

Springs; Finalist 2018 Woollahra Small Sculpture Prize, Woollahra. 

 

Figure 2.11. Lee Harrop, Rock Star (i) 2017, 2 x hand engraved core sample from the Superpit, drilled circa 
1952. Dolerite approx. 2.6 billion yr. old. 33 cm x 4 cm, 1.5 kg. Image and copyright Lee Harrop. 

Artist Statement – 40th Alice Prize, maximum 125 words.67 Woollahra Small Sculpture 

Prize, maximum 200 words.68 Same statement submitted for both. 

Rock Star (i) was created with dolerite core samples drilled circa 1950‘s from the iconic 
‘Super Pit’ gold mine in WA. The ‘Super Pit’ is the star of gold mining in Australia and is 
synonymous with Kalgoorlie-Boulder. The rock is predominantly dolerite approximately 
2.6 billion years old, and like us, it’s the stuff of stars.69 

                                                 
 

67 40th Alice Prize, (Entry terms and conditions, 2018). 
68 Woollahra Small Sculpture Prize, (Entry terms and conditions, 2018) 
<www.westrivarts.com.au/westernriverinaarts/2018/4/17/2018-woollahra-small-sculpture-prize>. 
69 Lee Harrop, ‘Artist Statement’ (Entry form, 40th Alice Prize 2018); (Entry form, Woollahra Small 
Sculpture Prize 2018). 
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Context – Untitled (Abandoned mineshaft) (2016) 

Untitled (Abandoned mineshaft) (Figure 2.12), finalist Wyndham Art Award, 

Werribee, Victoria (VIC) 2018.  

 

Figure 2.12. Lee Harrop, Untitled (Abandoned mineshaft) 2016, digital print, 59.4 x 84.1 cm. Image and 
copyright Lee Harrop. 

Artist Statement – Untitled (Abandoned mineshaft), Wyndham Art Award 2018, 

maximum 100 words.70 

Untitled (Abandoned mineshaft, Kalgoorlie), draws attention to the gold mining industry, 
which is one of the central topics of my art practice. The inception of this artwork has been 
local however, it may also be considered alongside the wider global discourse surrounding 
mining and its environmental impact.71 

                                                 
 

70 Wyndham Art Award, (entry terms and conditions 2018). 
71 Lee Harrop, ‘Artist Statement’ (Wyndham Art Award catalogue 2018). 
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Context – Mesopotamia to McDonalds (2017) 

Mesopotamia to McDonalds (Figure 2.13), finalist Josephine Ulrick and Win 

Schubert Photography Award 2018, HOTA Gallery, Gold Coast, Queensland (QLD). 

 

Figure 2.13. Lee Harrop, Mesopotamia to McDonalds 2017, digital print, 84 x 118 cm. Image and copyright 
Lee Harrop. 

Artist Statement – Josephine Ulrick and Win Schubert Photography Award 2018, 

maximum 150 words.72 

Humans have impacted the earth through intensive agriculture for over 12,000 years, 
originating in Mesopotamia. According to some ecologists, this early agricultural period 
could be considered as one of the early contributors to climate change. Mesopotamia to 
McDonalds represents the evolution from early land use to the contemporary fast food 
economy.73 

                                                 
 

72 Josephine Ulrick and Win Schubert Photography Award, (entry terms and conditions 2018). 
73 Lee Harrop, ‘Artist Statement’ (Josephine Ulrick and Win Schubert Photography Award catalogue 2018). 
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Context – Rock Star (vi) (2018) 

Rock Star (vi) (Figure 2.14). Treasured exhibition 2018, City of Wanneroo Gallery, 

WA. ‘Stepping away from traditional ideas of treasure, Treasured turns our gaze towards 

the natural environment, heritage and art to explore ideas of value and significance.74 

 

Figure 2.14. Lee Harrop, Rock Star (vi) 2018, hand engraved geological nickel and iron oxide core sample 
from the Yilgarn Craton, WA, clear coat resin. 16 x 4 x 2 cm, 0.469 kg. Image and copyright Lee Harrop. 

                                                 
 

74 Treasured exhibition, (Curatorial Statement, City of Wanneroo Gallery 2018).  
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Context – That is gold which is worth gold (ii) (2017) 

That is gold which is worth gold (ii) (Figure 2.15), finalist Ravenswood Australian 

Women’s Art Prize 2019, New South Wales (NSW); PCWK11 2019, Group show Nyisztor 

Studio, WA; Down Under arts residency and solo exhibition, Indian Ocean Craft Triennial 

(IOTA21), Art Collective WA Gallery, Perth, Western Australia. 

 

Figure 2.15. Lee Harrop, That is gold which is worth gold (ii) 2017, Hand engraved geological core sample 
from the Yilgarn Craton, WA. 74.5 x 5 cm, 3.95 kg. Image and copyright Lee Harrop. 

Artist statement – Ravenswood Australian Women’s Art Prize 2019, maximum 100 

words.75 

This hand engraved core sample is from the Goldfields region of the Yilgarn Craton, 
Western Australia. Core samples are a result of diamond drilling in mining exploration, 
which are analysed to determine whether they contain any precious metals. Thereafter, in 
most cases, they become a by-product.76 

                                                 
 

75 Ravenswood Australian Women’s Art Prize, (Entry terms and conditions 2019). 
76 Lee Harrop, ‘Artist Statement’ (Entry form, Ravenswood Australian Women’s Art Prize 2019). 
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Context – The Lie of the Land (2018) 

The Lie of the Land (Figure 2.16), finalist The Hutchins Australian Contemporary 

Art Prize 2018, Hobart, Tasmania; finalist Deakin University Contemporary Small 

Sculpture Award 2018, Burwood, VIC; curated group exhibition PCWK11 2019, Nyisztor 

Studio and Gallery Space, Perth, WA. 

 

Figure 2.16. Lee Harrop, The Lie of the Land 2018, hand engraved core sample from the Yilgarn Craton of 
WA. 50 x 5 cm, 2.6 kg. Image and copyright Lee Harrop. 

Artist statement - The Hutchins Australian Contemporary Art Prize 2018.  

The impetus for The Lie of the Land, was the quote, ‘Truth, like gold, is to be obtained not 
by its growth, but by washing away from it all that is not gold.’ Leo Tolstoy. The Lie of the 
Land, represents another discarded by-product of mining. It reflects both the process of 
extracting gold, where all that is not gold is discarded or washed away and exposes the 
truth of the impact of mining on the landscape by illuminating what is being lost, thrown 
away or destroyed in the form of these geological totems. I am embedding my, the artist's, 
statement into these core samples, the message is inscribed, truth persists and becomes 
enduring. Art is helping to preserve the valuable geological data contained within this 
material that may contribute information back to science a thousand years from now.77 

Artist statement – Deakin University Contemporary Small Sculpture Award 2018, 

maximum 50 words.78 

The Lie of the Land, represents another discarded by-product of mining. It reflects the 
process of extracting gold and exposes the truth of the impact of mining on the landscape 
by illuminating what is being lost, thrown away or destroyed in the form of these geological 
totems.79 

                                                 
 

77 Lee Harrop, ‘Artist Statement’ (Hutchins Australian Contemporary Art Prize catalogue 2018). 
78 Deakin University Contemporary Small Sculpture Award, (Entry terms and conditions 2018). 
79 Lee Harrop, ‘Artist Statement’ (Entry form, Deakin University Contemporary Small Sculpture Award 
2018). 
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Context – The Lie of the Land (ii) (2018) 

The Lie of the Land (ii) (Figure 2.17), finalist NZ National Contemporary Art 

Award 2018, Waikato Museum and Art Gallery, New Zealand (The entry must be created 

for, and to be first viewed at, the 2018 National Contemporary Art Award); Finalist 

Incinerator Art Award 2019, Incinerator Gallery, VIC; Down Under arts residency and solo 

exhibition, IOTA21, Art Collective WA Gallery, Perth, WA. 

 

Figure 2.17. Lee Harrop, The Lie of the Land (ii) 2018, hand geological engraved core sample from the 
Yilgarn Craton, WA. 50.5 x 6.5 cm, 4.2 kg. Image and copyright Lee Harrop. 

Artist Statement – NZ National Contemporary Art Award 2018, two statements are 

required to be submitted with the entry. Neither of these can include references to the 

artist, such as biographical or resume details. The catalogue statement has a 50 word 

limit. The object label statement has a 100 word limit.80 

Artist statement: The impetus for The Lie of the Land (ii), was the quote, ‘Truth, like gold, 
is to be obtained not by its growth, but by washing away from it all that is not gold.’ Leo 
Tolstoy. The Lie of the Land (ii), represents another discarded by-product of mining. It 
reflects both the process of extracting gold, where all that is not gold is discarded or washed 
away and exposes the truth of the impact of mining on the landscape by illuminating what 
is being lost, thrown away or destroyed in the form of these geological totems.81 
 
                                                 
 

80 NZ National Contemporary Art Award, (Entry terms and conditions 2018). 
81 Lee Harrop, ‘Artist Statement’ (Entry form, NZ National Contemporary Art Award 2018. 
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Catalogue statement: The impetus for this work was, ‘Truth, like gold, is to be obtained not 
by its growth, but by washing away from it all that is not gold.’ Leo Tolstoy. The work 
represents another discarded by-product of mining, illuminating what is being destroyed in 
the form of these geological totems.82 

Artist statement – Incinerator Art Award 2019, maximum 150 words.83 

The Lie of the Land (ii) is created from a core sample which is the by-product of core-
drilling in mining exploration. I have been working with mining material for eight years 
and have developed a unique technique to hand engrave these geological totems. I inscribe 
them with words that are a critique of mining. This work uses words that will encourage 
multiple interpretations when considered in the context of the material and the mining 
environment. One of the aims of this work is to raise awareness of how we value the earth’s 
precious resources by exposing the impact of mining through illuminating what is being 
lost, thrown away or destroyed. The process of interpretation may encourage our concern 
for the Earth’s resources to be enhanced, influenced and ultimately motivate action.84 

                                                 
 

82 Lee Harrop, ‘Artist Statement’ (NZ National Contemporary Art Award catalogue 2018). 
83 Incinerator Art Award, (Entry terms and conditions 2019). 
84 Lee Harrop, ‘Artist Statement’ (Entry form, Incinerator Art Award 2019). 
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Context – Ground Breaking (2018) 

Ground Breaking (Figure 2.18), finalist Pro Hart Outback Art Prize 2019, Broken 

Hill Regional Art Gallery, NSW; PCWK10 Group exhibition Nyisztor Studio, Perth, WA 

2018. 

 

Figure 2.18. Lee Harrop, Ground Breaking 2018, hand engraved basaltic core, from the Yilgarn Craton, 
WA, 2.6 billion yr. old, that had fractured into 2 pieces. 38.5 x 6.5 cm, 3 kg. Image and copyright Lee 
Harrop. 

Artist statement – Pro Hart Outback Art Prize, 

Ground Breaking represents the impact of mining, literally, that has had, and continues to 
have, an indelible impact on the Australian outback. The words are hand engraved into 
basaltic core samples, from the Yilgarn Craton, Western Australia estimated to be 
approximately 2.6 billion years old, that had fractured into two pieces. Core samples are a 
result of diamond drilling in mining exploration.85 

                                                 
 

85 Lee Harrop, ‘Artist Statement’ (Entry form, Pro Hart Outback Art Prize 2019). 
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Context – Deep Impact (ii) (2019) 

Deep Impact (ii) (Figure 2.19), finalist 44th Rio Tinto Martin Hansen Memorial Art 

Award 2019, Gladstone Regional Art Gallery Museum, QLD. 

 

Figure 2.19. Lee Harrop, Deep Impact (ii) 2019, hand engraved geological core sample from the Yilgarn 
Craton, WA. 27.2 x 4 cm, 1 kg. Image and copyright Lee Harrop. 

Artist Statement – 44th Rio Tinto Martin Hansen Memorial Art Award, optional. 

Deep Impact (ii), is a representation of the reverberation of mining on the environment. 
The process of inscribing words into stone mimics some of the physical processes in mining 
that leave indelible impressions in the landscape – the Australian outback. The material is 
mining. It is a core sample which is a cylindrical length of stone created by diamond core 
drilling in mining exploration. Core samples can be extracted hundreds of meters deep. 
They record and reveal events in geological time – a deep non-human time that can be 
challenging to comprehend. They bear witness to past, present and future events. The words 
mimic the consequence of the physical acts of mining that may also deeply impact our 
collective social imagination. This may then serve to enhance and influence our concern 
for the earth beneath our feet and ultimately motivate action to protect the great Australian 
outback.86 

                                                 
 

86 Lee Harrop, ‘Artist Statement’ (Entry form, 44th Rio Tinto Martin Hansen Memorial Art Award 2019). 
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Context – A Bird in Hand (i) (2019); A Bird in Hand (ii) (2019) 

A Bird in Hand (i) & (ii) (Figure 2.20 – Figure 2.21), finalist, 41st Alice Art Prize 

2020. Acquired by CDU Art Gallery 2020. 

 

Figure 2.20. Lee Harrop, A Bird in Hand (i) 2019, Whimbrel (Numenius phaeopus), collection of Museum 
and Art Gallery Northern Territory, held by NT birder Ian Hance, background image of Ludmilla Creek salt 
pan a migratory shorebird site by Lee Harrop, – ed 1/5. Epson UltraChrome Pro ink on Ilford Galerie 
smooth pearl. Print Size: 133 x 100 cm. Framed & UV glass: 139 x 106 cm. Charles Darwin University Art 
Gallery Collection. Image and copyright Lee Harrop. 
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Figure 2.21. Lee Harrop, A Bird in Hand (ii) 2019, the critically endangered Eastern Curlew (Numenius 
madagascariensis), collection of Museum and Art Gallery Northern Territory, held by NT birder Ian 
Hance, background image of Ludmilla Creek salt pan a migratory shorebird site by Lee Harrop – ed 1/5. 
Epson UltraChrome Pro ink on Ilford Galerie smooth pearl. Print Size: 133 x 100 cm. Framed & UV glass: 
137.5 x 104.5 cm. Charles Darwin University Art Gallery Collection. Image and copyright Lee Harrop. 

Artist Statement – 41st Alice Prize, maximum 125 words.87 

The background image is Ludmilla Creek salt pan, precariously positioned amongst 
Darwin’s city sprawl. It is an important ecosystem that supports, amongst other things, 
migratory shorebirds. I rephotographed it with museum specimens that you can expect to 
find there, such as the Whimbrel and critically endangered Eastern Curlew, in the hand of 
NT birder and volunteer monthly wader bird counter, Ian Hance. Referencing a proverb 
appearing in English circa 15th Century, ‘A bird in the hand is worth two in the bush’, the 
diptych ‘A bird in hand’ serves as a warning that we should consider it better to keep well 
what we have than risk obtaining more and ending up with nothing.88 

                                                 
 

87 41st Alice Prize, (Entry terms and conditions 2020). 
88 Lee Harrop, ‘Artist Statement’ (Entry form, 41st Alice Prize 2020). 
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Context – Time will tell (2020) 

Time will tell (Figure 2.22), selected for Sculpture Inside | Bondi 2020, NSW. 

‘Sculpture Inside’ is an indoor exhibition of small sculpture presented by Sculpture by the 

Sea which runs concurrently with the outdoor show. It was postponed in 2020 and 2021 

due to the COVID pandemic and rescheduled for October 2022.  

 

Figure 2.22. Lee Harrop Time will tell 2020, hand engraved geological core sample from the Yilgarn 
Craton, WA. 32.5 x 6.3 cm, 2.5 kg. Image and copyright Lee Harrop. 

Artist statement – Sculpture Inside 2020, maximum 25 words. 

This body of work responds to the present pandemic and continues my decade long 
investigation into the mining industry’s social, economic and environmental impacts.89 

                                                 
 

89 Lee Harrop, ‘Artist Statement’ (Entry terms and conditions, Sculpture Inside: Sculpture by the Sea 2020). 
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Context – P.S. I Love you just the way you are (2020) 

P.S. I Love you just the way you are: series of five images individually titled, The 

Five Virtues: Lustre; The Five Virtues: Complexion; The Five Virtues: Shape; The Five 

Virtues: Size; The Five Virtues: Colour (Figure 2.23 – Figure 2.28), Lust for Lustre group 

exhibition, Ellenbrook Art Gallery, Perth, WA. Fringe world Festival 2020. 

 

Figure 2.23. Lee Harrop, P.S. I Love you just the way you are 2020, series of five images, Installation view, 
Lust for Lustre exhibition, Ellenbrook Art Gallery, Perth, WA. Fringe World Festival 2020. Image and 
copyright Lee Harrop. 
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Figure 2.24. Lee Harrop, The Five Virtues: Lustre 2020, B&W Digital image on Ilford Pearl Lustre, approx. 
29.7 x 39.6 cm. Image and copyright Lee Harrop. 
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Figure 2.25. Lee Harrop, The Five Virtues: Complexion 2020, B&W Digital image on Ilford Pearl Lustre, 
approx. 29.7 x 39.6 cm. Image and copyright Lee Harrop. 
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Figure 2.26. Lee Harrop, The Five Virtues: Shape 2020, B&W Digital image on Ilford Pearl Lustre, approx. 
29.7 x 39.6 cm. Image and copyright Lee Harrop. 
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Figure 2.27. Lee Harrop, The Five Virtues: Size 2020, B&W Digital image on Ilford Pearl Lustre, approx. 
29.7 x 39.6 cm. Image and copyright Lee Harrop. 
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Figure 2.28. Lee Harrop, The Five Virtues: Colour 2020, B&W Digital image on Ilford Pearl Lustre, 
approx. 29.7 x 39.6 cm.  Image and copyright Lee Harrop. 

Artist Statement – P.S. I love you just the way you are.  

The images in P.S. I love you just the way you are, depict Pinctada maxima oyster pearl 
shells sourced from Paspaley Pearling Company, Darwin, Northern Territory. The process 
of grading the pearls harvested from these shells is explained on their website titled, ‘The 
Five Virtues’. What happens when we consider the scrutinising of the pearl with respect to 
the five virtues: Lustre, complexion, shape, colour and size alongside the relentless scrutiny 
of a woman.90  

                                                 
 

90 Lee Harrop, ‘Artist Statement’ (Lust for Lustre exhibition, Ellenbrook Art Gallery Perth WA. Fringe 
world Festival 2020). 
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Context – Time will come for us, (2020) 

Time will come for us, (Figure 2.29), finalist 66th Blake Prize, Casula Powerhouse 

Art Centre, NSW; Down Under arts residency and solo exhibition, IOTA21, Art Collective 

WA Gallery, Perth, WA. 

 

Figure 2.29. Lee Harrop, Time will come for us 2020, hand engraved basalt geological core sample. The 
basalt is approx. 2.6 billon years old from the Yilgarn Craton, WA. 52 x 6 cm, 4 kg.  Image and copyright 
Lee Harrop. 

Artist statement – 66th Blake Prize 2020, maximum 200 words.91 

Time will come for us is hand engraved in a basalt geological core sample. Core samples 
are cylindrical pieces of rock created during the extraction process of diamond core drilling 
in mining exploration. Core samples reveal events in geological time. This basalt is 
approximately 2.6 billion years old – a deep non-human time that can be challenging to 
comprehend. This core sample both precedes and succeeds us. Time will come for us is a 
reminder of our place in the universe and that we all die regardless of our cultural, spiritual, 
religious or otherwise beliefs. What if we were to consider time the ultimate ruler, non-
judgemental – it is coming for us all. How might we then spend or waste time and 
experience the consequent impact on ourselves, others and the planet. Time is coming for 
us…did you spend it wisely...how does it feel?92 

                                                 
 

91 66th Blake Prize, (Entry terms and conditions 2020). 
92 Lee Harrop, ‘Artist Statement’ (Entry form, 66th Blake prize 2020). 
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Context – Time will come for us (ii) (2020) 

Time will come for us (ii) (Figure 2.30), finalist Heysen Prize for Landscape 2020; 

Down Under arts residency and solo exhibition, IOTA21, Art Collective WA Gallery, 

Perth, WA; Sydney Contemporary Art Fair, online 2021. 

 

Figure 2.30. Lee Harrop Time will come for us (ii) 2020, hand engraved geological core sample from the 
Yilgarn Craton, WA. Ultramafic to mafic rock, probable Archaean age based on sample location. 51.5 x 6.3 
cm, 3.9 kg. Image and copyright Lee Harrop. 

Artist Statement – Heysen Prize for Landscape 2020, maximum 150 words.93 outlining 

conceptual and technical meaning and the context of your practice, 

My current body of work consists of text inscribed into geological core samples, which are 
cylindrical pieces of rock created during the extraction process of diamond core drilling in 
mining exploration, and also for other stratigraphic understanding. I have responded to the 
current pandemic whilst also continuing my decade long investigation into the mining 
industry’s social, economic and environmental impacts. Scientists have long warned of the 
inevitability of new infectious diseases as a result of human impacts on the natural world.94 

                                                 
 

93 Heysen Prize for Landscape, (Entry terms and conditions 2020). 
94 Lee Harrop, ‘Artist Statement’ (Entry form, Heysen Prize for Landscape 2020). 
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Context – And this, too, shall pass, (2020) 

And this, too, shall pass, (Figure 2.31), overall winner Footscray Art Prize 2021, 

Melbourne, VIC; Down Under arts residency and solo exhibition, IOTA21, Art Collective 

WA Gallery, Perth, WA; ‘Both/and’ issue 36 of CSPA (Quarterly journal, Center For 

Sustainable Practice In The Arts 2022 [forthcoming]). 

 

Figure 2.31. Lee Harrop, And this, too, shall pass 2020, hand engraved geological core sample from the 
Yilgarn Craton, WA. 60.5 x 5 cm, 3.2 kg. Image and copyright Lee Harrop. 

Artist statement – Footscray Art Prize 2021, maximum 50 words.95 

My current body of work responds to the present pandemic whilst also continuing my 
decade long investigation into the mining industry’s social, economic and environmental 
impacts. Scientists have long warned of the inevitability of new infectious diseases as a 
result of human impacts on the natural world.96 

                                                 
 

95 Footscray Art Prize, (Entry terms and conditions 2021). 
96 Lee Harrop, ‘Artist Statement’ (Entry form, Footscray Art Prize 2021). 
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Context – Warning-Facts (2019) 

Warning-Facts (Figure 2.32), finalist Fremantle Arts Centre Print Award 2021; Still 

Lives – A beautiful science project 2019 (Chapter 3). 

 

Figure 2.32. Lee Harrop, Detail of Pages 14 &15, Warning-Facts 2019, embossed hard cover handcrafted 
stitch-bound book, digital print on 190 g lustre paper, rock specimen from core sample, clamshell box with 
embossed cover. The contents of this book have been created from HyLogger spectral imaging of the core 
sample on display. A piece of this core sample is embedded inside the back cover. Digital copies of the 
book pages can be viewed via the link in Chapter 3. Image and copyright Lee Harrop. 

Artist Statement – Fremantle Arts Centre Print Award 2021, maximum 150 words.97 

This 34-page book was created as part of my ‘Still Lives - A beautiful science’ project. The 
book visually represents scientific data such as HyLogger Spectral imaging and 
petrographic imaging from one geological core sample from the Northern Territory Core 
Library. This scientific information in the form of geological information, such as the type 
of rock and its location in drill hole coordinates, takes place of what would normally be 
listed as the medium of the artwork (acrylic on board for example). So, in my usage the 
scientific information is used to describe its visual representation. This strategy is employed 
as a way of communicating that the science is in the detail, and the detail is the artwork. A 
1mm slither of the core sample that the data in the book relates to is embedded in the inside 
back cover.98  

                                                 
 

97 Fremantle Arts Centre Print Award, (Entry terms and conditions 2021). 
98 Lee Harrop, ‘Artist Statement’ (Entry form, Fremantle Arts Centre Print Award 2021). 
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Context – Down to Earth (2021) 

Down to Earth, (Figure 2.33). Lethbridge Landscape Prize 2021, Lethbridge 

Gallery, Brisbane, QLD; Down Under arts residency and solo exhibition, IOTA21, Art 

Collective WA Gallery, Perth, WA. 

 

Figure 2.33. Lee Harrop, Down to Earth 2021, hand engraved geological core sample from the Goldfields, 
Yilgarn Craton, WA. 37 x 5 cm, 1.8 kg. Image and copyright Lee Harrop. 

Artist Statement – Lethbridge Landscape Prize 2021, optional 50 word maximum.99 

Down-to-earth is hand engraved into a geological core sample which is a cylindrical piece 
of rock created in a mining extraction process – from the landscape.100  

                                                 
 

99 Lethbridge Landscape Prize, (Entry terms and conditions 2021). 
100 Lee Harrop, ‘Artist Statement’ (Entry form, Lethbridge Landscape Prize 2021). 
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Context – ‘Rock a Little’ (2021) 

Paper presentation entitled ‘Rock a Little’ to represent several artworks (Figure 

2.34), in the panel discussion for ‘Tectonic Exhibition’ in Beyond Human Scales 

Conference, 2021, Association for the Study of Literature, Environment and Culture 

Australia and New Zealand (ASLEC-ANZ). Hosted by the English and Art History 

Programs and the Centre for Science in Society at Te Herenga Waka Victoria University 

of Wellington. 

 

Figure 2.34. Lee Harrop, L–R: Rock a Little 2017, hand engraved geological ½ core sample (xenolithic 
basalt) from the Yilgarn Craton, WA. 28.5 x 5.0 x 2.5 cm, 0.65 kg; Rock Star (ii) 2017, hand engraved 
geological ½ core sample from the Yilgarn Craton, WA. 2.5 x 22.8 x 5.0 cm, 0.55 kg; Tremble 2021, Hand 
engraved geological ½ core sample, from the Yilgarn Craton, WA, 18.2 x 5 x 2.5 cm, 0.48 kg. Image and 
copyright Lee Harrop. 
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Artist Statement – ASLEC-ANZ, Beyond Human Scales Conference 2021, maximum 

150-word abstract.101 

This talk compliments the online group ‘Tectonic Exhibition’ curated by Perdita Phillips. I 
discuss my artworks that engage with key social and philosophical questions about the arts 
and sciences of mining. More specifically, artworks that reference mining-induced 
seismicity. For example, my sculpture Rock a Little, is created from a geological core 
sample that has been cut in half lengthways. Core samples are cylindrical pieces of rock 
created during extractive drilling in mining exploration. The words Rock a Little are hand 
engraved into the cut flat surface. Resting upon its curved base, I invite viewers to activate 
the work, by pressing the edge. Setting the work in motion causes it to rock to and fro until 
eventually slowing to a complete stop. Participating in rocking the work serves to mirror 
on a micro scale the human hand in mining that has the potential to cause earthquakes on a 
macro scale.102 
 
 
 
 
 
 
 
 
 
 

   

Left to Right; Rock a Little link: https://vimeo.com/646770733/fe5cecaad8 

Tectonics online exhibition link: http://lethologicapress.org/tectonic/ 

Tectonics exhibition catalogue link: https://publuu.com/flip-book/8560/26088 

                                                 
 

101 ASLEC-ANZ, Beyond Human Scales Conference, (Call for papers criteria 2021). 
102 Lee Harrop, ‘Rock a Little’ (Paper abstract, ASLEC-ANZ Beyond Human Scales Conference 2021). 

https://vimeo.com/646770733/fe5cecaad8
http://lethologicapress.org/tectonic/
https://publuu.com/flip-book/8560/26088
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Context – ‘How Deep is Your Love: Mining Provocations from the Core’ (2021) 

A panel responding to the call for ‘Consideration of Images of Posthumanism, Love 

of Other Beings and Ecological Justice’ (Figure 2.35 – Figure 2.36), in the conference of 

the Law, Literature and the Humanities Association of Australasia (LLHAA) – Law and 

Love (in and beyond Pandemic Times): Images and Narratives, Histories and Cultures 

2021, USC School of Law and Society, QLD.  

 

Figure 2.35. Lee Harrop, How deep is your love 2021, Hand engraved Victorious Basalt (2500 – 3200 Ma) 
geological core sample, from the Yilgarn Craton, WA. 51.8 x 6 cm, 4.42 kg. Image and copyright Lee 
Harrop.  

 

Figure 2.36. Lee Harrop, How deep is your love 2021, Hand engraved Victorious (2500 – 3200 Ma) 
geological core sample, from the Yilgarn Craton, WA. 51.8 x 6 cm, 4.42 kg. Image and copyright Lee 
Harrop.  
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Abstract – maximum 250 words and 3 key words.103 

How deep is your love, is the title of my artwork created as provocation for critical thought 
and discussion about what we ought to value and care about, deeply. The words in the title 
are the same words hand engraved into the surface of a geological core sample which has 
been extracted from the earth during mining exploration. How deep is your love is a bearer 
of geological deep time, used as a lens to illuminate the history of law as a foundational 
support for human impact on land. The artwork is intended to prompt self-reflection and 
contemplation about our complicity in legally sanctioned destructive mining practices 
which result in ongoing land degradation, dispossession, and habitat encroachment. Using 
the artwork, I draw attention to the material complexity of rock to raise our appreciation of 
its geological and intrinsic value – in and of itself. How deep is your love then, asks us to 
reconsider our existential relationship to earth material.  
 
Keywords: Environmental impact; Deep time; Mining.104 

                                                 
 

103 LLHAA – Law and Love in and beyond Pandemic Times: Images and Narratives, Histories and Cultures 
conference, (Call for papers criteria 2021). 
104 Lee Harrop, ‘How Deep is Your Love: Mining Provocations from the Core’ a panel responding to the 
call for consideration of Images of Posthumanism, Love of Other Beings and Ecological Justice (LLHAA – 
Law and Love in and beyond Pandemic Times: Images and Narratives, Histories and Cultures, University 
of Sunshine Coast School of Law and Society Australia 2021). 
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Context – LOST ed 3 of 3 (2021) 

Invited artist, Stories in the Landscape (2021–2022) (Figure 2.37), The Sculpture 

Park, Waitakaruru Aboretum, Waikato, NZ. No written artist statement has ever 

accompanied this work. However, for the exhibition, all artists were invited to provide a 

30 second video which viewers accessed via a QR code105 as they encountered sculptures 

within the park. Figure 2.37 shows the original edition of LOST installed in 2019. 

 

Figure 2.37. Lee Harrop, Installation view LOST 2009, timber, paint, aluminium composite, vinyl. Sign 
100 x 20 cm, Post 260 x 10 x 10 cm. Sculpture in the Country, Carterton, NZ. Image and copyright Lee 
Harrop. 

                                                 
 

105 A quick response (QR) Code is a square bar code that stores information which can be displayed as text 
by a device such as a smartphone. See ‘QR code’ <https://en.wikipedia.org/wiki/QR_code> accessed 9 
November 2021. 
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Chapter 3  

 

Data Set of Collaborative Projects and Performance Works 

3.1 Token 2019, Sweat Season Collective event 

Context – Token (2019) 

Token (Figure 3.1 – Figure 3.3) was a performative work created for the Sweat 

Season Collective event. The Sweat Season collective106 is a group of artists who create 

work in response to, and to be experienced during, the annual wet season in the Northern 

Territory.  

 

Figure 3.1. Lee Harrop, Token 2019, Six dual sided hand engraved and polished discs cut from geological 
core samples. Mt Bundy Granite, NT. Image and copyright Lee Harrop. 

                                                 
 

106 Creative Accomplice, ‘Sweat Season’ (Creative Accomplice, 2021) 
<www.creativeaccomplice.com.au/program/sweat-season2021> accessed 16 November 2021. 
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Figure 3.2 Lee Harrop, Token 2019, Images show each side of the artwork lit by battery operated LED light 
that was placed next to each piece so they would be illuminated after the performance at dusk. Image and 
copyright Lee Harrop. 



 

67 

   

Figure 3.3 Audience attending Token and another Sweat Season Collective program event, Nightcliff 
foreshore, Darwin, NT, 30th November 2019. Image and copyright Lee Harrop. 

Artist Statement – Token 2019, 

Notions of land ownership, rights and value are human constructs. Humans imbue land 
with different types of value supported by different belief systems and power structures. 
These tokens are to be found and kept by the discoverer. They serve as a reminder on a 
micro scale of what has happened to areas of land on a macro scale.107  

3.2 Still Lives - A beautiful science 

Context – Still Lives (2019) 

The Still Lives – A beautiful science (Still Lives) project was an interdisciplinary 

art-science collaboration initiated by me and co-coordinated with legal theorist Jana 

Norman. Still Lives is discussed fully in Chapter 8. It incorporated the disciplines of art, 

law, science, philosophy, and the humanities in a three-day multiplatform event. The 

combined outputs of the Practice-led arts research and interdisciplinary collaboration from 

Still Lives included: 17 engraved core samples (Figure 3.8 – Figure 3.24); one sculpture in 

book format (Figure 3.26 – Figure 3.27); three composed music scores performed at each 

                                                 
 

107 Lee Harrop, ‘Artist Statement’ (Sweat Season Collective 2019). 
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of two exhibition openings;108 artist talks; paper presentations; scholarly debate and a forest 

bathing experience.109  

My engraved core samples, book, and the three specifically composed music scores 

(Figure 3.25; At the Core E-Version link) were all presented in the exhibition entitled, ORE 

CORE SCORE installed across two Darwin venues: Charles Darwin University Art Gallery 

(Venue 1) and Pirrie Space (Venue 2). A wall didactic containing an artist statement and 

the details of each artwork (Figure 3.5) was displayed at Venue 1 together with the 

exhibition catalogue (Figure 3.4; with e-version). Both the wall didactic and catalogue are 

part of the work and not considered separate to it.  

The Sculpture in book format entitled, Warning –Facts, was exhibited at Venue 2 

on a plinth (Figure 3.26) with my earlier artwork, Here Lies Truth (i) 2016, on the floor at 

the base of the plinth. An e-version of Warning –Facts was also provided at the venue, 

thereby enabling viewers to scroll through the pages. A link to the e-version is included on 

p 82 of this thesis. 

The engraved core samples obtained from two state-owned core libraries in 

Australia were returned to be placed back into the archives for future discovery (Figure 

3.28 – Figure 3.29). 

                                                 
 

108 Cathy Applegate, At the Core (A work for two pianos with audio sampling in three parts: Stardust, 
Ancient Oceans and Subterranean. Performed at each ORE CORE SCORE exhibition opening by Cathy 
Applegate and Chen Hui Tan, MP3 audio 2019); Link to e-version with audio see 81.  
109 Forest bathing (shinrin yoku) is a well-being practice combining elements of mindfulness, sensory 
immersion and nature connection <www.natureandforesttherapy.earth/about/the-practice-of-forest-therapy> 
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ORE CORE SCORE E-Version 

https://publuu.com/flip-book/8560/20787 

Figure 3.4. Lee Harrop, Ore Core Score exhibition catalogue (Still lives) 2019. Image and copyright Lee 
Harrop. 

https://publuu.com/flip-book/8560/20787
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Figure 3.5. Lee Harrop, Ore Core Score exhibition wall didactic (Still lives) 2019. Image and copyright Lee 
Harrop. 
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Figure 3.6. Lee Harrop, installation view of Ore Core Score exhibition, display cases 2 and 1, respectively, 
(Still lives) 2019, Charles Darwin University Gallery foyer, Darwin, NT. Image and copyright Lee Harrop. 

 

Figure 3.7. Lee Harrop, installation view of Ore Core Score exhibition display cases 1 and 2, respectively, 
(Still lives) 2019, Charles Darwin University Art Gallery foyer, Darwin, NT. The 3 artworks from display 
case 1 are presented below. Image and copyright Lee Harrop. 
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Figure 3.8. Lee Harrop, 1. Thousands of corpses 2019, Norseman Limestone, WA. (~60-30 Ma). Image and 
copyright Lee Harrop. 

 

Figure 3.9. Lee Harrop, 2. Matter of fact 2019, carbonate-siliciclastic siltstone, Limbunya Group (~1640–
1635 Ma), Birrindudu Basin, NT. From drillhole LBD4A; (219.4–226.4 m), -17.49045, 131.36619. 
Redundant core; abandoned following redrilling of replacement core 5 m further east. Image and copyright 
Lee Harrop. 
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Figure 3.10. Lee Harrop, 3. Still lives 2019, Norseman Limestone, WA. (~60–30 Ma). Image and copyright 
Lee Harrop. 

 

Figure 3.11. Lee Harrop, detail of display case 2, Ore Core Score exhibition (Still lives) 2019, Charles 
Darwin University Gallery foyer, Darwin, NT. The 14 artworks from display case 2 are presented below. 
Image and copyright Lee Harrop. 
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Figure 3.12. Lee Harrop, 4. Still lives 2019, rhythmic limestone, Tindal Limestone (Middle Cambrian 
~520–495 Ma), Daly Basin, NT. From drillhole NTGS 83/3; (62.57–62.85 m), -13.82164, 131.36619. 
Sourced from NT core library. Image and copyright Lee Harrop. 

 

 

Figure 3.13. Lee Harrop, 5. Thousands of corpses 2019, bioclastic packstone, Tindal Limestone (Middle 
Cambrian ~520–495 Ma), Daly Basin, NT. From drillhole NTGS 86/1; (643.35–643.54 m) -14.16247, 
131.39842. Sourced from NT core library. Image and copyright Lee Harrop. 
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Figure 3.14. Lee Harrop, 6. Still lives 2019, rhythmic limestone, Tindal Limestone (Middle Cambrian 
~520–495 Ma), Daly Basin, NT. From drillhole NTGS 86/1; (622.86–623 m) -14.16247, 131.39842. 
Sourced from NT core library. Image and copyright Lee Harrop. 

 

 

Figure 3.15. Lee Harrop, 7. Matter of fact 2019, rhythmic limestone, Tindal Limestone (Middle Cambrian 
~520–495 Ma), Daly Basin, NT. From drillhole NTGS 83/3; (70.58–70.76 m) -13.82164, 131.36619. 
Sourced from NT core library. Image and copyright Lee Harrop. 
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Figure 3.16. Lee Harrop, 8. Still lives 2019, bioclastic packstone, Tindal Limestone (Middle Cambrian 
~520–495 Ma), Daly Basin, NT. From drillhole NTGS 86/1; (641.80–641.94 m) -14.16247, 131.39842. 
Sourced from NT core library. Image and copyright Lee Harrop. 

 

 

Figure 3.17. Lee Harrop, 9. Still lives Matter 2019, rhythmic limestone, Tindal Limestone (Middle 
Cambrian ~520–495 Ma), Daly Basin, NT. From drillhole NTGS 86/1; (636.53–636.75 m) -14.16247, 
131.39842. Sourced from NT core library. Image and copyright Lee Harrop. 
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Figure 3.18. Lee Harrop, 10. Still lives 2019, rhythmic limestone, Tindal Limestone (Middle Cambrian 
~520–495 Ma), Daly Basin, NT. From drillhole NTGS 86/1; (623.18–623.42 m) -14.16247, 131.39842. 
Sourced from NT core library. Image and copyright Lee Harrop. 

 

 

Figure 3.19. Lee Harrop, 11. Still lives 2019, bioclastic packstone, Tindal Limestone (Middle Cambrian 
~520–495 Ma), Daly Basin, NT. From drillhole NTGS 86/1; (641.94–642.07 m) -14.16247, 131.39842. 
Sourced from NT core library. Image and copyright Lee Harrop. 
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Figure 3.20. Lee Harrop, 12. Still lives 2019, rhythmic limestone, Tindal Limestone, (Middle Cambrian 
~520–495 Ma), Daly Basin, NT. From drillhole NTGS 86/1; (622.24–622.34 m) -14.16247, 131.39842. 
Sourced from NT core library. Image and copyright Lee Harrop. 

 

 

 

Figure 3.21. Lee Harrop, 13. Still lives matter 2019, bioclastic packstone, Tindal Limestone (Middle 
Cambrian ~520–495 Ma), Daly Basin, NT. From drillhole NTGS 86/1; (645.25–645.48 m) -14.16247, 
131.39842. Sourced from NT core library. Image and copyright Lee Harrop. 
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Figure 3.22. Lee Harrop, 14-15. Thousands of corpses 2019, bioclastic sediment. (112.55–113.09 m) –
30.23333, 126.44166. Sourced from WA core library. Image and copyright Lee Harrop. 

 

 

Figure 3.23. Lee Harrop, 16. Cut to the core 2019, rhythmic limestone, Tindal Limestone (Middle 
Cambrian ~520–495 Ma), Daly Basin, NT. From drillhole NTGS 86/1; (622.34–622.47 m) -14.16247, 
131.39842. Sourced from NT core library. Image and copyright Lee Harrop. 
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Figure 3.24. Lee Harrop, 17. Thousands of corpses 2019, rhythmic limestone, Tindal Limestone (Middle 
Cambrian ~520–495 Ma), Daly Basin, NT. From drillhole NTGS 86/1; (629.48–636.05 m) -14.16247, 
131.39842. Sourced from NT core library. Image and copyright Lee Harrop. 

 

Figure 3.25. Cathy Applegate, At the Core 2019, Mp3 recording: a work for two pianos with audio 
sampling in three parts: Stardust, Ancient Oceans and Subterranean. Image (from left): Musician Chen Hui 
Tan and Composer Cathy Applegate, ORE CORE SCORE exhibition opening venue 2 (Still lives), Pirrie 
Space, Darwin, NT. Image and copyright Lee Harrop. 
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At the Core E-Version link 

https://publuu.com/flip-book/8560/20824  

 

Figure 3.26. Lee Harrop, installation view Warning – Facts (plinth), Here Lies Truth (i) (floor), Ore Core 
Score exhibition (Still lives), Pirrie Space, NT. Image and copyright Lee Harrop. 

https://publuu.com/flip-book/8560/20824
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Figure 3.27. Lee Harrop, Warning - Facts 2019, embossed hard cover handcrafted stitch-bound book, 
digital print on 190 g lustre paper, rock specimen from core sample, clamshell box with embossed cover. 
The contents of this book have been created from HyLogger spectral imaging of the core sample on display. 
A piece of this core sample is embedded inside the back cover. Digital copies of the book pages can be 
viewed via the link below. Image and copyright Lee Harrop. 

 

WARNING – FACTS E-Version link 

https://publuu.com/flip-book/8560/20294 

https://publuu.com/flip-book/8560/20294
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Figure 3.28. Ore Core Score 2019, Returning of engraved core samples to their trays to be placed back in 
the Northern Territory core library archive. Image and copyright Lee Harrop. 

 

Figure 3.29. Ore Core Score 2019, Detail, returning of engraved core samples to their trays to be placed 
back in the Northern Territory core library archive. Image and copyright Lee Harrop. 
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3.3 Untitled (Help yourself) 

Context – Untitled (Help yourself) (2007); (2022) 

Untitled (Help yourself) (Figure 3.30), finalist Sculpture by the Sea Bondi 2020 

postponed due to COVID pandemic then again in 2021 and rescheduled to October 2022. 

 

Figure 3.30. Lee Harrop, Untitled (Help yourself) 2007, glass, stainless steel rod installation. Approx. 21 x 
29.7 x 110 cm. Sculpture in the Park Waitakaruru. Image and copyright Lee Harrop. 
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Figure 3.31. Lee Harrop Untitled (Help yourself) 2008. Closing Ceremony Sculpture in the Park 
Waitakaruru. Photograph courtesy of Harold Henderson. 

Artist statement – Sculpture by the Sea Bondi, (1) A brief statement, maximum 250 

characters for catalogue and (2) an additional extended statement about the work, 

maximum 200 words. 

(1) This work consists of over 100 sheets of glass each inscribed with a word that can be 
associated with violence. At the end of the exhibition, the audience will be invited to, as 
the title suggests - help themselves and freely take a piece away.110 
(2) “Untitled” (Help yourself), uses A4 sized sheets of float (window) glass. Each sheet is 
inscribed with a word and stacked one on top of another to a height of approx. 1 m. The 
sheets are separated by clear silicon buttons, placed on the underside of each corner and the 
stack is secured by steel rods. The words deeply sandblasted into the surface of the glass 
creates a three-dimensional form and a mirroring effect when viewed from the top surface 
and through the edges of the glass which are polished and smooth to allow for safe handling. 
The words used in this sculpture can be associated with a violent act. For example, 
ATTACK, BASH and CRUSH. The words also have an associated weight/burden which 
relates to and is represented by the thickness of the glass. The more explicit the word is, 
the heavier the weight of glass it is embedded into. For example, BASH-6 mm, INJURE-8 
mm and KILL-10 mm. There are no offensive words such as swear words. At the duration 
of the exhibition viewers will be invited to take a word from the stack. They are free and 
carry no obligations. When all the words are gone the work has been completed.111 

                                                 
 

110 Lee Harrop, ‘Artist Statement’ (Exhibition catalogue, Sculpture by the Sea), (Forthcoming 2022). 
111 Lee Harrop, Artist Statement, Sculpture by the Sea Bondi 2020, application form. 
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3.3.1 Groundswell: recent movements within art and territory, touring exhibition. 

Context – All’s Well That Ends Well (2020) 

Artworks (Figure 3.32 – Figure 3.36) were created specifically for the national 

touring exhibition Groundswell: recent movements within art and territory (henceforth 

Groundswell) 2020–2023. A collective exhibition that addresses issues related to 

groundwater. 

Assembling a travelling exhibition centred on this unavoidable reality is to 

unambiguously question the role of art within the process of change – 

urgent, revolutionary change. Rediscovering how to move together as a 

collective force is our sole option if we are to adequately confront the most 

pressing and dangerous questions of our livelihoods. Carmen Ansaldo, 

SPARK NT Curator112 

The core sample was obtained on loan from Geoscience Australia then HyLogger 

scanned and cut in half lengthways by the South Australia Core Reference Library. I 

engraved and polished the flat side of one half of the core (Figure 3.34) included in 

Groundswell. I engraved the curved side of the remaining half (Figure 3.37) and 

immediately returned it to Geoscience Australia to be placed back in the archive (Figure 

3.38). 

                                                 
 

112 Carmen Ansaldo, curator, ‘Groundswell Prospectus’ (2021) <https://artbacknt.com.au/wp-
content/uploads/sites/31/Groundswell_Prospectus_FA_Web-2.pdf> accessed 17 November, 2021. 



 

87 

 

Figure 3.32. Lee Harrop, Installation view of artworks, Groundswell: recent movements in art and territory, 
2020. Curated by Carmen Ansaldo, Northern Centre for Contemporary Art (NCCA), Darwin, NT. Image 
and copyright Lee Harrop. 

   

Figure 3.33. Installation view of artworks in Groundswell: recent movements in art and territory, 2020. 
Curated by Carmen Ansaldo, Godinymayin Yijard Rivers Arts and Culture Centre, Katherine, NT. Images 
courtesy Katherine Morrow, copyright Lee Harrop. 
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Figure 3.34. Lee Harrop, All’s Well That Ends Well 2020, hand engraved geological ½ core sample, cored 
bore RN 19674. Brewer Conglomerate, Alice Springs, NT. Sourced from Geoscience Australia. Image and 
copyright Lee Harrop. 

 

Figure 3.35. Lee Harrop, WELL 2020, embossed hard cover handcrafted stitch-bound book, digital print on 
190 g lustre paper, rock specimen from core sample, clamshell box with embossed cover. The contents of 
this book have been created from HyLogger spectral imaging of the core sample on display. A piece of this 
core sample is embedded inside the back cover. Digital copies of the book pages can be viewed on an 
accompanying screen. Image and copyright Lee Harrop. 
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Figure 3.36. Lee Harrop, Detail of pages 18 and 19 from WELL, 2020, embossed hard cover handcrafted 
stitch-bound book, digital print on 190 g lustre paper, rock specimen from core sample, clamshell box with 
embossed cover. Link to e-version below. Image and copyright Lee Harrop. 

 

 

 

WELL, 2020 

https://publuu.com/flip-book/8560/20769 

https://publuu.com/flip-book/8560/20769
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Artist Statement 

My art and science collaboration focused on a geological core sample extracted during a 
water exploration project near Alice Springs, Northern Territory. A core sample is a 
cylindrical piece of rock created by the process of core drilling. I worked collaboratively 
with geologists to source this core sample from Geoscience Australia’s core repository. 
The core will be returned at the completion of this travelling exhibition for future discovery. 
The core sample was scanned, at the South Australian core reference library, using a 
HyLogger spectral imaging system that records the mineral content. I used the scanned 
images to create a book form. A 2 mm slither of the core is embedded inside the back cover. 
The accompanying text includes a title and scientific information that describes its aesthetic 
representation. After the core was scanned, I hand engraved it. My intention was to use art 
to raise awareness of the role and function of the publicly owned South Australian core 
reference library and Geoscience Australia. I have used non-destructive technologies in the 
creation of my artworks such as HyLogger spectral imaging systems. These technologies 
can be applied to historic core, like the one used in this project, to collect data for analysis 
that has the potential to lessen the environmental impact of future water exploration 
projects. Highlighting the importance of historic core might also improve the future 
management of drill core, resulting in the reduction of wasteful practices. Ultimately, I 
wanted the intrinsic value of the rock to be recognised.113  

                                                 
 

113 Lee Harrop, ‘Artist Statement’ (Displaced next to artwork during exhibition, Groundswell 2020). 
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Figure 3.37. Lee Harrop, All’s Well That Ends Well (ii) 2020, hand engraved geological ½ core sample, 
cored bore RN 19674. Brewer Conglomerate, Alice Springs, NT. Sourced from Geoscience Australia and 
returned to their archive 16 November 2020. Image and copyright Lee Harrop. 

 

Figure 3.38. All’s Well That Ends Well (ii) 2020, returned to the tray, Geoscience Australia, Canberra. 
Image courtesy Geoscience Australia. 
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3.3.2 Down Under 

Context – Down Under (2021) 

Figure 3.39 – Figure 3.61 relate to my Down Under arts residency and solo 

exhibition, IOTA21, Art Collective WA Gallery, Perth, WA. The working title for the 

residency project was a play on the oft-used term, ‘down under’ to refer to the continents 

below the Southern Hemisphere – Australia (where I reside in the Northern Territory) and 

New Zealand (my country of birth); as well as stone being derived from ‘beneath our feet’. 

Down Under included: Six new engraved core samples (Figure 3.39 – Figure 3.44); Six 

previously shown engraved core samples (Figure 2.15, Figure 2.17, Figure 2.29, Figure 

2.30, Figure 2.31 & Figure 2.33), These 12 engraved core samples were displayed on 

shelves in the gallery space (Figure 3.45, Figure 3.50, & Figure 3.54). 

The residency was two weeks in duration and began with the delivery of three pallet loads 

of geological core samples with a combined weight of approximately 1.5 tonnes into the 

gallery space in Perth central business district (Figure 3.46). The core samples were 

deaccessioned by the Joe Lord Core Library, Kalgoorlie, WA. The core samples were 

drilled (circa 1950) from an area formerly known as the Golden Mile in Kalgoorlie now 

known as the Super Pit gold mine. 

Over a two-week period, two circular piles of core samples were constructed 

directly onto the floor with each being approximately 1.5 m in diameter using core from 

the three pellets (Figure 3.46 – Figure 3.47). One pile entitled, A Heap of Time, consisted 

of core samples that were uniformly stacked 5 layers high (Figure 3.53 – Figure 3.55). The 

word ‘TIME’ was engraved into 17 core samples from that pile (Figure 3.56 and Figure 

3.57) inside the gallery in public view during the residency period (Figure 3.48). The 

second pile entitled, ‘Take your time’ was constructed with unengraved core samples only 
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(Figure 3.58). Viewers were invited to, as the title suggests, freely take and keep one blank 

core sample per person from that pile only (Figure 3.60) after signing an agreement (Figure 

3.59) with the artist. The agreement required that the signee consented to take an image of 

the core sample placed anywhere in their backyard (or equivalent) and post the image on 

Instagram with the hashtag #inmybackyardaus (Figure 3.61). The signee also consents to 

the future use of the image by the artist. 

The #inmybackyardaus hashtag draws attention to mining and its environmental 

impact. In opposition to the more common use of the term ‘not in my backyard’, In my 

backyard encourages us to take responsibility for our complicity with mining and 

consequential impact on the environment. 

 

Figure 3.39. Lee Harrop, It’s just a matter of time 2021, hand engraved geological core sample from the 
Goldfields, Yilgarn Craton, WA. Ultramafic to mafic porphyritic volcanic rock, probable Archaean age 
based on sample location. 58 x 6 cm, 5 kg. Image and copyright Lee Harrop. 
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Figure 3.40. Lee Harrop, A matter of time 2021, hand engraved geological core sample from the Goldfields, 
Yilgarn Craton, WA. 42 x 6 cm, 3.4 kg. Image and copyright Lee Harrop. 

 

 

 

Figure 3.41. Lee Harrop, Matter of Time (ii) 2021, Ultramafic to mafic porphyritic volcanic rock, probable 
Archaean age based on sample location. 8.5 x 6 cm, 3.2 kg. Image and copyright Lee Harrop. 
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Figure 3.42. Lee Harrop, Take your time 2021, hand engraved geological core sample from the Goldfields, 
Yilgarn Craton, WA. 37 x 4 cm x 1.45 kg. Image and copyright Lee Harrop. 

 

 

 

Figure 3.43. Lee Harrop It’s time (i) 2021, hand engraved geological core sample from the Goldfields, 
Yilgarn Craton, WA. 22 x 4.7 cm x 1 kg. Image and copyright Lee Harrop. 
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Figure 3.44. Lee Harrop, It’s time (ii) 2021, hand engraved geological core sample from the Goldfields, 
Yilgarn Craton, WA. 19.5 x 4.7 cm, 1 kg. Image and copyright Lee Harrop. 

 

Figure 3.45. Lee Harrop, Installation view of front wall, Down Under Residency, 2021, Art Collective WA, 
Perth, WA. Image and copyright Lee Harrop. 
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Figure 3.46. Lee Harrop, Installation view of Down Under Residency, 2021, Art Collective WA, Perth, 
WA.114 Image and copyright Lee Harrop. 

                                                 
 

114 The three pellet loads of core samples were kindly supplied by Joe Lord Core Library, Kalgoorlie, 
Western Australia. 
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Figure 3.47. Lee Harrop, Installation view of Down Under Residency, 2021, Art Collective WA, Perth, 
WA. Image and copyright Lee Harrop. 

 

Figure 3.48. Lee Harrop, Installation view of Down Under Residency, 2021, Art Collective WA, Perth, 
WA. Artist Lee Harrop at work. Image courtesy David McLean, copyright Lee Harrop. 
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Figure 3.49. Lee Harrop, Installation view of Down Under Residency, 2021, Art Collective WA, Perth, 
WA. Image and copyright Lee Harrop. 

 

Figure 3.50. Lee Harrop, Installation view of Down Under Residency, 2021, Art Collective WA, Perth, 
WA. Image and copyright Lee Harrop. 
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Figure 3.51. Lee Harrop, Installation view of Down Under Residency, 2021, Art Collective WA, Perth, 
WA. Image and copyright Lee Harrop. 

 

Figure 3.52. Lee Harrop, Installation view of Down Under Residency, 2021, Art Collective WA, Perth, 
WA. Image and copyright Lee Harrop. 
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Figure 3.53. Lee Harrop, Installation view of Down Under Residency, 2021, Art Collective WA, Perth, 
WA. Image and copyright Lee Harrop. 

 

Figure 3.54. Lee Harrop, Detail of Heap of Time, Down Under Residency, 2021, Art Collective WA, Perth, 
WA. Image and copyright Lee Harrop. 
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Figure 3.55. Lee Harrop, Detail of A Heap of Time, Down Under Residency, 2021, Art Collective WA, 
Perth, WA. Image and copyright Lee Harrop. 

 

Figure 3.56. Lee Harrop, Installation view of A Heap of Time, Down Under Residency, 2021, Art 
Collective WA, Perth, WA. Image and copyright Lee Harrop. 
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Figure 3.57. Lee Harrop, Detail of A Heap of Time, Down Under Residency, 2021, Art Collective WA, 
Perth, WA. Image and copyright Lee Harrop. 
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Figure 3.58. Lee Harrop, Installation view of Take Your Time, Down Under Residency, 2021, Art 
Collective WA, Perth, WA. Image and copyright Lee Harrop. 

 

Figure 3.59. Contract and consent form, Take your time, Down Under Residency, 2021, Art 
Collective WA, Perth, WA. Image and copyright Lee Harrop. 
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Figure 3.60. Detail of audience member taking a piece of core, Down Under Residency, 2021, Art 
Collective WA, Perth, WA. Image and copyright Lee Harrop. 
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Figure 3.61. Instagram posts from participants in Take your time, Down Under Residency, 2021, Art 
Collective WA, Perth, WA. Image and copyright Lee Harrop. 
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3.4 Petra Chor (i) Performance 

Context –Petra Chor (i) performance (2021) 

Petra Chor (i) performance (Figure 3.67 – Figure 3.82) Lee Harrop with Matthew 

Van Roden and Jenelle Saunders. Featuring the collaborative work of Perdita Phillips 

(projected photographic images) and Vivienne Glance (pre-recorded reciting her ekphrastic 

poems) Is this it? Cantos, An observation. First performed Saturday 27th February 2021 at 

Charles Darwin University Art Gallery, Casuarina, Northern Territory as part of Sweat 

Season Collective, Darwin Festival event.115 The two artworks in Figure 3.64 and Figure 

3.65 were exhibited the week prior to the performance, as shown in the installation view 

Figure 3.63. An artist statement was provided which accompanied an interview in the 

Sweat Collective zine that together provided viewers with further background information 

about my work. 

Each Sweat Season event commenced with a pre-recorded welcome to country by 

Larrakia elders who discussed the significance of the Sweat Season Collective 2021 

performance sites. A video recording on p 123 is of the Petra Chor performance only. 

Petrichor (Figure 3.64) was repaired post performance (Figure 3.85) and two new pendants 

were created ready for Petra Chor (ii) performance (Section 3.5) 

                                                 
 

115 The collaborative work of Phillips and Glance is presented with their kind permission from the limited-
edition publication A simple Rain (Lethologica Press 2012). Performance (i) was kindly supported by 
Accomplice, Sweat Season Collective and Charles Darwin University Art Gallery. 
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Figure 3.62. Haneen Martin, Sweat Season (2021), interview with artist Lee Harrop (reproduced with 
permission; copyright Haneen Martin).116 

Artist Statement – Provided for the installation of the artworks and both Petra Chor 

performance (i) & (ii). 

The etymology of words tells us about their origin. Petrichor is a term coined by Australia’s 
CSIRO to describe the unmistakable earthy smell of approaching rain. Derived from the 
Greek word petra (πέτρα) rock and īchōr (ἰχώρ) the fluid that runs through the veins of 
gods in Greek mythology. I have hand engraved the word into Australian rock. Like 
etymology, geology tells us about our planet’s origins – ‘We can read the landscape as a 

                                                 
 

116 Haneen Martin (ed), Sweat Season (Creative Accomplice Pty Ltd 2021) 11. 
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kind of text’ (Prof. M Bjornerud). In Petra Chor, rock and words go hand in hand, and for 
a time, quite literally.117 

 

Figure 3.63. Lee Harrop, Petra Chor (i) 2021, installation view, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Gallery foyer, Darwin, NT. Image and copyright Lee Harrop. 

 

Figure 3.64. Lee Harrop, Petrichor 2021, hand engraved geological core sample from the Yilgarn Craton, 
WA. 65 x 5 cm, 3.66 kg. Image and copyright Lee Harrop. 

                                                 
 

117 Lee Harrop, ‘Artist Statement’ (Displaced next to artwork during exhibition, CDU Art Gallery; IOTA21, 
MAELSTROM exhibition 2021). 
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Figure 3.65. Lee Harrop, Thorn of Crowns 2021, diamond encrusted spent drill bits, solder, chain. 
Dimensions variable. Image and copyright Lee Harrop. 

 

Figure 3.66. Lee Harrop, Petra Chor (i) pendants 2021, diamond encrusted spent drill bits. Dimensions 
variable. Gifted to the wearers in the Petra Chor (i) performance; thuribles 2021, recycled found plastic 
containers, paint, chain, rings, core sample chips. Dimensions variable. Image and copyright Lee Harrop. 
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Figure 3.67. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 

 

Figure 3.68. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 
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Figure 3.69. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 
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Figure 3.70. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 

 

Figure 3.71. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 
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Figure 3.72. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 

 

Figure 3.73. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 
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Figure 3.74. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 
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Figure 3.75. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 

 

Figure 3.76. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 



 

117 

 

Figure 3.77. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 

 

Figure 3.78. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 
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Figure 3.79. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 
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Figure 3.80. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 
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Figure 3.81. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 
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Figure 3.82. Lee Harrop, Petra Chor (i) 2021, performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image courtesy Fiona Morrison, copyright Lee Harrop. 
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Figure 3.83. Lee Harrop, Petrichor 2021, post performance, Sweat Season Collective, Darwin Festival 
event, Charles Darwin University Art Gallery, NT. Image and copyright Lee Harrop. 

 

Figure 3.84. Detail of Petrichor 2021, post performance, Sweat Season Collective, Darwin Festival event, 
Charles Darwin University Art Gallery, NT. Image and copyright Lee Harrop. 
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Petra Chor (i) performance 

https://vimeo.com/651910965/3a715eaab7 

 

Figure 3.85. Lee Harrop, Petrichor (ii) 2021, hand engraved geological core sample from the Yilgarn 
Craton, WA, and repairs post Petra Chor (i) performance, glue, gold leaf. 65 x 5 cm, 3.66 kg. Image and 
copyright Lee Harrop. 

https://vimeo.com/651910965/3a715eaab7
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3.5 Petra Chor (ii) Performance  

Context – Petra Chor (ii) Performance (2021) 

Figure 3.86 shows the installation of artifacts for the Petra Chor (ii) performance, 

a collaboration with Perdita Phillips and Vivienne Glance, MAELSTROM group show, 

IOTA21 Festival event, Nyisztor Studio, WA.  

The performance follows in Figure 3.87 – Figure 3.93 featuring myself together 

with Nien Schwarz and Minali Gamage. Projected images by Perdita Phillips and Vivienne 

Glance performing a live recital of her ekphrastic poems) Is this it? Cantos, An 

observation.118 

Petrichor (ii) was repaired post performance ready for a future performance in 

another state or Territory (Figure 3.95 – Figure 3.96). 

                                                 
 

118 The collaborative work of Phillips and Glance is presented with their kind permission. Perdita Phillips 
and Vivienne Glance, A simple Rain (Lethologica Press 2012). Performance (i) was kindly supported by 
Accomplice, Sweat Season Collective and Charles Darwin University Art Gallery. 
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Figure 3.86. Petra Chor (ii) Performance. Installation view, MAELSTROM 2021, group show, IOTA21 
Festival event, Nyisztor Studio, Melville, WA. (Plinth foreground) Lee Harrop: Petrichor (ii) 2021, hand 
engraved geological core sample from the Yilgarn Craton, WA, glue, gold leaf; Thorn of Crowns, 2021, 
diamond encrusted spent drill bits, solder, chain. Dimensions variable; (Hanging back wall) Petra Chor (ii) 
pendants 202, diamond encrusted spent drill bits (gifted to the wearers in the Petra Chor (ii) performance). 
Dimensions variable and Petra Chor thuribles 2021, recycled found plastic containers, paint, chain, rings, 
core sample chips. Dimensions variable. (Shelf back wall) Vivienne Glance and Perdita Phillips: A simple 
Rain 2012, book limited edition of 100, 40 pages 19.7 x 23.5 x 0.7 cm; A simple Rain 2012, digital postcard 
12.7 x 17.9 cm. (Shelf back wall) Perdita Phillips: Athabasca Glacier 2007 digital print on paper, string 
bound stack of approximately 200 cards, individual cards 8.7 x 13.4 cm; (shelves right side); Athabasca 
Glacier 2007, digital print on paper 32 individual cards 8.7 x 13.4 cm; (image top, back wall) Is this it? 
2007 digital inlet print on Canson Rag Photographique paper. 20.3 x 30.5 cm; (image centre, back wall). 
Cantos 2007, digital inlet print on Canson Rag Photographique paper. 20.3 x 30.5 cm; (image bottom, back 
wall) An observation 2007, digital inlet print on Canson Rag Photographique. Paper. 20.3 x 30.5 cm. Image 
and copyright Lee Harrop. 
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Figure 3.87. Petra Chor (ii) performance 2021, MAELSTROM, IOTA21 Festival event, Nyisztor Studio, 
WA. Image courtesy Melissa Drummond, copyright Lee Harrop. 
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Figure 3.88. Petra Chor (ii) performance 2021, MAELSTROM, Nyisztor Studio, WA. Image courtesy 
Melissa Drummond, copyright Lee Harrop. 

 

Figure 3.89. Petra Chor (ii) performance 2021, MAELSTROM, IOTA21 Festival event, Nyisztor Studio, 
WA. Image courtesy Melissa Drummond, copyright Lee Harrop. 
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Figure 3.90. Petra Chor (ii) performance 2021, MAELSTROM, IOTA21 Festival event, Nyisztor Studio, 
WA. Image courtesy Melissa Drummond, copyright Lee Harrop. 

 

Figure 3.91. Petra Chor (ii) performance 2021, MAELSTROM, IOTA21 Festival event, Nyisztor Studio, 
WA. Image courtesy Melissa Drummond, copyright Lee Harrop. 
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Figure 3.92. Petra Chor (ii) performance 2021, MAELSTROM, IOTA21 Festival event, Nyisztor Studio, 
WA. Image courtesy Melissa Drummond, copyright Lee Harrop. 
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Figure 3.93. Petra Chor (ii) performance 2021, MAELSTROM, IOTA21 Festival event, Nyisztor Studio, 
WA. Image courtesy Melissa Drummond, copyright Lee Harrop. 
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Figure 3.94. Lee Harrop, Petrichor (ii) 2021, showing breaks from performance (ii). Image and copyright 
Lee Harrop. 

 

Figure 3.95. Lee Harrop, Petrichor (iii) 2021, image shows the repairs to the sculpture after the Petra Chor 
(ii) performance. Hand engraved geological core sample from the Yilgarn Craton, WA, glue, gold leaf. 
65 x 5 cm, 3.66 kg Image and copyright Lee Harrop. 

 

Figure 3.96. Lee Harrop, Detail Petrichor (iii) 2021. Image and copyright Lee Harrop. 
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Chapter 4  

 

Theory and Objections to Intentionalism 

…the choice of the author’s meaning is a normative choice, a matter of 

ethics. 

William Irwin119 

Intentionalism, within contextualist theories, refers to a cluster of views regarding 

the artist’s intended meaning of an artwork. One example relates to philosophers120 who 

share the view that the artist’s intention is a necessary component in the identification of 

an artwork, particularly with respect to avant-garde art. Similarly, some philosophers 

suggest that the artist’s intended meaning of the work is important information to enable a 

correct interpretation of the artwork.121 The opposite anti-intentionalist122 view is that 

interpretation does not require any knowledge of the artist’s intention to determine the 

meaning of the work.  

The basic assumptions that undergird intentionalism have been contested by a 

                                                 
 

119 William Irwin, Intentionalist Interpretation: A Philosophical Explanation and Defense (Greenwood 
Press 1999) 50. 
120 N Carroll, ‘Historical Narratives and the Philosophy of Art’ (1993) 51(3) Journal of Aesthetics and Art 
Criticism 313; A Danto, ‘The Artworld’ (1964) 61(19) Journal of Philosophy 571; Jerrold Levinson, 
‘Aesthetic Contextualism’ (2007) 4(3) Postgraduate Journal of Aesthetics 1.  
121 John Farrell, The Varieties of Authorial Intention: Literary Theory Beyond the Intentional Fallacy 
(Springer Nature 2017); Stephen Davies, ‘Defining Art and Artworlds’ (2015) 73(4) The Journal of 
Aesthetics and Art Criticism 375-384; ED Hirsch Jr, Validity in Interpretation (Yale University Press 
1967); Roman Ingarden, Ontology of the Work of Art: The Musical Work, the Picture, the Architectural 
Work, the Film (Raymond Meyer and John T Goldthwait trs, Ohio University Press 1989); Irwin (n 119). 
122 For the seminal article in the intentionalism debate see WK Wimsatt and MC Beardsley, ‘The 
Intentional Fallacy’ (1964) 54(3) The Sewanee Review 468-488. For one of the influential essays, see 
Roland Barthes, ‘Death of the Author’ in Image Music Text  (Stephen Heath tr, Hill and Wang 1977); TS 
Eliot ‘Tradition and the Individual Talent’ (1982) (19) Perspecta 36-42. 
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significant number of theoretical works, and the philosophical debate about intentionalism 

has resulted in the distinction of alternatives to basic intentionalism: anti-intentionalist123 

(defined in the above paragraph), strong, moderate, hypothetical, and weak intentionalist 

positions. I provide a rudimentary definition of each here and return to them later in this 

chapter. Strong intentionalism124 argues that the author’s intended meaning is the only valid 

meaning of their work. A moderate intentionalist125 argues that only intended meanings 

that are realised in the work can account for the meaning of the work. Hypothetical 

intentionalism126 argues not for the actual authorial intention but rather the most obvious 

intention as understood by an ideal reader. Weak intentionalism127 considers how we might 

deal with relics from the past, such as those where access to authors intentions is not 

possible. It argues that meaning does not reside in the object of interpretation but is 

expressed by individuals which can be either author’s or reader’s inference to the best 

explanation.  

However, the argument I wish to present concerns the distinction between an 

intentionalist and the cluster of strong and moderate anti-intentionalist positions; and of 

importance to my thesis is the question of whether the author’s intention can determine the 

meaning of their work.  

This chapter examines the persistent objections to the view of strong intentionalism 

and the parts that I wish to develop and defend. I draw predominantly on the writings of 

Roman Ingarden, E D Hirsch Jr., and William Irwin, and use examples from my art practice 

                                                 
 

123 ibid. 
124 ED Hirsch Jr, Validity in Interpretation (Yale University Press, New Haven 1967). 
125 Robert Stecker, Aesthetics and the Philosophy of Art: An Introduction (2nd edn, Rowman & Littlefield 
Publishers 2010). 
126 Jerrold Levinson, ‘Defending Hypothetical Intentionalism’ (2010) 50 (2) British Journal of Aesthetics 
139-150. 
127 Mark Bevir, ‘How to Be an Intentionalist’ (2002) 41(2) History and theory 209. 
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to support what I propose is a new understanding of the role of intentionalism in 

contemporary art. To distinguish my view of strong intentionalism from those discussed, I 

term it countermodernity intentionalism. This new term is based on Debra Bird Rose’s 

conception of countermodernity, which she characterises thus: 

[…] countermodernity, is not the same as anti-modernity. Where as anti-

modernity is reactive against modernity, countermodernity is generously 

responsive. It seeks to offer radical and challenging alternatives to the 

modernity that underlies so much of contemporary social and ecological 

violence.128 

The three key tenets of countermodernity intentionalism were developed in 

response to a twenty-first century art practice that appeals to a twenty-first century society. 

They are further explained in this chapter.  

4.1 Key Conditions of Countermodernity Intentionalism 

Agency Condition – Any aesthetic value in an artwork is underpinned by artistic intention 

as a causal agent. 

Virtuous Discovery Condition – A productive and ethical norm for guiding the 

interpretation of an artwork posits that the goal of a virtuous artistic interpretation 

ought to be aimed at discovering the meaning that was intended by the author.  

Audience Meaning Condition – If it is devoid of the artist’s intended meaning, an 

interpretation of a work of art is merely the audience member’s interpretation; but 

it ought not qualify as the intended meaning of that work of art. 

                                                 
 

128 Debra Bird Rose, Reports from a Wild Country: Ethics for Decolonisation (University of New South 
Wales Press 2004) 6. 
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My reading of the literature review established that early discussions of 

intentionalism were biased in favour of specific artistic genres or mediums. The majority 

of arguments has focused on textual meaning. This includes, for example, the seminal anti-

intentionalist argument, ‘the intentional fallacy’, which is made in reference to literature 

and poetry.129 Similarly, the anti-intentionalist view of T S Eliot relates specifically to 

poetry.130 On the other side of the debate, the strong actual intentionalism argument by 

Knapp and Michaels takes aim at any theory that attempts to govern interpretation in 

literary criticism.131 In addition, Beardsley argues that whilst authorial intention can be 

ignored in literary text it can be important in other texts such as wills. However, as Irwin 

points out, ‘There is no ontological distinction between groups of texts, which can dictate 

that all texts of a certain group must be interpreted in the same way’.132 In this chapter, I 

continue to address each argument regardless of media type because I have not yet found 

any evidence that the role of intended work meaning for literary authors and visual artists 

would be fundamentally different.  

A further finding in my literature review was the consequence of poorly defined 

terms that made it difficult for me to distinguish what was meant by such terms as 

‘intention’, ‘meaning’, and ‘interpretation’. Therefore, I clarify what I mean in the use of 

these terms in countermodernity intentionalism and the relevant distinction of their use in 

earlier literature. 

                                                 
 

129 Wimsatt and Beardsley (n 122) 468-488.  
130 TS Eliot ‘Tradition and the Individual Talent’ (1919) Perspecta (1982) (19) 36-42. 
131 Steven Knapp and Walter Benn Michaels, ‘Against Theory’ (1982) 8(4) Critical Inquiry 723-742 
<http://www.jstor.org/stable/1343194>. 
132 Irwin (n 119) 45. 
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4.2 Meaning  

[...] meaning is an affair of consciousness and not of physical signs or 

things. 

E D Hirsch Jr133 

In the present discussion, the concept of meaning refers to the content or message 

communicated by the artwork134 as intended by the artist. Drawing upon the work of Polish 

theoretician Roman Ingarden135 in the field of aesthetics136 and ontology, I address my core 

research question by examining the extent to which artistic meaning is derived from context 

and intention. By context, I mean the history of both the site and the surrounding culture, 

and by intention, I refer to what the artist consciously137 decides to convey through their 

work. According to Ingarden, both context and the artist’s intention influence the ultimate 

form of the artwork, and consequently the range of meaning(s) that it may generate.138 

                                                 
 

133 Hirsch (n 124) 23. 
134 Ingarden, Ontology of the Work of Art (n 121). 
135 Roman Ingarden's major work focuses on an ontology concerned not so much with what actually exists, 
but with what could possibly exist; what it would take for objects of various kinds to exist. Ingarden’s 
world depends on consciousness for its existence; it exists only for consciousness and beyond that there is 
nothing…consciousness is all. For a comprehensive account of his work see Roman Ingarden, The Literary 
Work of Art (George Grabowicz tr, Northwestern University Press Illinois 1973) and Ingarden, Ontology of 
the Work of Art (n 121). 
136 The term aesthetics is used to denote the study of the rules and principles of art.  
137 I also acknowledge the idea that an artwork may have meaning that is unconsciously generated by the 
artist in the same way we are unconscious about certain parts of our daily routine such as drinking. 
According to ED Hirsch Jr, when referring to a text these unconscious meanings are ‘those meanings which 
are not attended to by the author but which are nevertheless present in another region of his mind’ Hirsch (n 
124) 51. 
138 Ingarden’s work has had a major influence in the philosophy of art, specifically contextualist theories 
which propose theoretical frameworks to explain how artworks may be identified and interpreted such as 
historical and cultural frames. Contextualism in art theory asserts that artworks are essentially historically 
embedded objects and that any attempt to make artistic judgements outside of a cultural-historical context is 
futile. 
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4.3 Interpretation 

The normative dimension of interpretation is always in the last analysis an 

ethical dimension.  

E D Hirsch Jr.139 

In the virtuous discovery condition in countermodernity intentionalism, I adopt a 

normative approach to interpretation advocated by Hirsch and Irwin, which posits that the 

goal of any interpretation ought to be for the purpose of finding the interpretation that the 

author intended.140 I argue that a stern anti-intentionalist position can undervalue the 

contributions made by the artist. This is particularly important when there are contested 

interpretations of artworks because disregarding the intentions of artists can lead to 

misinterpretation of the artwork, which can in turn lead to socially harmful consequences. 

The specific harms of anti-intentionalist theories are discussed in Chapters 5 and 6, which 

provide sound reasoning to defend countermodernity intentionalism.  

Robert Stecker argues that ‘identifying the actual intention of the creator of an 

artwork is not the only aim we have when interpreting a work’.141 I agree with Stecker that 

there might be different interpretive aims. From my own standpoint as an artist, I relinquish 

control over any interpretation of my artworks when released into the public domain. In 

fact, I encourage multiple interpretations of my work, but this does not mean that I 

                                                 
 

139 ED Hirsch Jr cited in (n 124) 51. 
140 ED Hirsch Jr states, ‘Unless there is a powerful overriding value in disregarding an author’s intention 
(i.e. original meaning), we who interpret as a vocation should not disregard it’. ED Hirsch Jr, The Aims of 
Interpretation (Chicago University Press 1976) 90, cited in Irwin (n 119) 51. For further reference to Hirsch 
on hermenuetics of interpretation, see Hirsch (n 124) 24-26, 126, 212, 219; Irwin refers to his concept of 
urinterpretation as an advancement of Hirsch’s intentionalism and writes, ‘[…] essential to urinterpretation 
is the tenet that there is only one meaning to be sought in interpretation, that of the author–or more correctly 
the urauthor’. Irwin (n 119) 61.  
141 Stecker (n 125) 119. 
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relinquish the intended meaning. I explain this further in Sections 4.5 and 4.7. I argue that 

any interpretation, if devoid of the artist’s intended meaning, is merely the viewer’s 

interpretation, but not the intended meaning of the work. This is an important distinction 

I make in the formulation of the audience meaning condition in countermodernity 

intentionalism.  

4.4 Context and interpretation 

It could be argued, as it is by advocates of contextualist theories, that all art is 

context-specific if we are to identify it as art and subsequently interpret or experience it as 

such.142 Philosopher Jerrold Levinson defended a view he called aesthetic contextualism to 

address how an audience is to interpret an artwork in any meaningful sense. This 

philosophical view contrasts the differences between audience engagement of an artwork 

with and without contextual information to consider the value of experience in each. 

Levinson argues that an artwork is to be interpreted as a ‘product of historically placed 

individuals with aims and intentions, thoughts and feelings, working to communicate 

contents or convey experiences through concrete media’.143 Levinson concedes that an 

artwork can still offer an experience ‘without any contextual situating or positioning of it’, 

however, he adds that ‘this, is not approaching art as a human expressive and 

communicative activity’.144  

I concur with Levinson's argument that an artwork could offer an experience 

without contextually situating of it. But, because of the agreed upon contextualist 

definition145 in the strictest sense, it has already lost its identity as an artwork. Alternatively, 

                                                 
 

142 Carroll (n 120), 313; Danto, ‘The Artworld’ (n 120) 571; Ingarden, Ontology of the Work of Art (n 121); 
Levinson, ‘Aesthetic Contextualism’ (n 120) 1-12.  
143 Levinson, ‘Aesthetic Contextualism’ (n 120) 6. 
144 Levinson, ‘Aesthetic Contextualism’ (n 120) 8. 
145 Ingarden, Ontology of the Work of Art (n 121). 
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forsaking the definition, such a decontextualised experience may, at the very least, cause 

misinterpretations deprived of meaning and therefore any subsequent apprehension and 

appreciation. In other words, decontextualised interpretations are more likely to be 

counterfactual thus reducing the artworks intended explanatory power. I therefore argue 

that the historical situating of art by contextualist theories requires acknowledgment of 

artist intention in any historical context for the purpose of identifying art. In the case study 

of I See Red Chapter 5 (Section 5.4.4.3) I discuss decontextualisation as a trigger of 

epistemic and cascading injustice. I also provide evidence of social harms of 

decontextualisation in a legal trial (the case of Brancusi v United States) Chapter 5 (Section 

5.4.4.2). 

The historical situating of art for Ingarden is a complex relationship. It does not 

only consider the work of art as an intentional product of a historically placed individual, 

but also encompasses the degree to which history or time is both embedded in the work and 

directly impacts it. This in turn directly influences any interpretation of the work of art 

independent of the viewer’s awareness or acknowledgement of its historicity. To begin 

with, he considers a work of art (here in reference to a painting), ‘a historical entity that has 

a length of life and limit of life’.146 The term ‘historical’ is two-fold. Firstly, historical 

length of life refers to the effect of aging on the materials used in the artwork. How the 

colours of paint may fade over time, for example, thereby creating different hues that might 

alter the way the colours are then interpretated within the paining. Such alteration means 

the painting can no longer be seen or therefore experienced as its original version.147 

Secondly, the historical length of life refers to the historical period that the people, objects, 

                                                 
 

146 Ingarden, Ontology of the Work of Art (n 121) 201. 
147 ibid. 
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and life situations depicted within the painting are tied to, as are the viewers of that period. 

Therefore, Ingarden argues that the painting may only be fully understandable by viewers 

outside of that ‘[…] epoch only under special conditions, which can perhaps never be 

completely realised’.148 Ingarden here invites a consideration of what those special 

conditions might be.  

I take up this challenge in the following paragraphs as an area that looks at how 

knowledge of the artist’s intention may go some way to assist with the contextualisation of 

the work of art and interpretation. I also return to it more specifically in the section on 

Authorial Intention and The Role of Intention in Interpretation. Ingarden’s view is not 

dissimilar to Noel Carroll’s argument, which provides an account for identifying mutations 

in art as ‘part of the evolving species of art’, which he calls ‘identifying narratives’.149 This 

method requires a new object or action to be linked historically to art history as a 

continuum. Carroll provides examples of what might be considered in order to establish an 

‘identifying narrative’ which includes for example, the artist’s intentions and assessment 

of that context.150  

As an example, I offer the work of contemporary British artist Nathan Coley 

entitled, Lockerbie Witness Box, 2003, (Figure 4.1). Coley created Lockerbie Witness Box 

after an intense period of research at the Scottish Court in the Netherlands, which was 

established in 2000 for the trials relating to the bombing of flight PAN AM 103 over 

Lockerbie in 1988. Coley fabricated a replica of the witness box used in the trial, later 

exhibited at the Tate Britain, together with drawings of evidence presented to the court and 

a video. These objects are identical except in intent. As Coley explains, they ‘[…] have 

                                                 
 

148 Ingarden, Ontology of the Work of Art (n 121) 247 note 45. 
149 Carroll (n 120) 315. 
150 ibid 318, 320. 
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both been fabricated for very specific functions, in very specific places’.151 In referring to 

his sculpture of the witness box, he states, ‘It has been made to exist as an object within the 

contemporary art space. Its function is to be an artwork’.152 Knowledge of Coley’s intent 

and the context of the art gallery becomes crucial if we are to identify his sculpture as being 

an artwork given that it is an exact copy of the actual witness box used in the trials. 

 

Figure 4.1. Nathan Coley, Lockerbie Witness Box, 2003, Rosewood laminates, aluminium, steel, carpet, 
plywood, electrical components and chair. Installation view, Tate Britain, London. 112 x 166 x 185cm. 
Photograph courtesy the artist. 

According to Arthur Danto (who provided one of the first influential 

characterisations and justifications of aesthetic contextualism), in discussing the difference 

between art and mere real things,  

                                                 
 

151 Nathan Coley cited in Claire Doherty (ed), Contemporary Art: From Studio to Situation (Black Dog 
Publishing 2004) 74. 
152 Coley ibid. 
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[…] being a work of art must seem to have as little to do with any intrinsic 

features of the object so classed as with the conventions through which it 

first gets to be a work of art. […] so something is an artwork if it satisfies 

certain institutionally defined conditions, though outwardly it may appear 

no different from an object that is not an artwork.153  

However, Danto makes clear that his analysis is constrained by the conventions in 

which artworks are being identified and assessed.154 I agree that conventions can influence 

the way we define what art is; but I argue that intrinsic features such as an artist’s intention 

can and should be acknowledged as equally definitive. As discussed in the Lockerbie 

Witness Box example, the artist’s intent was an important element in the identification of 

the artwork. Therefore, it seems logical to implicate intentionalism as key to determine how 

it contributes both to the identification and interpretation of a work of art.  

As demonstrated through Lockerbie Witness Box, contextualist theories enrich our 

capacity for understanding and therefore experiencing artworks and, as I discuss through 

this research project, they also provide scope for a reconsideration of the artist’s intention 

and the subsequent benefits this might have for the purpose of generating meaning. 

Lockerbie Witness Box also helps us understand what information is required to 

differentiate an ordinary utilitarian object as an artwork and the influence of context in any 

reading or interpretation. According to Ingarden, 

The fact that historical pictures are fully understandable only when they 

have an appropriate title and are regarded with a story in mind that has 
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been told by literary means, shows us most clearly that pictures of this kind 

are not independent works of painting, but only works that require non-

pictorial, in addition to pictorial means of presentation for their constitution 

and apprehension in all respects.155 

Whilst Ingarden’s quote is specifically in relation to what he identifies as ‘historical 

pictures’, I suggest it nevertheless applies to artworks with an intended meaning that 

requires additional information. This is the case, for example, when the artist’s intention is 

provided in their artist statement. 

Among contextualist thinkers are contemporary art theorists such as Claire Doherty, 

Miwon Kwon, and Lucy Lippard who also discuss the intentions of artists.156 In contrast to 

the philosophical debate, it is striking that these theorists begin their enquiry with 

assumptions about the artist’s intention (through reading the artist’s statement or 

interviewing the artist) as a necessary means to inform their understanding of the artworks; 

to make possible a description or definition. I contend, that the evolution of contemporary 

art places identification challenges and intention-based demands on viewers and that 

seeking the artist’s intention may aid in the interpretation of the intended meaning of their 

artwork.  

Doherty provides insight into what constitutes an art context. She analyses and 

critiques the evolution from studio, as the primary site of meaning, to a situation no longer 

adequately defined by the term site-specific. Her work suggests new concepts that can be 
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added ‘[…] to describe artworks and art projects which deal with the complexities of 

context–amongst them context-specific, site-oriented, site responsive and socially 

engaged’.157 She also suggests ‘place’ could be thought of as ‘an intersection of social, 

economic and political relations rather than a bounded geographic location’.158 Doherty’s 

explanation helps to redefine our usual understanding of ‘place’. I suggest its potential as 

a ‘site’ that can be expanded further to include an intersection of the critical research the 

artist includes in the creative process. This includes artist’s intention as I will discuss 

through Ingarden (Section 4.5), as being fundamental within the creative process. 

This thesis investigates the notion of site in my work to examine how meaning is 

generated in context-specific art to better understand how it elicits certain interpretations 

and responses, including adverse reactions, by an audience as discussed in the case study 

of I See Red (Chapters 5 and 6). The notion of site is embedded within my work, through 

material, history of the site, the surrounding culture past and present, language, and 

meaning. That is, I make the context of that site, specific in my work. The context in which 

my work is placed is crucial in terms of amplifying the meaning of the work. 

In addition, the context of my artworks affects the role language plays in generating 

and communicating meaning to an audience and any subsequent interpretation. Language 

is used in my work as both a form to communicate my ideas, as metaphor and sign, and as 

a visual element as the medium for the artwork itself, as isolated words, sentences or as an 

ineliminable title of the work. I create visual/verbal hybrids, presenting language as text, 

through art as potential truth-bearers,159 in a manner that may encourage new interpretation 

                                                 
 

157 Doherty Contemporary Art (n 156) 10. 
158 Claire Doherty ‘Situations’ (Exhibition catalogue, Autumn 2006) 1.  
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include propositions, sentences, sentence-tokens, statements, concepts, beliefs, thoughts, intuitions, 
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and reconsideration of meaning. Therefore, I investigated what role language plays in 

influencing an interpretation of an artwork, thereby gaining an evidence-based 

understanding of how language may be more effectively deployed.  

I consider context in the construction of an artwork as part of it and as equally 

important to research as the actual making of the work. Rock a Little (Figure 2.6) is an early 

example of my consideration of the context, material, words, title, and artist statement. This 

example is representative of my initial practice-led research artworks in Chapters 2 and 3. 

Rock a Little was selected for a major art award in New Zealand. The New Zealand context 

included the social impact of the 2011 Christchurch Earthquakes.160 My original entry 

application included my artist statement below, restricted to the 150 maximum word limit 

in the entry terms and conditions, 

Rock a Little references my interest in mining-induced seismicity. Resting 

upon its curved base, I invite viewers to activate the work, as the title 

suggests. Setting the work in motion causes it to rock, to and fro, until 

eventually slowing to a complete stop. Participating in rocking the work 

serves to mirror on a micro scale the human hand in mining that has the 

potential to cause earthquakes on a macro scale. This action of gentle 

rocking enables further contemplation of the surprise we experience when 

something so solid becomes Kinetic. This hand engraved core sample is 

from the Yilgarn Craton in Western Australia. Core samples are a result of 

                                                 
 

epistemology, the branch of philosophy concerned with the theory of knowledge, criteria of truth (or tests 
of truth) are standards and rules used to judge the accuracy of statements and claims. 
160 A magnitude 6.3 earthquake in Christchurch, New Zealand on the 22 February 2011 caused 185 deaths 
and injured several thousand people <https://nzhistory.govt.nz/page/christchurch-earthquake-kills-185> 
accessed 7 January 2022. 
 



 

147 

diamond drilling in mining exploration, which are analyzed to determine 

whether they contain any precious metals. Thereafter, in most cases, they 

become a by-product. Rock a Little draws attention to the mining industry 

and its environmental impact.161 

To further examine how the role of context in my work was developed in my 

research, I discuss Still Lives in Chapter 8 (Chapter 3: Figures 3.4 – 3.29) to reveal how the 

artist’s intention and resulting artwork are inextricably linked to the context. I make explicit 

why intention, context, material, and artwork should be considered crucial explanatory 

factors examined by the theory of intentionalism. 

Understanding the effects of context on interpretation was also investigated in the 

argumentative analysis of I See Red (Figure 2.1; Chapters 5 and 6). The analysis gives 

insight into the effects of interpretation from both a legal context and an artworld context. 

Philosopher Robert Stecker argues that ‘the law has a complex set of aims that distinguish 

interpretation in law from both art interpretation and the conversational interpretation’.162 

The aim of legal interpretation is a crucial part of the legal argument. The legal context 

influences the type of interpretation that is taking place. Similarly, the artworld context 

influences the type of interpretation that takes place within those spaces.  

The following two artworks provide comparison and contrast to my views regarding 

the suitability of materials to context in artworks. I examine When Faith Moves Mountains 

(2002; Figure 4.2) by Francis Alÿs, and Milestone: Man, A Passerby (1991; Figure 4.3) by 

Ian Hamilton Finlay (b. 1925 – d. 2006) as exemplary to demonstrate the significance and 

                                                 
 

161 Lee Harrop, ‘Artist statement’ (Entry application, Molly Morpeth Canaday Award 2018). 
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relevance of material to an artwork. I have limited the analysis to these two artworks that 

have also been directly influential in my art practice particularly in reference to Still Lives 

(Chapter 8), where I also briefly discuss the material. 

 

Figure 4.2. Francis Alÿs, When Faith Moves Mountains (still), 2002. In collaboration with Cuauhtémoc 
Medina and Rafael Ortega. 16mm film transferred to DVD, Lima, Peru. 
<http://publicdelivery.org/tag/francis-alÿs/> accessed 13th November 2017. 

When Faith Moves Mountains, is spectacularly moving both physically and 

emotionally. It is politically allegoric and symbolic having been created in response to the 

artist’s initial visit to Lima in 2000 during the collapse of the Fujimori government. The 

work is site-responsive; that is, it reflects the artist’s direct engagement with the site, its 

community, topography, material, and political situation. The work is also ephemeral and 

now exists through documentation only as video, photography, drawings, and writing. The 

choreographed performance by the volunteer participants to move the sand in single line 

formation and in unison was not visually perceptible on completion, at the site of its 
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occurrence.163 However, aided by the title of the work, we see a mountain, know and 

accept it has moved, appreciate that it required collaboration, commitment, and 

coordination, combined with a willingness to make it happen. Similarly, in Still Lives, the 

collaboration, whilst not as visually obvious as the actual choreographed performance in 

Figure 4.2, was integral to the artwork.  

Titles in my arts practice are also specifically relevant as an element of the artwork 

not separate to it. Titles may aid in the interpretation of the work and contribute to the 

context in which the artwork should be considered and, at times, carrying the artist’s voice 

and intention. Often the words used in the title of my artworks are also those used in the 

artwork. This strategy was employed well by Ian Hamilton Finlay. For example, in his 

artwork Milestone: Man, A Passerby (1991; Figure 4.3), The words ‘man a passerby’ were 

engraved into headstone shaped slate. The artwork also recalls the origins of the inspiration 

for Finlay’s advancement of concrete poetry (described in next paragraph) being his interest 

in the inscriptions on tombstones. He noted the similarities between the two proposing that,  

The inscriptions are brief, and often set small in a large space, because each 

letter must be carved; but it would be equally true to note that the brevity is 

part – of some kind of implicit statement about life, death, and time.164 

                                                 
 

163 Francis Alÿs, When Faith Moves Mountains (2002) <www.francisalys.com/when-faith-moves-
mountains/> accessed 13 November 2017. 
164 Letter from Ian Hamilton Finlay to Crombie Saunders (1966) in Alec Finlay (ed), Ian Hamilton Finlay 
Selections (Berkeley, University of California Press 2012) 36. 
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Figure 4.3. Ian Hamilton Finlay, Milestone: Man, A Passerby 1991 slate, with Keith Bailey. 48.4 x 38.2 x 
7.4 cm <https://www.inglebygallery.com/m/exhibitions/2656/works/image7/>. 

Finlay was a seminal figure in concrete poetry, which places emphasis on the 

written word as a visual phenomenon.165 This applies whether a letter of the alphabet, word, 

sentence, full quote, statement, or poem. According to Mary Ellen Solt, ‘Generally 

speaking the material of the concrete poem is language: words reduced to their elements of 

letters (to see) syllables (to hear)’.166 In contrast, Emmett Williams favours placing ‘the 

emphasis on poetry rather than on Concrete […]. Analogies with visual arts de-emphasize 

the poetic element in favour of the visual, which is but a single (though consequential) 

aspect of the new poetry’.167  

Finlay also led the way in concrete poetry’s development into objects and on 

                                                 
 

165 Lee Harrop, ‘A Blind Word A Mute Vision’ (Masters dissertation, Whitecliffe College of Arts and 
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architecture. In celebrating the possibilities of poetry through the merging of word and 

object he wrote, ‘The new means of constructing a poem aesthetically, ought to lead to 

consideration of new materials. If these poems are for “contemplating”, let them be made 

with that intention, and let them be sited where they can be contemplated’.168 For Finlay, 

the words are intended to be merged with a material, such as rock or wood, by engraving 

or relief. The placement of this emergent object, the artwork, is also well considered 

because it is part of the context in which the artwork will be interpreted. Also noteworthy 

was Finlay’s vision for concrete poetry; the underlying intention for the creation of concrete 

poems that are to be encountered, as example, on buildings or in gardens. This is best 

described in his own words as, ‘[…] a way of bringing that art right back into the very 

centre of society - i.e. into architecture […] the pure concrete poem is inexhaustible; it is 

not for reading but for contemplating […]’169 Finlay is asserting that these new concrete 

poem objects must be encountered as a whole. I contend that this is quite different to 

encountering concrete poetry on a page which carries its own history of being the substrate 

for words that are to be read. The concrete poetry object disrupts this history of reading 

practice further than was achieved by Finlay’s contemporaries.  

I am indebted to Finlay for both his writings and concrete poetry, which have had a 

profound influence on my art practice. Although not exclusively, I also attribute to Finlay 

my interest in engraving text into rock and the pondering of deep time (as defined in 

Chapter 8). The artworks by Alÿs and Finlay further lay the groundwork for the following 

discussion about the considerations of material in my own work and in particular the 

choices made for the artworks in the Still Lives exhibitions entitled ORE, CORE, SCORE 
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(Figure 3.4 to Figure 3.29). 

There are differences between my use of word and material and Finlay. In reference 

to my engraved core sample artworks, the first difference is that the process of engraving 

is done by me, whereas Finlay employs tradesmen such as stonemasons. This may seem 

insignificant in terms of the final artwork however the time spent engraving various 

geological core allows for contemplation and tactile experience with it. As a result, I have 

an increased sensibility to anticipate how a particular rock might behave and how it might 

look before I begin working with it and that influences the selection process to achieve a 

particular aesthetic effect. I argue that this is already a closer relationship and understanding 

of the material that I employ when choosing the words to be embedded. 

I also do not consider these artworks to be concrete poetry according to either 

definition provided above because I do not just want the emphasis to be placed on the word 

simply as a visual phenomenon. Rather, my intention is to have the words interpreted in 

the context of these visual/verbal hybrids – material and placement – and contemplated. 

The words cannot be detached from the context of the material into or onto which they have 

been placed; rather, it is a fusion. This is achieved by the choice of material, its relevance, 

characteristic, composition, and provenance. The material is inextricably linked to the 

subject of the inquiry. For example, the geological core samples are linked to the context 

of mining. This fusion of word and object is inseparable, they are one. The material in 

which the words are engraved, core samples, is mining. The words are embedded into this 

material and are read within it, not separate. This is an important distinction between my 

work and others. 

Furthermore, I give the representation of rock and language even weight through 

the materials in the artworks so one is not privileged over the other thus, ‘geocentric and 
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logocentric in equal measure.170 The significance and influence of the selected materials 

was examined and developed in Still Lives. 

4.5 Authorial Intention 

There is no getting away from intentionality. 

John Searle171 

The intentionalism debate has gained momentum since the Renaissance period, 

where interest in artists’ persons and intentions developed and became more topical.172 For 

example, T S Eliot, an early anti-intentionalist, argued against taking biographical 

information such as personality or the history of the author into consideration when 

interpreting that author’s poetry.173 Eliot argued that the poem’s meaning resides 

autonomously in the poem rather than the author and therefore the reader can interpret the 

text without extrinsic information.174 Eliot thought that there was too much emphasis 

placed on the importance of the poet and the degree to which they could convey emotion 

through their poetry. He wrote that ‘the emotion of art is impersonal’175 and that 

‘impressions and experiences which are important for the man may take no place in the 

poetry […]’.176  

From my reading, an interpretation of any text according to the anti-intentionalist 

account as suggested by Eliot would be no different to an interpretation of any text 
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according to the following strong actual intentionalism proposed by Juhl, Knapp and 

Michaels.177 Strong actual intentionalism asserts the artist’s intended meaning is the only 

correct interpretation of an artwork.178 In ‘against theory’, Knapp and Michaels claim that 

‘the meaning of a text is simply identical to the author’s intended meaning […]’.179 They 

also acknowledge that Hirsch appears to say the same when he writes, ‘[…] the meaning 

of a text is the author’s meaning’.180 I too propose the intended meaning in any of my 

artworks is the artwork’s meaning, but I contend that because artist intention and artwork 

meaning is an inseparable ontological relationship, both are unaffected by interpretation. I 

explain this further in the following paragraphs. I address the objection from the idea that 

meanings are directly given autonomously by language or artworks separately in Section 

4.8. 

Robert Stecker objects to ‘the identity thesis: that the meaning of the work is 

identical to what the artist intends to convey or express in the work’.181 He states, ‘The 

meaning of an artwork could hardly be identical to unrealised intention […] Hence the 

thesis must be false because it has a false implication’.182 I agree that artists do not always 

successfully communicate their intended meaning through their work for example due to 

their lack of skill or the failure in materials used. However, regardless of success or not, I 

assert the intended meaning remains unchanged. I also suggest Stecker has not considered 

that to determine the artist has failed to realise their intention, the interpreter must first 

know what the artist’s intended meaning is to ascertain it is absent. Thereafter, the 

                                                 
 

177 P D Juhl, Interpretation: An Essay in the Philosophy of Literary Criticism (Princeton University press 
1981) 70-82; Knapp and Michaels (n 131) 723-742 <http://www.jstor.org/stable/1343194>. 
178 Knapp and Michaels (n 131). 
179 ibid 724. 
180 Hirsch (n 124) 25. 
181 Stecker (n 125) 119. 
182 ibid. 
 



 

155 

interpreter would be making a personal judgment as to whether or not the artist has 

successfully communicated their intention. Whilst value judgements are justified, they are 

not the same as an intended meaning. Hirsch refers to judgement as the ‘[…] function by 

which we perceive significance. […] one understands meaning; one judges significance’.183 

Roman Ingarden concedes that some interpretations can be wayward and accounts 

for one reason residing in the viewers inexperience in viewing art and therefore lack of the 

ability to read the artwork, and the other reason is artistic failure.184 Ingarden generally 

refers to an interpretation as an aesthetic assessment which is independent of the artwork’s 

aesthetic value. That is, the artwork’s aesthetic value remains unchanged by virtue of any 

assessment of it because aesthetic value is not ‘…something that is created by the valuation 

of the aesthetic object; it does not have its ontic foundation in this assessment’.185 Here, 

Ingarden makes the distinction between interpretation and the aesthetic value of the 

artwork, as explained further in the following paragraphs.  

Ingarden was concerned with how we perceive art objects consciously and therefore 

what in the art objects causes our conscious perceptions of them as opposed to reading them 

as mere real things.186 His thoroughgoing investigation of the ontology of the work of art 

and what constitutes aesthetic value provides the necessary insight of the workings and 

conclusions to enable an understanding of their relevance to the intentionalism debate. That 

is, what is the fundamental role of intention in the creation of a work of art?  

                                                 
 

183 Hirsch (n 124) 143. 
184 Ingarden (n 121) 235-236. 
185 ibid 232. 
186 Ingarden’s interest was in the ontology of the work of art and thus his focus on the role of artist intention 
was in regard to an artist’s role as agent in the manifestation of a work of art. Whereas my concern is how 
knowledge of the artist’s intended meaning influences interpretation and why this might be important in 
twenty-first century art. My concern with artist’s intended meaning was not a primary concern in the same 
respect for Ingarden because mine has arisen or evolved as a contemporary concern within twenty-first 
century and its resultant art. 
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Briefly, Ingarden’s aesthetic value system is a complex combination of aesthetic 

principles which enmesh all conceivable aspects of the work of art, beginning with artist 

intention and artistic application. These aspects encompass and extend beyond 

considerations of elements such as material – types, properties, textures; composition – 

perspective, framing; colour – hue, saturation; content – subject, object, picture, theme, or 

the idea that the work is intended to present through its construction.187 A further in-depth 

discussion of what each of the aspects contain according to Ingarden’s analysis of what 

constitutes aesthetic value would take us too far from the scope of this research project. So, 

without diminishing the incredible magnitude of his work nor presenting an oversimplistic 

view, I focus on the key fundamental principle that any resulting aesthetic value is 

underpinned by artistic intention as a causal agent. This is referred to as the agency 

condition in countermodernity intentionalism. 

I acknowledge independent qualities for example, the way colours react when next 

to each other which is a relationship that resides in the colours independent of any outside 

causal agent. As an example, the way the green of a forest contrasts with the blue of the 

sky. However, within the context of an artwork they are ultimately still dependant on the 

intention and agency of the artist for inclusion within the creation of an artwork in order to 

come into existence within it. In other words, they are at the mercy of and governed by, the 

artistic inclusion. My point is, that such aesthetic qualities, whilst residing independently, 

are at the same time controlled and manipulated by the artist to serve their purpose in the 

creation of their work which, is governed by intention. Thus, if we can accept artist 

intention or artistic agency as a causal factor fundamentally underpinning all art, then we 

can move to consider why or in what new ways it should be acknowledged when we 
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interpret art in the twenty-first century. 

Ingarden writes, ‘What depends on the viewer is only whether, on the foundation 

of the work of art (the picture), he succeeds in concretizing those aesthetically valuable 

qualities which are potentially determined, or at least permitted, by the content of a work 

of art’.188 My review of Ingarden’s writing suggests that he viewed artist intention as so 

intrinsic to art that he never questioned whether or not we should take it into consideration 

when we interpret their work – because the meaning manifests from it. My aim is to extend 

this understanding with relevance to the identification challenges and intention-based 

demands on contemporary art.  

I have shown through Ingarden (and others) that the impact of artist intention at the 

foundations of the ontology of a work of art was known. In my practice, the overall success 

of an artwork is directly related to the suitability of the material from which it is created. 

Suitability refers to a combination of the materials relevance to the concept, aesthetic 

qualities (shape, size, colour, texture), historical context and provenance, characteristics, 

and composition. As discussed, this follows Ingarden’s insistence that any appreciation and 

apprehension of an artwork must result from the concretisations of that work. 

Concretisations can arise, for instance, through the artistic application of the materials that 

guide the viewers interpretation toward full apprehension of the work of art in all 

respects.189 To illustrate, I provide evidence that an interpretation of an artwork can 

correlate to the artist’s intended meaning through an explication of my artworks That is 

gold which is worth gold (2017; Figure 2.3); We are making a new world (after Paul Nash) 

(2017; Figure 2.7); Time will come for us (2020; Figure 2.29); And this, too, shall pass 
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(2020; Figure 2.31). I offer these examples to rebut the objection to intentionalism, that the 

author’s meaning is inaccessible in their work. I contend that the evidence provided in these 

four examples is evident in all my artworks contained in Chapters 2 and 3, as corroborated 

by the peer review process.  

4.6 An objection from the inaccessibility of the author’s meaning 

The first example is a digital image entitled That is gold which is worth gold (2017; 

Figure 2.3), referencing Paul Nash’s iconic painting, We Are Making a New World (1918) 

oil on canvas (Figure 4.4), which shows the destruction of war upon a landscape. In similar 

contrast to Nash’s painting, my artwork illustrates the destructive impact of mining upon a 

landscape.  

 

Figure 4.4. Paul Nash, We Are Making a New World 1918 oil on canvas  IWM (Art.IWM ART 1146). 

In his review of my artwork, John Cruthers wrote, ‘[…] inspired by Paul Nash’s 
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bitterly ironic World War 1 masterpiece We are making a new world, she used a range of 

optical devices to construct a non-naturalistic, almost theatrical scene based on a 

contemporary mining landscape’.190 Cruthers refers to my use of aesthetic devices such as 

composition, colour saturation, and subject matter to direct the spectator’s attention at 

environmental degradation caused by mining activities. 

Cruthers’ review played an important role in establishing that a core intention of 

my work could be successfully communicated, and this learning has become part of my 

reflective process about intentions 

In Figure 2.2, I have also referenced Nash’s iconic painting, made explicit in the 

title We are making a new world (after Paul Nash) (2017; Figure 2.2). I created this artwork 

using dolerite (approximately 2.6 billion years old) core samples drilled circa 1950’s from 

the iconic Super Pit gold mine in WA.  

The intent of this artwork is nicely captured by Perdita Phillips who wrote, 

For the two engraved cores used in We are making a new world (after Paul 

Nash) (2017)191, the allusion to networks of material relations surrounding 

the objects, are made explicit. With a jolt we are brought to Nash’s 

renowned painting of polygon Wood in Ypres Salient in 1917: “The 

landscape has become un-navigable, unrecognisable and utterly barren; the 

mounds of earth are gravestones to a recently departed world”192. The 

                                                 
 

190 John Cruthers, ‘Fierce Perth Women’ (2017)  <http://cruthersartfoundation.com/blog/2017/10/4/fierce-
women-in-perth> accessed 2017. 
191 Paul Nash, We Are Making a New World (1918) oil on canvas  
<https://artsandculture.google.com/asset/we-are-making-a-new-world/DwHVm44w3XbHOA> accessed 
2017. 
192 Imperial War Museums, ‘We Are Making a New World’ Imperial War Museums, 
<www.lwm.org.uk/collections/item/object/20070> accessed 31 August 2017. 
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stripped, columnar trees of the painting perforate the midground of the 

empty battle scene. We can imagine them as inverted drill cores penetrating 

the void of war.193 Harrop’s cores came from Kalgoorlie’s Superpit, one of 

the most valuable holes in the modern world.194  

Phillip’s review illuminated the relations of contextual significance between the 

artwork’s material, historical context, and word. Attributes such as material, context and 

word also connect to the evolving significance of the material relations in my artworks as 

discussed in Still Lives (Chapter 8). I suggest the combination of these elements were 

embedded with my artist intention which together enabled the interpretation Phillip’s 

appraisal proclaims. However, I acknowledge the limits of any conclusion made from only 

one review as is the case here and elsewhere in this present research.  

4.6.1 Time will come for us (2020) 

Time will come for us, Figure 2.29, was selected for the finalist exhibition of the 

66th Blake Prize, Casula Powerhouse Art Centre, NSW, Australia. Like many events in 

2020, the Blake Prize was delayed due to the COVID-19 pandemic. Consistent with other 

art awards in this period it had a record number of entries, over 1200, from which a five-

person panel selected 86 finalists. The Blake Prize began in 1951, as an exhibition for 

national and international artists exploring ideas of religion or spirituality in art. Over the 

past 70 years it has become a prestigious award of national significance, challenging and 

expanding the restrictions of the earlier themes. According to the venue director discussing 

the art prize in the accompanying exhibition catalogue, 

                                                 
 

193 Paul Nash, Void of War (1918) Lithograph on paper <https://collections.vam.ac.uk/item/076638/void-of-
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It has evolved and become an amazing platform for artists interrogating the 

complex presence of and spirituality in some of today’s dominant concerns: 

our colonial histories; the mass migration of people due to war; idolatry 

and media; capitalism and inequality, and the pervasive impacts of climate 

change.195 

With the context of the exhibition in mind, I created Time will come for us. The 

application process involved submitting an artist statement (200 word maximum), artwork 

title, medium details, measurements, two digital images (one must be vertical the other 

horizontal), current CV and entry fee. The following is my artist statement included in full: 

Time will come for us is hand engraved in a basalt geological core sample. 

Core samples are cylindrical pieces of rock created during the extraction 

process of diamond core drilling in mining exploration. Core samples reveal 

events in geological time. This basalt is approximately 2.6 billion years old 

– a deep non-human time that can be challenging to comprehend. This core 

sample both precedes and succeeds us. Time will come for us is a reminder 

of our place in the universe and that we all die regardless of our cultural, 

spiritual, religious or otherwise beliefs. What if we were to consider time 

the ultimate ruler, non-judgemental – it is coming for us all. How might we 

then spend or waste time and experience the consequent impact on 

                                                 
 

195 Craig Donarski, ‘Directors note’ in ‘66th Blake Prize exhibition catalogue’ (Casula Powerhouse Arts 
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ourselves, others and the planet. Time is coming for us…did you spend it 

wisely...how does it feel?196 

My artist statement was intended to both inform viewers about the artwork and the 

concern it represents whilst also prompting critical engagement. The following extract was 

taken from a short artist profile essay featuring my artwork Time will come for us written 

by Mandy Treagus.197 

Time Will Come For Us (2020), uses basalt that is 2.6 billion years old, 

reminding us that “To touch stone is to touch the beginning of time itself.”198 

The agency of rocks is enacted over millennia. Citing the influence of 

posthuman theorist Jeffrey Jerome Cohen,199 Harrop speaks of the rocks’ 

own time: “they’re continually on the move.”200 Such movement is usually 

only apparent in violent seismic shifts, or over vast periods, made visible in 

core samples. The age of rocks reminds us of our own brief existence. This 

basalt was extracted from the Yilgarn Craton, the source of many precious 

minerals including gold, and is the oldest rock in Australia, dating from the 

Archaean Eon, when life began to form on Earth. It was part of ancient 

Gondwana land. Time Will Come For Us can be seen as a response to the 

recently announced, drastic resetting of the Doomsday Clock at 100 seconds 

to midnight signalling our status as a species in decline. We are running out 

                                                 
 

196 Lee Harrop, ‘Artist Statement’ (Entry application, 66th Blake Prize 2020). 
197 Mandy Treagus is Associate Professor, Department of English and Creative Writing in the school of 
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198 Lee Harrop, ‘Artist Statement’ Rock Star (ii), 2017 in (n 201). 
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of time, even if our brief presence on Earth has little impact on the timelines 

of the rocks themselves.201 

Treagus has written a valid interpretation of my artwork based on her knowledge, 

and acknowledgement, of my intention. She gained this information through personal 

interviews, access to art statements and by viewing the actual artworks in person. I greatly 

value the opportunity to share insight into my art practice with others and view published 

essays and reviews as an important means of disseminating my intent in my works. Ready 

access to such information better prepares an audience when they view artworks. Seeking 

the artists intention directly whether verbally or in writing seems to me an obvious method 

to enable a valid account of what the artist intends to communicate through their work.  

4.6.2 And this, too, shall pass (2020) 

And this, too, shall pass (Figure 2.31) was selected as the main prize winner in the 

Footscray Art Prize 2021, Melbourne, Victoria. The application process involved 

submitting a fifty-word description of the artwork, one digital image, artwork title, medium 

details, measurements, a one-page artist bio, and entry fee. Three judges then selected 39 

artworks from over 800 entries for the finalist exhibition. Subsequently four prizes were 

awarded in different categories, including the main prize awarded to my work. This is the 

short description I submitted which was intended to provide contextual information, 

My current body of work responds to the present pandemic whilst also 

continuing my decade long investigation into the mining industry’s social, 

economic and environmental impacts. Scientists have long warned of the 
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inevitability of new infectious diseases as a result of human impacts on the 

natural world.202 

The fifty-word limit meant the text needed to be succinct and informative. It needed 

to compliment the artwork with as much information to assist the viewer in their 

interpretation of my intended meaning. I was also able to provide details of the material in 

the description of the medium used to create the artwork which is included in the image 

caption (Figure 2.31). All of this information together with the image of the artwork 

enabled the judges to make their selection. The Footscray official press release stated,  

The judges observed that the work is “modest in scale and quiet in its 

presentation, but in this apparent simplicity, it has great power”. They were 

impressed by the materiality of the object – solid and tactile – that speaks to 

a deep time. “Utilising text and quoting a familiar adage that reflects on the 

temporary nature of human existence, it resonates widely, reminding us of 

our connections to the past and responsibilities to the future.”203 

The judges’ comments offer validation of how my intention manifested through my 

artwork and guided their interpretation. My intention, artistic treatment of text and material, 

combined to push the physical properties of the artwork forward so as to be directly 

accessible and entangled in the artwork. The conceptual and physical properties are 

responsive to each other and enter numerous relations with each other. 
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These four examples of my artworks show the practice-led research methodology used to 

investigate evidence of artist intention in visual art and how this can be validated through 

peer review processes.  

4.7 The role of intention in interpretation 

There exists a multitude of types of artworks and roles of intention in them. For 

example, some artworks may be considered purely decorative created for aesthetic 

appreciation of their pattern, texture or colour, and any associated experience thereof. There 

might be an inclination to diminish the role of artist intention in these purely decorative 

artworks. Furthermore, some artists may contend they leave the interpretation entirely open 

to viewers as they do not have any intended meaning. However, based on the previous 

discussion concerning the ontological relationship of artist intention with the artwork, any 

suggestion that a viewer can freely interpret or experience an artwork with complete 

disregard for the artist’s intention is a false conception. Knowingly or not, a viewer’s 

engagement with the artwork is influenced by artistic intention for example, the way an 

artist used colour to be perceived or sensed by the viewer as light or calm.204 However, I 

advocate for a stronger position that acknowledges the artists intention with regards to the 

meaning of their work.  

Like Stephen Davies, I acknowledge that anyone is free to interpret any artwork. 

However, they cannot then, as Davies states ‘[…] claim to be interpreting that artwork’, 

because, ‘[…] to be assessed as an interpretation of that work it has to respect the identity 

of the work’.205 In other words, disregarding the artist’s intentions with regard to their work 
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results in interpretations of what the artwork could mean, but not what it does mean.206 

Davies points out that there are ways of interpreting art that do not respect the identity of 

the work. ‘I can play interpretive games’, states Davies, ‘but I have to be careful which 

ones I represent as being interpretations of the artist’s work’.207 Similarly, Irwin 

acknowledges that we can have initial interpretations of a text including ones that might be 

successful. However, he advocates for the reader to be prepared to alter or replace their 

interpretation as new evidence of the artist’s intended meaning comes to light.208 Irwin 

suggests that if we do so choose to interpret an artwork that disregards the authors meaning 

we ought to ‘justify it on ethical grounds and be clear to our audience that this is what we 

are doing’.209 

So, why is our approach to interpretation important? As a reminder of what is at 

stake when we interpret an artist’s work, I recall my earlier statement that, if art is to be 

socially valued and have social impact, for the sake of justice and the refusal of social 

silencing, then I argue that there is a need to consider artistic intentions. For Davies, 

‘[...], interesting art is difficult to make and is expensive in time and effort. 

Artists do these things and then present their work to a public. If the public 

takes no interest in the work they created and then uses it as a springboard 

for their reflections, there’s really no point for artists to go to the effort that 

they actually want to go to.210 
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Davies considers himself an anti-intentionalist in that he thinks the goal of 

interpretation is to maximise the value of work consistent with respecting its identity.211 

However, he’s not against intention as a heuristic for setting up interpretations. In 

explaining this, one example he gives is that artists might say ‘oh I didn’t think of that, yes 

that seems like a good interpretation’.212 For Davies, they are accepting interpretations that 

were not ones that they intended at least in a conscious sense.  

I agree that artists do accept interpretations that were not ones they intended or were 

conscious of. It would seem impossible to predict, prevent or ignore the multitude of 

interpretations a work might generate in an audience each of whom will approach the work 

differently based on a variety of factors. As an artist, I encourage multiple interpretations 

of my work as a fundamental intention. However, I do not retrospectively co-opt these but 

rather, I accept, acknowledge, and appreciate them as the audience interpretation. The 

original intention (the intended meaning of the work) remains unchanged and unaffected 

because it precedes any audience interpretation. It is always already in place. And, as 

Davies stated early in the podcast, ‘We can play interpretive games, but we have to be 

careful which ones we represent as being interpretations of the artist’s work’.213 Thus my 

distinction between artist intended meaning and audience interpretation.  

Similarly, for Hirsch, meaning is what the author intends to communicate through 

the text and it is thus represented by the text. Whereas significance is meaning as-related-

to something else outside of itself such as the reader or other context.214 In other words, it 

is, ‘only the significance of a text that changes and not its meaning.’215 According to Irwin, 
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Husserl’s intentionality […] gives us some theoretical basis for what seems 

intuitively correct: the meaning of a text, the intended communication, 

remains the same while only our acts of awareness of it change. The 

meaning of a text, what the author wanted to communicate, is a constant 

given, and the significance of a text is that meaning as viewed through 

changing awareness. Meaning in this sense is ever the same, while 

significance is ever in flux.216 

The impact of choosing to ignore the meaning and significance distinction is 

summed up by Davies, who offers a poignant reminder of what is at stake if we ignore 

artists intentions. 217 

The primary motivation for interpretation should be to give an account of 

the work that the artist has offered to you, and that places restrictions on 

what you can do. And the reason why that’s an important fundamental 

principal is the whole art making tradition presupposes something like that 

– that art isn’t easy to make, that they’re doing something that rewards close 

attention and respect. And so if the whole practice of interpretation stopped 

that, then that would undermine the reason why so many artists make art.218 

Knapp and Michaels denounce any possibility of being able to know what the 
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authors meaning is ‘by looking for his or her intention’.219 In their view, ‘If meaning and 

intention really are inseparable, then it makes no sense to think of intention as an ingredient 

that needs to be added; it must be present from the start’.220 They also side with Juhl, 

writing, ‘Juhl criticizes Hirsch, as we do, for believing that critics “ought to …try to 

ascertain the author’s intention,” when in fact, Juhl argues, “they are necessarily doing so 

already”’.221 Knapp and Michaels believe the act of interpretation itself leads to intended 

meaning qua interpretation, but I argue that they have not explained how it can be known 

that all interpretations by default are identical to the author’s intended meaning.  

In the introduction of Against Theory they stated that their goal is not to address the 

function of authorial intention per se. Rather, it is to annul any ‘theory’ that purports to be 

able to solve such problems.222 They argue that ‘theorists fail to recognize the fundamental 

inseparability of the elements involved’.223 However I suggest that ironically, they have 

committed a similar failing by omitting to take into account the inseparability of the 

function of authorial intention and the meaning of the text. In other words, the meaning of 

the text is not a separate part constituted by a reader’s interpretation which as I have argued 

is an extrinsic act. 

I will now return to my earlier promise to address the objection that meanings are 

directly given autonomously by language or artworks. 
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4.8  An objection from the idea that meanings are directly given autonomously by 

language or artworks 

The view that the text is autonomous and can be interpreted without the presence 

of an author is an objection to intentionalism raised earlier by Eliot and, as I suggested then, 

could also be implied by the account of strong actual intentionalism proposed by Juhl, 

Knapp and Michaels. The view that the text can be interpreted without reference to the 

author is also shared by others, including Wimsatt and Beardsley, Levinson, and Barthes.224 

I respond specifically to the harms caused by the premature announcement of ‘Death of the 

Author’225 in Chapter 5 (p 201). 

Levinson acknowledges the artist’s intention for the purpose of identifying 

something as an artwork, but he disregards the artist’s intended meaning in the 

interpretation of their work.226 The concern with this distinction is that Levinson’s view 

risks privileging the work’s meaning generated solely by the audience and entirely 

disregarding meanings and effects intended by the artist.  

William Irwin227 points out, ‘A text cannot necessarily tell us whether it is indeed 

a text; we must refer to an author to confirm this’.228 Given that a variety of meanings can 

be applied to individual words, then a series of words may have multiple meanings. Knapp 

and Michaels would therefore need to demonstrate that the author intends every possible 

meaning as a result of a reader’s interpretation of their text. I argue that authors229, of which 
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I am one, do not. However, I propose that whilst the author’s intended meaning is the 

meaning of their work, this need not limit the range of possible interpretations. As Irwin 

writes, ‘[…] despite extreme actual intentionalism’s limitation on meaning, the distinction 

between meaning and significance makes available a plurality of possible 

interpretations’.230 

I support Hirsch’s conception of intentionalism which implicates the role of 

interpretation in determining the correct meaning of a work. If we can accept the distinction 

between the artist’s intended meaning as distinct from the audience interpretation I 

discussed earlier, then we must accept that any autonomous interpretation of the text is an 

audience interpretation, which is not the meaning of the work and therefore has no authority 

over it. By that I mean that there is no way of judging one audience interpretation as being 

more valid over any other audience interpretation.  

Whilst strong actual intentionalism asserts the artist’s intended meaning is the only 

correct interpretation of an artwork,231 Knapp and Michaels provided no evidence to 

support this claim. Their argument failed to differentiate between a correct interpretation 

versus any other possible interpretation. 

Notwithstanding the theoretical debate and sceptical views about intentionalist 

approaches to art criticism, I argue that we ought to consider the artist’s intention when we 

interpret their work and thus make explicit through this thesis why ignoring the intentions 

of the artist can be problematic in contemporary art. The case of I See Red, Chapter 5, 

provides an example of where disregarding the artist’s intention (testimonial injustice) 

resulted in the subsequent interpretation which misunderstood the work and led to its 
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decommission. 

4.9 The objection from the author’s lack of epistemic authority over what she means 

Levinson’s argument in aesthetic contextualism232 accounts for how the 

meaning of an artwork is generated by an audience. Levinson has also 

suggested that what an artist’s work means, in whole or in part, may very 

well be clearer to well-placed others than to him or her. In addition, what a 

work, as an utterance in a context means is not always the same as what the 

artist, on that occasion of the utterance, may have meant by producing the 

work.233 

In response to this analysis by Levinson, I argue that we ought to guide our forays 

into art criticism with a core distinction between an audience interpretation of an artwork 

and the artist’s intended meaning. Only this distinction can enable us to recognise that an 

audience interpretation is cogent only as their interpretation alone. Audience interpretation 

does not a priori acquire the right to supplant the artist’s intended meaning which is a 

relationship that always already exists between the artist and their artwork prior to, and 

without being affected by, any subsequent interpretation of it. In other words, without 

valuing an artist’s intended meaning of the artwork, any alternative reading is merely an 

interpretation and not the meaning of the work as such as explained in the previous section. 

If we accept that the meaning generated by an observer alone is less informed 

without regard to an artist’s intended meaning, then we can acknowledge that knowing the 
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artist’s intended meaning will result in the audience having a better chance of making a 

more informed decision about what it might mean. Even though having an informed 

understanding does not necessarily lead to valuing the artwork,234 it may lead to greater 

appreciation despite whether or not the viewer ‘likes’ the work. Thus, an acknowledged 

distinction between audience interpretation and artist intended meaning rebuts Levinson’s 

claims. Furthermore, ignoring this distinction would be an oversight that may cause artistic 

misunderstandings.  

4.10  Uncovering contextual data through historical thinking  

This final section complements the proposed heuristic of contextualised decision-

making discussed in the case study of my artwork I See Red Chapter 5 (p 197). The case 

study defended a heuristic principle according to which the historical context of the work 

and the artist’s intended meaning ought to be taken into consideration in decommission 

decisions. The rationale of the argument in support of this heuristic is that the decision 

maker ought to understand the psychological and social consequences of the work in the 

relevant historical context in order to make a just decision. The prediction was that decision 

makers who are knowledgeable about the artwork context are more likely to develop a just 

comprehension of the work than a misinformed audience. The conclusion was that the 

findings could be incorporated into standards of procedural fairness for administrative 

decisions about art not dissimilar to the ‘requirements of procedural fairness’235 in law 

regarding administrative decisions. 

                                                 
 

234 Stecker draws a distinction between appreciation and understanding: ‘[…] appreciation […] implies 
finding value (positive or negative) […]. Understanding invloves making sense of something, […] making 
sense does not always lead to valuing’. See (n 162) 75. 
235 According to Deane, the term ‘requirements of procedural fairness’ is used ‘when referring to the 
fairness and detachment required of a person entrusted with statutory power or authority to make an 
administrative decision which may adversely and directly affect the rights, interest, status or legitimate 
expectations of another in his, her or its individual capacity’. Australian Broadcasting Tribunal v Bond 
(1990) 170 CLR 321 at 366 (Deane J). 
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The search for information regarding the artist’s intention is an important 

consideration of how we might go about obtaining such contextual data. Historians refer to 

the ability to retrieve, process, understand, and gain knowledge from the past historical 

thinking, which is an important function not only in the identification and interpretation of 

art but a range of human actions. There is compelling new research from the fields of 

cognitive and social science that investigates a theory of how laypersons engage in 

historical thinking to aid in their decision making.236 Social psychologist Olivier Klein uses 

the metaphor of lay historian applied to lay persons to investigate parallels between the lay 

person and the academic historian. Klein investigates whether learning from the past is 

possible acknowledging that learning is a cognitive process thus benefiting a cognitive 

perspective.237 Klein’s study offers insight into how certain views that limit the importance 

of acknowledging the artist’s intention when we interpret their work are maintained through 

linguistic bias.238 

Klein begins with an analysis of the three main activities of what historian’s do as 

proposed by philosopher Paul Ricoeur under the headings; archival, explanatory, 

representational.239 Under the heading explanatory, Hegarty and Brückmuller’s study 

exposes the role of linguistic framing in focusing attention on properties of lower status 

social groups, whilst appearing to accept properties associated with high status groups as 

                                                 
 

236 Olivier Klein, ‘The Lay Historian: How Ordinary People Think About History’ in R Cabecinhas & L 
Abadia (eds), Narratives and Social Memory: Theoretical and Methodological Approaches (CECS-
Publicações 2013) 25-45. 
237 In his acknowledgement of how we go about assessing historical learning Klein cites DP Houghton,  
‘Historical Analogies and the Cognitive Dimension of Domestic Policymaking’ (1998) 19(2) Political 
Psychology 279-303. 
238 According to Klein, studies have shown how certain linguistic framing can implicitly encourage 
perceptions of status differences for example between men and women as shown in a study by Brückmuller 
and Abele. See (n 236) 31; S Bruckmüller, P Hegarty and AE Abele, ‘Framing Gender Differences: 
Linguistic Normativity Affects Perceptions of Power and Gender Stereotypes’ (2012) 42 European Journal 
of Social Psychology 210-218.   
239 Klein (n 236) 27. 
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an established norm. Klein highlights that, ‘This form of explanation tends to reinforce the 

view that the lower status group is deviant or powerless compared to the high status 

group’.240 Whilst not in the scope of this thesis to fully investigate, here, it intimates an 

area for potential future research that may help to the reinterpret and provide further 

evidence of bias inducing language and consequential social harms in the intentionalism 

debate. For example, in reconsidering Levinson’s phrasing in the objection in the previous 

section, ‘what an artist’s work means, in whole or in part, may very well be clearer to well-

placed others than to him or her’.241 Based on Klein’s242 insights we might now consider 

how the phrasing used by Levinson has the potential to cause linguistic bias by implying a 

status difference between artists and ‘well-placed others’.243 I propose such linguistic bias 

is characteristic of the form of epistemic injustice Miranda Fricker terms testimonial 

injustice244 discussed in Chapter 5 (section 5.4.4.3) and may therefore lead to the same 

potential harmful consequences. 

Also within the purview of historical thinking is Vertzberger’s study which 

analysed how decision makers act as practical intuitive historians, as opposed to 

approaching history in a scientific manner.245 His conceptual analysis reviews examples of 

decision making based on historical documented accounts (predominantly regarding war 

events). Whilst the content of the retrieved knowledge is not relevant to this thesis, we can 

                                                 
 

240 Klein (n 236) 31; P Hegarty and S Brückmuller, ‘Asymmetric Explanations of Group Differences: 
Experimental Evidence of Foucault’s Disciplinary Power’(2013) Social and Personality Psychology 
Compass. 
241 Levinson, ‘Aesthetic Contextualism’ (n 120) 7. 
242 According to Klein, studies have shown how certain linguistic framing can implicitly encourage 
perceptions of status differences for example between men and women as shown in a study by Brückmuller 
and Abele. See (n 236) 31; Bruckmüller, Hegarty and Abele (n 238) 210-218.   
243 Levinson, ‘Aesthetic Contextualism’ (n 120) 7. 
244 Miranda Fricker, Epistemic Injustice: Power and the Ethics of Knowing (OUP 2007). 
245 Yaacov YI Vertzberger, ‘Foreign policy decisionmakers as practical-intuitive historians: Applied history 
and its shortcomings’ (1986) 30(2) International Studies Quarterly 223-247 
<https://doi.org/10.2307/2600677>  
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nevertheless infer from Vertzberger’s study that there is evidence to help us recognise what 

mechanisms prompt us to search for information about the past. And, how or why we use 

such historical information as the basis of our historical understandings including biases 

and errors.246 Thus, we can be aware of the impact on the way we communicate, argue, or 

make decisions affected by the past. This capacity is distinct from the task of 

comprehending and communicating historical narratives. 

An opposing view to contextualist theories, eliminative materialism, defended by 

Alex Rosenberg, challenges the veridical value of any beliefs founded on historical 

narratives.247 This view threatens my assertion that some forms of art (narrative based) can 

generate truthful meanings and communicate powerful messages and ideas based on facts. 

However, given there are reliable and verifiable forms of testimony, such as witness 

testimony in a legal context derived from historical narratives,248 it is possible to create 

procedures to mitigate against bias and fallacy. Furthermore, as discussed in Section 1.2.5, 

heeding Pigliucci’s warning regarding our moral duty to avoid pseudoscience, I make clear 

the strategies I follow to ensure messages communicated via my artworks are factual and 

verifiable. 

According to Bullot (personal communication), one of the tasks of intuitive history 

could be to ‘include research on the theoretical practices or social institutions that can 

attenuate or eliminate the social harms caused by the biases and errors of intuitive 

                                                 
 

246 ibid.  
247 A Rosenberg, How History Gets Things Wrong: The Neuroscience of Our Addiction to Stories 
(Cambridge, MA 2018). 
248 Reid Hastie, ‘The Role of Stories in Civil Jury Judgments’ (1999) 32(2) University of Michigan Journal 
of Law Reform 227-240; N Pennington and R Hastie, ‘The Story Model for Juror Decision Making’ (1993) 
Cambridge University Press; WA Wagenaar, PJ van Koppen and HFM Crombag, Anchored Narratives: 
The psychology of Criminal Evidence (London, Harvester Wheatsheaf 1993). 
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history’.249 Whilst beyond the scope of this thesis, the historical contextualisation of art and 

subsequent interpretation may benefit from future research of the potential biases and 

fallibilities associated with historical thinking in order to overcome and/or mitigate against 

them. Complementary to this research would be the integration of Seeley’s diagnostic 

recognition framework which combines cognitive science and philosophy of art to analyse 

how an artworks salient features draw audience attention.250 Seeley’s work provides 

evidence for the descriptive (how do we) approach to hermeneutics.  

It seems plausible that future research involving the crossover of both descriptive 

and normative (how we ought to) approach to hermeneutics combined with historical 

thinking, may assist in determining better ways to prompt the art audience to search for 

contextual information, thus reducing the occurrence of artistic misunderstanding.251 This 

could include the development of a framework to initiate ameliorative historical thinking 

practice. 

4.11 Summary 

This thesis began with the case study of my decommissioned artwork I See Red to 

investigate the role of artist intention in our interpretation of artworks. The main finding 

was that there was evidence to support the claim that we have a moral obligation to 

acknowledge the artist’s intention when we interpret their work.  

Having shown that twenty-first century expectations and demands on artists are 

unique to this period, I argued for the repositioning of the authorial voice as an integral part 

                                                 
 

249 Nicolas J Bullot, is a philosopher and scholar of cognitive science. Bullot, personal communication, June 
2021, made in the context of a discussion of a research article about intuitive historical thinking. 
250 William P Seeley, Attentional Engines: A Perceptual Theory of the Arts. (Oxford University Press 
2020). 
251 Nicolas J Bullot and R Reber, ‘Artistic Misunderstandings: The Emotional Significance of Historical 
Learning in the Arts’ (2017) 40 Article e354 Behavioral and Brain Sciences 
<https://doi.org/10.1017/S0140525X17001625>. 



 

178 

of the reception of their work within this context. I described why it was necessary to 

distinguish the use of word meaning from that of the word interpretation.  

 In the section on contextualism, I examined where an artwork is placed, in terms 

of context, by the artist, to discuss the effect of such placements on any subsequent 

interpretation – for example, Nathan Coley’s witness box. I also analysed how artworks 

generate meaning in historical-cultural contexts with regard to the artist’s intended meaning 

(I See Red; Chapters 5 and 6). Contextualisation provides a more informed interpretation 

of the meaning of the artwork, which I suggest correlates to experiences that differ from 

those evoked by decontextualised interpretations. This contextualist approach required a 

critical examination of the manipulation of language, material, concept, intent, and 

audience, which are elements that collectively create the environment required for meaning 

to be generated. This contextual environment revealed that these elements come together 

in an artwork in a persuasive manner that influences the interpretation of the artwork by an 

audience.  

My studio investigations provided critical explanation and analysis of how art, in 

ontological terms, brings something into existence. Through a discussion of works from 

my own artistic practice and the practice of others, I demonstrated how the artwork can be 

contextualised through language with consideration to material, concept, intent, and 

audience. This examined the role of language in activating the space of intelligibility of a 

work of art and how it brings it into a language-mediated contextualised place. My analysis 

of this hermeneutic articulation between the linguistic and locational interpretation is a 

contribution to the contextualist tradition in art theory. I also provided a contemporary 

contribution to the literature through my practice-led research thus the inclusion of the 

artists voice concatenated to the intentionalism debate.  

This research primarily focused on a normative approach to art interpretation. Using 
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the three normative conditions in countermodernity intentionalism, I argued why we ought 

to consider the artist’s intention when we interpret their artwork. In Chapter 4, I discussed 

complementary future research that could be undertaken to further determine how to 

encourage an audience to look for the artists intention through an investigation of 

descriptive approaches to hermeneutics. This fertile proposition would investigate the 

potential of combining Seeley’s diagnostic recognition framework with the emergent 

theory of intuitive historical thinking.252 This two-pronged investigation would analyse 

how an audience interprets art alongside mechanisms that influence how they might be 

prompted to interpret art. One of the aims would be to provide empirical evidence that 

better informs future artistic processes designed to direct audience attention to the 

discovery of the artist’s intended meaning of their artwork. Thus, reducing the occurrence 

of artistic misunderstanding and informing the development of a framework to initiate 

ameliorative historical thinking practice.253 In addition, whilst my focus was restricted to 

Western Art, artists’ intention should be studied more broadly. 

I conclude that it is both a matter of social urgency and theoretical significance that 

if art is to have social impact, it is predicated on an ethical and accurate consideration of 

artists’ intentions. If we can accept this, as I have argued, then interpretation could take us 

to a greater depth of understanding beyond just looking at art. Because to make better 

choices, we need to be better informed. The artist had a deliberate intention when they 

created that artwork, so sacrificing that in favour of making it mean anything else and doing 

whatever we want to with it is, ‘potentially, to be morally at blame’.254 
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5.1 Abstract 

This chapter analyses the decommission of a work of public art entitled I See Red 

and expands this case study into a discussion of the just approach to works threatened by 

contested interpretations and decommission. The case of I See Red raises what the authors 

term ‘the Decommission Problem’: what is the normative approach that ought to guide our 

decision-making about the decommission of a contested artwork? I See Red was 

commissioned in 2015 to this paper's first author by the City of Perth, Western Australia. 

The artistic concept of this work was to install a red neon sculpture with the words ‘Sacred 

Scared Scarred’ on the Old Court House Law Museum. The use of a neon animator allows 

the work to be read in two stages: either as Sacred Scared Scarred or as - - - red - - - red - 

- - - red. However, the judiciary expressed the opinion that the application of the words 

‘scared’ and ‘scarred’ to a building so long associated with the administration of justice 

was ‘entirely inappropriate’. This chapter analyses the contrast between the decision and 

acts of the judiciary and the interpretation intended by the artist. Then, to address the 

Decommission Problem from a broader perspective, it presents reasons supporting the 

adoption of a contextualisation heuristic in the decision making about contested artworks. 

A core reason is that contextualised comprehension of the psychological and social 

consequences of the work under scrutiny is required to make decisions that maximise social 

benefits and minimise harms. This is contrary to the idea that the creator’s meaning can be 

entirely ignored in the course of interpreting her artwork. The chapter concludes with an 

analysis of different kinds of harms and injustices that can result from decontextualized 

interpretations and decisions. 
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5.2 Introduction 

The audience of a work of art typically offers a plurality of interpretations of the 

work.255 Some of them enrich our connections with the work and its historical context. 

Other interpretations are problematic because they elicit responses that thwart fundamental 

artistic freedoms and human rights. The latter include responses promoting the destruction 

of cultural heritage and the persecution of artists acting as political dissidents.256 There are 

also contested interpretations that have real legal consequences, such as classifying works 

as intellectual property infringements, obscene or defamatory, refusing to confer artistic 

status (see section 3.iv.a.), and exercising a legal power to decommission a work of public 

art. This chapter considers the problem posed by the decommission of a work beset by 

contested interpretations – henceforth referred to as the ‘Decommission Problem’.  

The Decommission Problem may be articulated as follows: what is the normative 

approach that ought to guide the decision making about the decommission of a contested 

artwork? In this chapter, the decommission of a work of art will be understood in a broad 

sense that includes any decision by a commissioning body to not proceed with a 

commissioned artwork.  

In Section 1, the Decommission Problem will be illustrated by a case study of a 

2015 site-specific public artwork entitled I See Red. This work was proposed by the first 

author in response to a call for proposals and was one of three winning submissions 

                                                 
 

*The authors would like to thank Fiona McGaughey, Jani McCutcheon and Stephen Davies for their 
comments on earlier versions of this chapter.  
255 Ronald Dworkin, ‘Law as Interpretation’ (1982) 9(1) Critical Inquiry 179 
<www.jstor.org/stable/1343279>; Robert Stecker, Interpretation and construction: Art, speech and the law 
(John Wiley and Sons 2008). 
256 For a background on, and international response to, the destruction of cultural heritage in military 
operations, see Roger O'Keefe, ‘Protection of cultural property under international criminal law’ (2010) 
11(2) Melbourne Journal of International Law 339. 
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selected. However, the circumstances explained below prevented that artwork being 

completed, leading to its decommission by the public institution. In this case, the 

Decommission Problem connects to two key issues. The first issue is whether or not 

historical and artistic contextualisation257 ought to contribute to decision making about acts 

of decommissioning an artwork. The second issue questions how the historical significance 

of a hosting site should be addressed in commission or decommission decisions. 

Section 2 discusses I See Red, the proposed site and the criteria for the commission. 

First it attempts to explain why the artwork’s installation was contested by the judiciary of 

the Supreme Court of Western Australia, and as a result was decommissioned. Then, it 

contrasts a tentative reconstruction of the judiciary’s interpretation, with the meaning and 

consequences intended by the artist. The insight from this case study is then used in the 

next section to address the Decommission Problem from a broader legal and philosophical 

perspective. 

Section 3 defends a heuristic principle according to which the historical context of 

the work and the artist’s intended meaning ought to be taken into consideration in 

decommission decisions. Following usage in decision theory,258 this chapter uses heuristic 

to mean a simple rule or pattern of behaviour that facilitates decision making about a 

complex problem. The rationale of the argument in support of this heuristic is that the 

decision maker ought to understand the psychological and social consequences of the work 

                                                 
 

257 Noel Carroll, ‘Historical Narratives and the Philosophy of Art’ (1993) 51(3) The Journal of Aesthetics 
and Art Criticism 313; Arthur Danto, ‘The Artworld’ (1964) 61(19) The Journal of Philosophy 571; Roman 
Ingarden, Ontology of the Work of Art: The Musical Work, the Picture, the Architectural Work, the Film 
(Raymond Meyer and John T Goldthwait trs, Ohio University Press 1989); Jerrold Levinson, ‘Aesthetic 
Contextualism’ (2007) 4(3) Postgraduate Journal of Aesthetics 1; Theodore Gracyk, ‘Ontological 
Contextualism’ in S Davies, et al. (eds), A Companion to Aesthetics (Wiley-Blackwell 2009). 
258 HA Simon, ‘The architecture of complexity’ (Proceedings of the American Philosophical Society (1962) 
106(6), 467 <https://doi.org/10.2307/985254>; A Tversky & D Kahneman, ‘Judgment under uncertainty: 
Heuristics and biases’ (1974) 185 Science 1124; G Gigerenzer & C Engel (eds), Heuristics and the Law 
Cambridge (MIT Press and Dahlem University Press 2006). 
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in the relevant historical context in order to make a just decision. This heuristic can be at 

odds with the view that the creator’s meaning can be ignored or rejected in the course of 

interpreting that artwork. Some scholars have gone so far as to proclaim the Death of the 

Author,259 while others restrict the meaning of an artwork to interpretations proposed by 

audience members.260 To rebut such objections and highlight the risks of decontextualized 

interpretations, Section 3 analyses different kinds of harms and injustice that result from 

them. This approach predicts that decision makers who are knowledgeable about the 

artwork context are more likely to develop a just comprehension of the work than a 

misinformed audience. The argument is illustrated with the analysis of the decommission 

of I See Red and other legal cases. 

                                                 
 

259 Roland Barthes, Image Music Text: Death of the Author (Stephen Heath tr, Hill and Wang 1977). 
260 Stephen Davies, ‘Authors’ Intentions, Literary Interpretation, and Literary Value’ (2006) 46(3) The 
British Journal of Aesthetics 223; Levinson, (n 257) 1.   
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Figure 5.1. Artist Impression I See Red, red neon, acrylic and electrics, Old court House Law Museum, 
Perth, Western Australia, Image copyright and courtesy of Lee Harrop 

5.3 The case of the decommission of I See Red 

5.3.1 Basic facts 

The artwork project I See Red was a response to a call for proposals by the City of 

Perth, Western Australia, for a temporary public art installation within the central area of 

the city for its 2015 TRANSART festival. The theme for the commission was ‘Red’, which 

was to be interpreted by artists in ways that would align with their creative practice.261 In 

                                                 
 

261 City of Perth, TRANSART RED: Call for proposals (2015).  
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the artist brief, some of the key words provided were, ‘people rediscovering where they 

live, memory, exploration, surprise, disbelief, transformation and innovation, engaging 

people not buildings, street level activation and engagement, non-traditionalist thinking, 

humour/irony’.262 

As described in her proposal, the artist’s concept for I See Red was to install a red 

neon sculpture with the words ‘Sacred Scared Scarred’ on the entrance parapet of the Old 

Court House Law Museum (henceforth ‘Old Court’). This Old Court is located in the 

gardens adjacent to the Supreme Court of Western Australia. The use of a neon animator 

would have allowed the work to be read in two stages. The first stage would illuminate the 

entire words ‘Sacred’, ‘Scared’, ‘Scarred’ as illustrated in Figure 1.1; and the second stage 

would illuminate the last three letters of each word only ‘red’ (- - - red - - - red - - - - red). 

The Old Court, constructed in 1836, was chosen by the artist as the site of her 

artwork because of the multiplicity of historical uses and roles the building had served. 

Awareness of this multiplicity would have enriched the set of possible interpretations of 

the text on the site. As Perth’s oldest building, it was originally purpose built as a court 

house. Like the other few grand buildings of the period, however, it came to have many 

uses over its history. These included as a church, school, immigration depot, store, meeting 

hall and concert hall.263 In 1846 Dom Salvado, head of the Benedictine Order, gave a piano 

recital there to raise funds for a monastery and the building was recognised as an important 

venue in the early musical life of colonists. It was also a theatre, with plays beginning in 

1854.264  

                                                 
 

262 ibid. 
263 Neville Green, ‘The Old Court House 1837: A Brief History’ (Pamphlet, The Law Society of Western 
Australia undated). 
264 ‘Amateur Theatrical Performances’ The Inquirer (Perth, 26 July 1854) 2. 
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As stipulated in the TRANSART call for proposals, artists were encouraged to 

interpret and approach the theme RED in ways that both connected with their creative 

practice and an approved public site in central Perth.265 The Old Court was a compelling 

site to the artist who has a law enforcement background and has completed a Master’s thesis 

on violence perpetuated through language. The artist had developed text-based artworks in 

restricted areas of a police station in Auckland New Zealand. She also had used 

infrastructure that embodies power like the Old Court to create resonant and layered works 

that encourage multiple readings and engagement from those that encounter them.266 The 

choice to use the Old Court also addressed key words set out in the artists' brief such as 

‘people rediscovering where they live’.267 In this vein, I See Red was inviting viewers to 

enquire about a site of considerable historical significance and reflect on the political 

relevance of the building and its foundational role in Western Australia’s history. 

The commission was instigated by a formal letter of engagement, issued by the City 

of Perth to the artist, which contained the conditions that applied. A purchase order was 

also issued for the full commission fee to be paid in stages subject to completion of the 

schedule as outlined in the call for proposals and again detailed in the letter of engagement. 

One of the conditions of the formal letter of engagement stated: 

Prior to the installation of the work, the concept design must be developed, 

discussed and approved by City of Perth staff to determine details including 

(but not limited to): dates, locations, any permits required, public safety and 

                                                 
 

265 City of Perth (n 261). 
266 Lee Harrop, Awful (lawful) 2009 vinyl installation 1.3m, court transfer holding cell Counties Manukau 
Police Station Auckland New Zealand; “Untitled” (Help yourself) 2007 engraved glass, stainless steel rod 
installation, Sculpture in the Park, Waitakaruru, New Zealand. 
267 City of Perth (n 261).  
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other risks, any special management requirements during period on display, 

methodologies for install and removal of the work. Once these details have 

been approved by the City, the Artist’s first invoice can be paid and 

fabrication can proceed.268 

Similarly, the call for proposals document stated: ‘There will be in-kind support 

available for the artist from City staff to assist with any permits or other procedural 

requirements’.269 These conditions implied that the City of Perth staff had an obligation to 

consult with and assist the artist in the pre-installation phase of the work. Therefore, initial 

discussions with potential sites seeking approval for the installation of the work were made 

by the City of Perth public art program co-ordinator on behalf of the artist.  

To install the artwork in accordance with the artist’s proposal on the Old Court, the 

site approval process dictated that it was necessary to seek permission from the Department 

of the Attorney General (as owner of the Old Court building) and the judiciary of the 

Supreme Court of Western Australia. However, after being considered by the Premises 

Committee and the Management Committee of the Supreme Court of Western Australia, 

permission was denied. Both committees were ‘firmly opposed to the proposed 

installation’.270 Consequently, the Department of the Attorney General was not approached 

following the decision also advising ‘that the Department’s attitude to the proposed 

installation will be significantly influenced by the view of the judiciary’.271 Following the 

refusal of permission to install the artwork, mediation and negotiation attempts to reverse 

the refusal were unsuccessful, including support for the artwork to be installed elsewhere 

                                                 
 

268 Letter of engagement from City of Perth to author [1] (16 March 2015). 
269 City of Perth (n 261). 
270 Letter from Judiciary of Western Australia to City of Perth Public Art Program Coordinator (22 April 
2015). 
271 ibid. 
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in Stirling Gardens which is owned by the City of Perth. 

With the impending logistical constraints, such as specified exhibition dates, the 

City of Perth invited the artist to revise the proposal to become a publication as a substitute 

contribution to TRANSART. The publication was not approved by the City of Perth 

Director. This was the final decision that brought the commission to an end. Immediately 

thereafter, the artist was offered a part payment on the commission in recognition of the 

time invested together with a letter confirming selection for TRANSART.  

This case raises the Decommission Problem. What is the normative approach that 

ought to guide the decision making about the decommission of a contested artwork such as 

I See Red? To address this problem, an examination of the interpretation by both parties is 

necessary to better describe the factors that should be considered when deciding to 

decommission an artwork. 

5.3.1.1 Methodology  

To avoid biases, the methodology is based on a comparison between a set of 

evidence-based case studies and interpretations (introduced in Sections 2 and 3.iv.b) with 

several theories of justice (Section 3). The goal of this approach is to analyse the case of I 

See Red as a useful source of previously unpublished qualitative data. Section 3, presents a 

way to use the case in a broader analysis of the different possible interpretations for similar 

cases. Therefore, the primary aim is not to adjudicate the contentious case of I See Red. 

A methodological problem encountered by this project is that there is a lack of 

information to elucidate the judiciary’s interpretation. The main piece of evidence is a letter 

containing the decision to not approve the installation of the artwork. The letter also 

included a copy of a pamphlet,272 containing a brief history of the Old Court which was 

                                                 
 

272 Green (n 263). 
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referred to in the letter. The same pamphlet was also part of the research material used by 

the artist in the creation of the artwork. The judiciary’s decision letter gave little disclosure 

of the reasons for the judiciary’s interpretation, or the inclusion of the pamphlet. Therefore, 

the authors made use of inference to the best explanation to offer a plausible elucidation 

where direct evidence of reasons for interpretation was lacking.273  

The artist’s interpretation of the artwork was fully disclosed in the artist’s proposal 

to all institutions approached. A more detailed explanation of the artwork, including the 

selected words, was provided to the judiciary in preparation for the meeting seeking a 

revision of their decision. However, it remains unclear whether the meaning intended by 

the artist was overlooked, ignored, or rejected. Nevertheless, a number of plausible 

hypotheses can be inferred from the evidence available and its context. 

5.3.1.2 Interpretation by the Judiciary 

The judiciary justified its opposition to the commission in the letter of decision as 

follows: 

(…) the Old Court House has a very significant place in the heritage of 

Western Australia. (…) the building has long been associated with the 

administration of justice in this State. Having regard to that history, it is the 

view of the judiciary that a neon light installation, however temporary, is 

entirely incongruent. It is also our view that the application of the words 

‘scared’ and ‘scarred’ to a building so long associated with the 

administration of justice in this State is entirely inappropriate.274 

                                                 
 

273 G Harman, ‘The inference to the best explanation’ (1965) 74(1) The Philosophical Review 88; P Lipton, 
Inference to the Best Explanation (Routledge 1991/2004).   
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The judiciary made two evaluative statements in the letter. It claimed that I See Red 

was ‘entirely incongruent’ with the planned site of installation and that it included two 

words that were ‘entirely inappropriate’. The letter indicated that the judiciary thought that 

the intended artwork would violate at least one fundamental norm associated with the 

building or the legal institution in Western Australia. The interpretive challenge posed by 

this evidence is, nonetheless, that the letter did not identify which norm(s) might have been 

violated by the artwork. Thus, we can only make reasonable conjectures about the norms 

that guided the decision made by the judiciary. Making inferences to the best explanation 

from this context, one finds that there are at least four plausible hypotheses. 

First, the words ‘scared’ and ‘scarred’ may have been interpreted by the judiciary 

as parts of an attack against the legal institution. In this reading, the norms upheld by the 

judiciary would have been those that refer to and recognize the authority of the legal 

institution and rules.275 Note that the judiciary could have held that interpretation if the two 

words were placed on any other legal building of that jurisdiction. So, it is not uniquely 

triggered by the site of the Old Court. 

Second, a hypothesis of harm and change minimisation could be advanced. The 

judiciary might have intended to prevent harms to social order that it perceived would have 

been caused by I See Red. Specifically, the judiciary might have been reluctant to allow an 

artwork that, as they might have seen it, drew the attention of the public to the traumatic 

history uniquely associated with that particular site and challenged conservatism in the 

Australian middle class. In that case, the norms upheld by the judiciary could have been 

those which aim to keep conservative order or prevent intergenerational psychological 
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trauma. This attitude is opposed to the project of illuminating the history of the site through 

the word ‘scarred’, which can mean physical scarring or psychological scars as a result of 

fear or grief.  

This hypothesis of harm minimisation is plausible because the Old Court has been 

associated with several traumatic events. These include the 1837 sentencing of Gear, an 

elderly Indigenous man, to 48 lashes and one month in jail for trying to steal some wheat. 

Another event was the 1844 sentencing of 15-year-old John Gaven, found guilty of murder, 

to be executed by public hanging on Easter Saturday in Fremantle. In addition, the Old 

Court House is positioned alongside gum trees with, ‘scars, worn deep by the chains of 

countless Aboriginal prisoners who sat waiting their turn in the dock’.276 It is also within 

Stirling Gardens, named after Governor James Stirling who was responsible for the 

notorious Pinjarra massacre in 1834.277 When the historical context of the site is considered 

against the legal sanctioning of violent acts such as this massacre, the word scarred may 

have been interpreted as referring to a mark of an irreparable violent past.  

The information regarding some of these cases was contained in the pamphlet, 

attached to the letter of decision, and therefore easily discoverable by the general public. 

Given that this history is not hidden or denied by the judiciary, it is not likely the judiciary 

were reluctant to draw attention to it per se. But the members of the judiciary might have 

been reluctant to draw attention to this traumatic history for fear to unleash attitudes that 

would challenge its institutional power or conservatism. Thus, the hypothesis of harm-

minimisation and attack against the judiciary are not mutually exclusive.  

                                                 
 

276 Green (n 263). 
277 Governor James Stirling led a group of police, soldiers and settlers to retaliate against natives of the 
Murray River tribe. The number of Aborigines killed, whilst contentious, is reported to be fourteen and one 
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Third, the judiciary might have viewed the planned display of I See Red as an act 

of desecration of the Old Court, which might have been perceived as a majestic historical 

monument. Note that the judiciary’s letter did not object to the use of the word ‘sacred’. 

Thus, it is reasonable to infer that the word ‘sacred’ was not found inappropriate. It is also 

plausible that the judiciary regarded the building as a sacrosanct legal institution. If so, this 

could explain why a neon light installation installed on this building was deemed 

incongruent. This would be because neon is not a material traditionally associated with the 

symbols and architecture of infrastructures in which legal proceedings are administered.278  

Lastly, there is an explanation of the judiciary’s decision that does not appeal to 

norm violation. It is that the judiciary opposed the commission because it lacked knowledge 

regarding the forms and materials used in contemporary public art installation. However, 

this explanation could only be true if most or all decision makers in the judiciary had been 

ignorant of contemporary art, which is unlikely. Furthermore, given the close proximity of 

the Supreme Court to Council House which has had a lighting scheme since 2009, that 

colourfully transforms the entire exterior of the building to acknowledge significant events, 

it seems reasonable to infer that the artistic illumination of buildings was not unknown. 

5.3.1.3 Interpretation by the artist and intended meaning 

The creator’s interpretation of I See Red significantly differs from the possible 

interpretations just discussed. For the artist, the artwork was never intended to be an attack 

against the legal institution. The meaning of the three key words was intentionally left infra-

propositional. That is to say, the string of words did not form a complete sentence or 

utterance capable of asserting a proposition. Specifically, the title I See Red invites multiple 

interpretations. The title was polysemic in that it could be interpreted as referring to the 
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visual experience of something red or to feelings experienced in response to the site and its 

history (for example, anger, disgust, pain, grief). The colour red can be used to signal 

danger and serves as a warning through which to interpret the words within the artwork. 

The title offers an encounter in the first person as a provocative statement to prompt viewer 

participation. Placing I See Red on the Old Court provided spectators with a multi-layered 

context inviting them to freely reflect on both the artwork and the site history. Viewers 

might consider the words in isolation and/or in relation to the site. They might rely on their 

existing knowledge in their interpretation or be encouraged to find out more about the 

history and significance of both the site and the artwork. 

The words ‘sacred’, ‘scared’, ‘scarred’ were carefully selected for their relevance 

to the site whilst responding to the theme ‘red’. They also continued the first author’s 

artistic program aimed at exploring how words can be instrumental in the perpetration of 

violence and developing an artistic critique of institutions that have perpetrated violence. 

The work evoked the history of the site in different ways. For example, ‘Sacred’ 

points to the historical use of the building as a venue for church services. It also may prompt 

reminiscing of the role of the judicial system in making determinations about what 

constitutes a sacred site for Aboriginal people in the eyes of the law. The artist also 

anticipated less literal interpretations such as the reverence, awe and power that might 

reference the building’s history of multiuse and the importance of that to the people of 

Western Australia. 

The word ‘Scared’ was intended to prompt thoughts about the fear some people 

would have experienced when awaiting trial, sentencing, school masters, fervent sermons, 

any of which they may have encountered in this building. For example, the trials of Gear 
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and Gaven.279  

The word ‘Scarred’ could have acted as a reminder that, during the time when the 

Old Court functioned as a court, capital and corporal punishment would have been an 

integral part of the delivery of justice in Western Australia280. Scarring can also refer to the 

chain marked trees surrounding the site as described in Section 2.iii. These being examples 

of the psychological and emotional effects that can be meted by the justice system. 

The contents of the red neon and the words admittedly is a provocative idea. But it 

was an attempt to use a mild provocation as a way to trigger critical thinking and encourage 

creative and constructive social engagement. Placement of a neon installation on a heritage 

building may be perceived as confronting. However, the choice of this medium was not 

intended as a means for desecration. It was intended to stage contrasts based on the 

juxtaposition of the old and the new, or the traditional and the modern, in a context inviting 

the modern viewer’s attention to the building’s history. The choice of a neon installation 

also signals that the work is a temporary artistic intervention rather than an ‘official’ 

addition to the structure. This approach has been used elsewhere in international public art. 

An example is Martin Creed’s temporary neon installation entitled Everything is Going to 

be Alright.281 Creed’s work shows that the neon is an obvious new addition and clearly 

distinct from the heritage fabric of the building.  

The previous readings are just a few examples of the numerous interpretations that 

may have been made by the public when construing the words on the site. In its letter, the 

judiciary’s focus on particular words in isolation omitted to take into account critical 

aspects of the artwork, such as the interrelationship of the three words, and their reference 
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to the history of multiuse of the Old Court. In contrast to the judiciary’s interpretation, the 

artwork was intended to acknowledge and invite enquiry into the diverse social and 

historical traditions associated with the past and present of the site.  

According to the artist’s conception of the meaning of her artwork, the words 

emphasised by the judiciary are not considered in isolation of their artistic context. The 

words are not propositional utterances. Notwithstanding this infra-propositional character, 

‘scared’ and ‘scarred’ were interpreted by the judiciary and deemed inappropriate. This 

suggests that the judiciary opted for a narrow interpretation, which viewed the words in 

isolation, and as either an attack or a potential social harm. If this was indeed the judiciary’s 

view, then they would also have considered the proposed artwork as having been created 

specifically about the history of the administration of justice and therefore also viewed it 

as a critique of the institution of justice. This reading of the artwork omits its sensitivity to 

evidence of the building’s history of multiuse. 

5.4 Just interpretation and contextualised comprehension 

To further the examination of the Decommission Problem, let us broaden our case 

study and turn to the ethical and legal issues raised by the act of decommissioning a work 

of public art. One of the lessons that can be drawn from the case study is that a just approach 

to the interpretation of contested site-specific work ought to rely on an accurate historical 

contextualisation of the work and an accurate examination of its consequences. This idea 

can be synthetically expressed in a normative heuristic. There is ample evidence that 

heuristics are used in social and legal decision making.282  
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5.4.1 The heuristic of contextualised decision-making 

According to the heuristic of contextualised decision-making (hereafter 

contextualisation heuristic), which we propose, the decision maker facing the 

Decommission Problem ought to comprehend the work in its historical context and 

examine its psychological and social consequences in order to make a just ‘commission or 

decommission’ decision. In what follows, reasons to adopt this heuristic are reviewed and 

possible objections are pre-empted.  

5.4.2 Consequentialist justification of the heuristic 

A general rationale that justifies the contextualisation heuristic pertains to 

consequentialist ethics. To make a just commission decision about a contested work of 

public art, a consequentialist approach recommends that the decision maker ought to 

minimise socially harmful consequences and maximise socially beneficial consequences 

(including artistic flourishing) of the commission decision. To learn about consequences of 

an artwork that are actually or potentially beneficial or harmful, the decision maker needs 

to learn about the historical and artistic context of the assessed artwork. Thus, a 

consequentialist approach invites decision makers to engage in learning activities described 

by the heuristic of contextualised decision making. Consequently, the contextualisation 

heuristic can be inferred from an application of the core normative idea of consequentialist 

ethics – harm minimisation and flourishing maximisation – to the decision of 

commissioning or decommissioning a work.283  

The philosophical justification of consequentialism is a task that goes beyond the 
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scope of the present research. Thus, assume for the sake of the argument that 

consequentialism is a robust foundation for normative decision-making in practical 

matters.284 But it is important to note that it would be possible to appeal to non-

consequentialist theories in ethics to justify the contextualisation heuristic. For example, 

this idea of minimising harm may also be justified on the grounds of a deontological ethics 

guided by a (non-consequentialist) theory of rights, such as the Kantian concept of respect 

of the person as an end in itself. This is because the aim of an ethical decision maker 

motivated by the concept of respect for the fundamental rights of a person will be to avert 

harms caused by instrumentalization and disrespect.285 

5.4.3 Contextualist justification of the heuristic 

A contextualist tradition in art theory has investigated the identification of that 

which ought to count as art and artistic value.286 It follows from the contextualist approach 

that identifying beneficial and harmful consequences of an artwork requires that the 

decision maker comprehend the work in its historical and intentional context and uses 

relevant inferences287 to identify its extant or potential social consequences. These include 

psychological and emotional effects, and the effects of contestation or social influence. 

According to contextualist approaches to art, a historically situated comprehension 

                                                 
 

284 Peter Singer, ‘Is act-utilitarianism self-defeating?’ (1972) 94 The Philosophical Review; P Pettit (ed), 
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of a work is necessary in order to identify it as art and, subsequently, interpret this work as 

conforming to specific artistic categories. These include style categories (for example, 

impressionism, cubism, abstract expressionism), genres (for example, dance, literary 

writing, digital arts), and historically recent practices (including the practice of site-specific 

installations such as I See Red ). That is, the contextualist approach in art theory suggests 

that we should recognise art as resulting from intentional actions performed in a context 

shaped by social, economic and cultural interactions. 

To return to the interpretation of I See Red, and as earlier noted (see Section 2.iv), 

a historically situated comprehension of the work enables the decision maker to learn that 

the work pertains to specific traditions in contemporary visual art. It also informs the 

decision maker of the artist’s intention to encourage the audience to generate multiple 

interpretations of the artwork through its placement on a building of great historical 

significance. And, it makes clear the chosen words were relevant and carefully considered. 

Whilst it is possible to interpret works of art without cognisance of these contextual 

factors, contextualist accounts suggest that such decontexualised interpretations are more 

likely to misread the key classificatory and expressive characteristics of the artwork. An 

example in the case of I See Red was the judiciary’s interpretation that the use of the words 

‘scared’ and ‘scarred’ were inappropriate. Thus, considered in the context of the 

Decommission Problem, the contextualist approach suggests that a decision maker engaged 

with a commissioning task ought to develop an historically and socially situated 

comprehension of the work in order to make a just decision (sections 3.iv.a and b). The 

contextualist learning about the work in its historical and social distinctiveness will enable 

the making of robust inferences about its psychological and social consequences (section 

3.iv.c) This defence of the contextualisation heuristic is psycho-historical in the sense that 

it examines the relations between historico-social contexts and psychological 
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consequences.288 

5.4.4 Correlation between unjust decisions and decontextualization 

Another reason in support of the heuristic comes from an analysis of the harms of 

decontextualization in artistic and commissioning decisions. Some of the commissioning 

decisions which violate the heuristic of contextualized decision-making are biased and lead 

to socially harmful consequences. The following sections analyse how these 

decontextualized decisions can cause harms and injustice by (a) prematurely declaring the 

‘death of the author’, (b) imposing legal trial and costs, and (c) committing testimonial 

injustice fostering economic inequities and psychological harms. 

5.4.4.1 Harms caused by the premature announcement of the ‘Death of the Author’ 

A number of theories would object to the defence of the contextualisation heuristic. 

In contradistinction, objectors to this account would argue that it is legitimate to omit 

historical meanings and effects intended by artists in the interpretation and decision making 

about a work of art. Some objectors would restrict the meaning of an artwork to 

interpretations proposed by audience members.289 These views conflict with the 

contextualisation heuristic and its prediction that decisions about an artwork made in the 

absence of contextual information about the work are more likely to be ill-informed and 

lead to misunderstandings.290 

An example in point here is Roland Barthes’ thesis of the ‘Death of the Author’291, 
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which asserts that it is the reader alone that interprets the meaning of a work, the existence 

of which occurs in the text independently of an author. Barthes wrote that linguistics 

provides ‘a valuable analytical tool by showing that the whole enunciation is an empty 

process, functioning perfectly without there being any need for it to be filled with the person 

of the interlocutors (…) language knows a “subject”, not a “person”’.292 Similarly, in 

philosophy of art, anti-intentionalist theories hold that it is not necessary to take the 

intentions of artists into account when interpreting an artwork.293 

Barthes and others who support anti-intentionalism encourage us either not require 

the presence of an artist, or to disregard their intentions when interpreting artworks. 

However, as noted above, interpretations of a work of art that ignore contextual information 

– including the intentions of the artist – can result in misunderstandings about the artwork, 

which can in turn occasion contested interpretations. Then, from a practical standpoint, 

contested interpretations combined with misunderstandings can result in harmful 

consequences such as the destruction of artworks, the removal of artworks from display, 

and decommissions such as occurred with I See Red. In this case, the decommission 

decision further impacted the artist by removing the opportunity to participate in a public 

art exhibition and other related benefits. As a female artist, already disadvantaged by the 

income disparity, the loss of the commission significantly impacted potential financial 

benefit. The Australia Council for the Arts 2017 report revealed average female Australian 

artists’ incomes are a mere $15,400 compared to the $22,100 earned by her male 

counterpart.294  
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5.4.4.2 Social harms of decontextualization in a legal trial (the case of Brancusi v 

United States) 

The historic trial, Brancusi v United States295 provides an apt illustration of how 

interpretations of the artwork ignoring contextual information can result in 

misunderstandings, which in turn can lead to contested interpretations and social harms. 

This trial related to a sculpture entitled Bird in Space being sent by Paris-based artist 

Brancusi to an exhibition in the United States. The artwork was interpreted as a utilitarian 

object by airport personnel who failed to recognise it as an artwork. The consequence of 

this contested interpretation resulted in a tax levy being applied to what would have been 

otherwise an exempt item (art objects were exempted from the tax in question). The point 

of contention was whether or not the object was art. Consequently, the court had to consider 

the object according to a definition of what constitutes a work of art. Consistent with the 

contextualisation heuristic, the legal enquirers developed a process of historical 

contextualisation that included an analysis of Brancusi’s intentions and their cultural 

context. In this process the court acknowledged legal precedent296 that it was not qualified 

to enter into aesthetic debates and thus relied on evidence and facts presented by expert 

witnesses. This enabled the court to maintain the authority to make the final legal 

judgement based on that evidence. The court found that the legal definition in use at the 

time was outdated because it failed to account for changes in the way artists created and 

expressed their ideas, and the new styles and materials they used as communication 
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media.297 Consistent with the contextualisation heuristic, this aspect of the case exemplifies 

the necessity to comprehend the context of an artwork to offer a correct and just 

interpretation of that work. 

Although the judiciary was not adjudicating whether I See Red is a piece of art, 

there are similarities in the debates that took place in the case of Brancusi vs United States 

and the interpretations and subsequent decisions made by the judiciary in the case of I See 

Red. For example, the interpretation that the neon construction was not appropriate for 

heritage buildings associated with the administration of justice failed to historically 

contextualise the work. As was the case in the legal debate about Brancusi’s Bird in Space, 

the rejection of the proposed placement of the neon on the Old Court by the judicial 

representatives might have stemmed from a lack of familiarity with contemporary practices 

of art. In Brancusi v United States, the court took judicial notice of the evidence of art 

experts thereby avoiding decontextualization in their legal decision making.298  

5.4.4.3 Decontextualisation as a trigger of epistemic and cascading injustice 

The processes of harmful decontextualisation can be identified in the debates that 

led to the decommission of I See Red. First, several actual or potential harmful 

consequences were associated with the decision to decommission I See Red. One of these 

was that audience members were prevented from receiving information from the artist. 

They were impacted by not having the opportunity to experience an artwork that was 

intended to draw them to a place of cultural significance. Furthermore, the decommission 
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prevented a public debate about the complex history of the chosen site. 

With respect to the psychological consequence on the artist, the creator of I See Red 

was inhibited in articulating the meaning of her work and also inhibited in making 

contributions to society via critical ideas vis-à-vis artwork. Miranda Fricker’s instructive 

analysis of epistemic injustice describes this as a form of testimonial injustice. 299 This type 

of injustice prevents some audience members from receiving information and knowledge 

from the speaker because these audience members have biased perceptions about the 

speaker. The harmful consequence of the decommission of I See Red was epistemic 

injustice engendered by testimonial injustice – art being the form of testimony.  

Examining the different levels of testimonial injustice, including incidental and 

systematic cases may, as Fricker argues, expose other kinds of injustices.300 Incidental 

injustice is associated with cases where its social significance is highly specific to a 

historical context.301 In the case of I See Red, the judicial representatives’ resistance to the 

art project pertained to this one particular application alone and therefore might only have 

caused an incidental testimonial injustice within this context. 

According to Fricker, the concept of systematic injustice refers to specific types of 

‘identity prejudice’, such as ‘tracker prejudice’, which ‘track the subject through different 

dimensions of social activity - economic, educational, professional, sexual, legal, political, 

religious, and so on’.302 The importance of systematic injustice, in relation to Fricker’s 

study, is its capacity to reveal the serious implications of prejudice in testimonial injustice. 

Systematic testimonial injustice obstructs a speaker’s capacity to contribute knowledge to 
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society, which Fricker refers to as ‘(…) a serious form of unfreedom in our collective 

speech situation’.303  

Artists, and particularly female artists, are vulnerable to tracker prejudices that 

affect their professional and economic activity.304 For example, views such as the ‘Death 

of the Author’305 and anti-intentionalism306 encourage us to either not require the presence 

of an artist, or to disregard their intentions when interpreting artworks. Female artists are 

underrepresented in most major international art galleries.307 In the case of I See Red the 

exclusion of the artwork could have affected the perception of the artistic profession and 

therefore we might suspect that it could indicate a degree of prejudice towards the social 

activity of an artist qua profession. The case of I See Red provides an example of where 

disregarding the artist’s intention (testimonial injustice) resulted in the subsequent 

interpretation which misunderstood the work and led to its decommission.  

Fricker is developing a view of epistemic injustice that examines forms of 

testimonial injustice that may ultimately result in severely unjust outcomes, such as 

oppression. Whilst I See Red has a less severe outcome, it nevertheless provides opportunity 

for consideration of the forms and consequences of injustice that may occur in an everyday 

Western democratic society.308 In the case of I See Red, the decontextualized interpretation 

comprised of tracker prejudice and prejudice relating to social identity. These prejudices 
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combined with other disadvantage-eliciting views (for example, the Death of the Author’309 

and anti-intentionalism310) can have harmful consequences. Thus, the decontextualized 

interpretation becomes epistemically culpable. 

The harmful consequences of decontextualized decision making are highlighted in 

the case of I See Red. The defensible justification for the decommission exposes how the 

seemingly innocuous act of interpreting an artwork prescinded from the historical context 

and the artist’s intended meaning can engender insidious forms of systematic testimonial 

injustice. Returning to the Decommission Problem, it can be concluded that any 

justification to decommission a contested work of public art is likely to benefit from an 

adoption of the heuristic of contextualised decision making. 

5.5 Conclusion 

This chapter investigated the impact of decisions relating to contested 

interpretations of public art and addressed the Decommission Problem. It argued that 

decontextualised interpretation and decision-making about a contested work of public art 

are less likely to generate socially just decisions regarding commission or decommission 

(harmful decontextualisation). This was justified by a contrast with the heuristic of 

contextualised decision-making, which invites an integrative psycho-historical 

interpretation of artworks. Contextualised processes of decision-making have the 

propensity to enable socially just commissioning decisions – that is, decisions that 

minimise harm and maximise social benefits. In turn, this approach offers an elegant 

strategy to address the Decommission Problem. Accordingly, the justification for the 

decommission a contested work ought to contain an accurate consideration of the historical 
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context and intended artistic meaning and an accurate examination of its psychological and 

social consequences. 

In the case of I See Red, the interpretations positing an attack against the legal 

institution, desecration of the Old Court, and general lack of familiarity with contemporary 

art, might have been avoided through use of the heuristic of contextualised decision-

making. The judiciary’s decision was, in significant ways, decontextualised from the 

contemporary artworld. As predicted by our analysis of the harms of decontextualisation, 

the decontextualised decommission of I See Red led to socially harmful consequences such 

as depriving the audience from viewing the artwork and receiving information from the 

artist. These findings raised philosophical and ethical concerns regarding the consequence 

of epistemic injustice in the artworld.  

These insights, gained from the case study of I See Red and related cases, may be 

of assistance to improve the decisions regarding the commission or decommission of a 

contested artwork. The findings from this chapter could be incorporated into standards of 

procedural fairness for administrative decisions about art not dissimilar to the 

‘requirements of procedural fairness’311 in law regarding administrative decisions. 

Furthermore, the conclusion could be used to encourage decision-makers in authoritative 

positions to practice epistemic trust to ensure that artists (via their public art) have the 

opportunity of ‘putting knowledge into the public domain’.312  

 

                                                 
 

311 According to Deane J, the term ‘requirements of procedural fairness’ is used ‘when referring to the 
fairness and detachment required of a person entrusted with statutory power or authority to make an 
administrative decision which may adversely and directly affect the rights, interest, status or legitimate 
expectations of another in his, her or its individual capacity.’Australian Broadcasting Tribunal v Bond 
(1990) 170 CLR 321 at 366 (Deane J). 
312 Fricker (n 244) 43. 
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Chapter 6  

 

I See Red: Truth-Telling about Colonial Courthouses and 

Indigenous Dispossession Through Art 
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figures, law research, editing and addressing review comments. 
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Chapter 8  

 

Still Lives 

8.1 Still Lives – A Beautiful Science 

LEE HARROP1 and JANA NORMAN2 

1College of Indigenous Futures, Education and the Arts, Charles Darwin 

University, Australia 

2University of Adelaide, Australia 

Disclaimer 

This is a draft chapter with headings and captions updated to conform with the thesis 
formatting style.© Lee Harrop and Jana Norman 2021. The definitive, peer reviewed and 
edited version of this article is published in [Journal of Human Rights and the 
Environment (2021) (12)1, 69.  

Statement of contributions of Joint Authorship 

Lee Harrop: (Candidate) Second Author 

Co-author of contributions relating to the Still Lives – A Beautiful Science project. 

Jana Norman: First Author 

Co-author main writing and editing. 

In August 2019, artist Lee Harrop and legal theory researcher Jana Norman 

convened a series of art, science and theory events in conjunction with the Darwin Arts 

Festival in northern Australia. The focus of Still Lives: a beautiful science was to provoke 

interdisciplinary scholarly and public engagement with the complexities and 

contentiousness of global industrial mining. This set of four papers associated with the 

event includes artists’ statements from Harrop and Katerina Teaiwa about works they have 
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each produced related to mining: the mining core sample artworks Harrop created for Still 

Lives: a beautiful science and Teaiwa’s Project Banaba, about the colonial legacy of 

phosphate mining on the Pacific island of Banaba. Articles by Norman and humanities 

scholar Mandy Treagus, also a participant in the Still Lives: a beautiful science events, 

respond to Harrop and Teaiwa’s work from the perspectives of critical ecological feminism 

and decolonial Pacific studies, respectively. Abridged papers on the topics covered in the 

articles by Norman, Treagus and Harrop were presented as part of a panel at the 2019 

conference of the Law, Literature and Humanities Association of Australasia: 

JurisApocalypse Now! Law in the End Times. Collectively, the artworks and articles ask: 

What is mining in the context of human and human–earth relations? Or, how do meaning 

and matter emerge together, from out of the ground? 

8.2 Still Lives  

LEE HARROP1 (Candidate) Sole Author 

1College of Indigenous Futures, Education and the Arts, Charles Darwin University, 
Australia  
 
© Lee Harrop 2021. The definitive, peer reviewed and edited version of this article is 
published in [Journal of Human Rights and the Environment (2021) (12)1, 70-76.  
 
 

Artists may entertain people, but they also contribute to social debates, sometimes bringing 

counter-discourses and potential counterweights to existing power centres. The vitality of 

artistic creativity is necessary for the development of vibrant cultures and the functioning of 
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democratic societies. Artistic expressions and creations are an integral part of cultural life, 

which entails contesting meanings and revisiting culturally inherited ideas and concepts.313  

8.2.1 Introduction  

Still Lives – A beautiful science is the overarching title for a collaborative research 

project in 2019 that brought together geologists, a petrologist, environmental scientists, 

philosophers, legal theorists, writers, artists, composers and musicians in an 

interdisciplinary approach to engaging with key social and philosophical questions about 

the arts and sciences of mining. For example, what are the social values and narratives that 

justify and guide industrial scale mining in countries like Australia, where the Still Lives 

project took place? As an artist and the instigator and co-convener of the Still Lives project, 

here I describe its underpinning epistemological and methodological commitments and 

comment on my intention for the project as provocateur to new forms of engaging in debate 

and discussion about mining. In particular, I highlight the work of this project in suggesting, 

in the words of United Nations Special Rapporteur in the Field of Cultural Rights, Farida 

Shaheed quoted above, a number of ‘potential counterweights to existing power centres’ 

such as those power centres which coalesce around the practice of global industrial mining.  

8.2.2 Project overview 

The Still Lives project was an art and science collaboration initiated by me and co-

coordinated with legal theorist Jana Norman. Norman’s research interests in Earth 

Jurisprudence ignited conversations that led to this interdisciplinary partnership, and our 

shared concern for responding to the urgent challenges posed by anthropogenic climate 

                                                 
 

313 Farida Shaheed, ‘The right to freedom of artistic expression and creativity’ (2013) Report of the Special 
Rapporteur in the field of cultural rights, Farida Shaheed, UN doc A/HRC/23/34 [3]. 
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change became the incubating conditions, or disposition,314 for Still Lives. Over the course 

of the project, we worked collaboratively with geologist Melissa Drummond, spectral 

geologist Belinda Smith, petrologist Dr Alicia Verbeeten, composer Cathy Applegate and 

musician Chen Hui Tan.  

The central focus of the project was on geological core samples sourced from the 

archives of two state-owned core libraries in Australia (Western Australia and the Northern 

Territory). A core library is a repository for archiving mineral and petroleum core and 

cuttings obtained from industry. The combined outputs of the practice-led arts research and 

interdisciplinary collaboration from Still Lives included: 17 engraved core samples; 1 

sculpture in book format; 3 composed music scores performed at each of two exhibition 

openings;315 artist talks; paper presentations; scholarly debate and a forest bathing 

experience.316 

8.2.3 Epistemological commitments  

8.2.3.1 An informed public 

During early discussions about the project with others, mostly non-scientists, I 

discovered that very few people had heard of core libraries and some of the few that had 

were unfamiliar with their functions. Similarly, there was a lack of knowledge about the 

highly specialised technologies I was planning to use, such as HyLogger spectral 

                                                 
 

314 Norman and I met whilst presenting papers at the Law Literature and Humanities Association of Australasia 
‘Dissents and Dispositions’ conference, Melbourne, Australia 2017.  
315 Cathy Applegate, At the Core 2019, Mp3 recording: a work for two pianos with audio sampling in three parts: 
Stardust, Ancient Oceans and Subterranean. Performed at each exhibition opening by Cathy Applegate and Chen Hui 
Tan. 
316 Forest bathing (shinrin yoku) is a wellbeing practice combining elements of mindfulness, sensory immersion 
and nature connection. 
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imaging317 and petrographic imaging.318 This discovery raised a question about what 

people involved in the broader public discussion about mining know about the sciences and 

technologies employed in the industry. I felt committed to broadening awareness of the role 

and function of these publicly owned institutions and the importance of ongoing investment 

in their related equipment and research. I would argue that, with better understanding comes 

the potential for more nuanced engagement, particularly in terms of pushing for 

improvements that have the potential to lessen the environmental impact of mining. One of 

my research aims was to investigate how art could raise awareness of the importance of 

core sample legacy data that might improve future management of drill core, with the 

potential result being the reduction of wasteful practices such as poor care and maintenance 

of core yards and the dumping of core.  

8.2.3.2 Disrupting systems of value 

From the perspectives of government agencies in charge of core libraries, the value 

of core samples relates to their usefulness and potential for attracting private investment in 

resource exploration.319 Commentators in the field celebrate core as a ‘fountain of 

knowledge … something that cannot be replaced with widgets and spread-sheets’.320 I 

agree that drill core is irreplaceable and invaluable: as a repository of geological history 

but also, as the empty void left behind after extraction.  

In deciding to use core samples as the material for the artworks in Still Lives, my 

aim was to raise the profile of core in terms of its geological and ecological values, thus 

                                                 
 

317 The HyLogger spectral imaging system uses infrared spectroscopy and digital imaging to detect the mineral 
composition of core samples and cuttings. 
318 Petrographic imaging is the process of taking images with the aid of a microscope, sometimes called 
photomicrographs, from laboratory prepared rocks or minerals into thin sections for microscope analysis of their 
structure, texture and composition.  
319 See for example <https://energymining.sa.gov.au/minerals/geoscience/geological_survey>. 
320 J Vearncombe, G Conner & S Bright, ‘Value from legacy data’ (2016) 125(4) Applied Earth Science 231, 244.  
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disrupting the mechanisms typically used to value rock (e.g. the financial value of its 

mineral content). My objective in working with core generally is to preserve the valuable 

geological data contained within this material that could contribute information back to 

science a thousand years from now. 

8.2.3.3 Disrupting notions of time 

An understanding of Deep Time is of critical importance to the ongoing progression 

of geoscience, evolutionary science and climatology.321 I also believe that understanding 

the concept of Deep Time is foundational to the urgent task of acknowledging the human 

place in the universe and human impact on the planet and that such acknowledgment might 

lead to novel solutions to the environmental crises of our times. The recording of Deep 

Time in geological core samples has been a preoccupation in my art practice for several 

years. I value the capacity of rocks to record events in Deep Time, contributing to our 

comprehension of evolution. 

8.2.3.4 Evidence-based facts in a post-truth world 

In my commitment to bringing awareness to environmental issues through my art 

in a manner that will have social impact, I follow an imperative to underpin what I 

communicate with fact-based evidence. Following this imperative, scientific data — along 

with the rock — became the material basis of Still Lives. The words of the project’s subtitle, 

A beautiful science, refer to the arts and science collaboration, most fully realised in wall 

didactics accompanying the art works and in a book-form object. 

As a non-scientist I do not possess the required expert knowledge to access, process 

                                                 
 

321 See, generally, Marcia Bjornerud, Timefulness: How thinking like a geologist can help save the world (Princeton 
University Press, Princeton 2020); R Trend, ‘An investigation into the understanding of geological time among 
17-year-old students, with implications for the subject matter knowledge of future teachers’ (2010) 10 International 
Research in Geographical and Environmental Education 298.    
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and interpret all of the scientific data related to core samples. Whilst I had an aesthetic 

interpretation of the spectral data, I needed to work with the scientists in order to ensure 

that I was representing it accurately in the accompanying text from a scientific perspective 

and in a logical order that would be recognisable to scientists in that field of knowledge. 

The information on the wall didactics and alongside the images in the book form artwork 

entitled Warning — Facts322 (Fig. 1) needed to be accurate and listed in the expected 

standard scientific order.  

 

Figure 8.1. Lee Harrop, pages 3 and 4 of Warning – Facts 2019. From Still Lives – A beautiful science project. 
Copyright Lee Harrop. 

8.2.4 Methodological commitments  

8.2.4.1 Acting locally  

My work anticipates and depends in large part on important knowledge and 

contributions that emerge from the local environment and community. I seek to take into 

                                                 
 

322 For an installation view of the artwork entitled Warning – Facts and a digital representation of the contents of 
this artwork, please visit <https://www.pirrie.space/harrop>. 
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account the local knowledge of the audience that may influence their experience and 

interpretation of the work as well. Acting locally is also a pragmatic and philosophical 

commitment in the context of a project engaged with themes of environmental impact: local 

sourcing of materials reduces the associated carbon footprint.  

8.2.4.2 The material matters 

The overall success of my art is directly related to the suitability of the material 

from which it is created. Suitability refers to a combination of the material’s relevance to 

the concept, its aesthetic qualities, historical context and provenance, characteristics and 

composition. My intention is to have the words I inscribe in the core sample works 

interpreted in the context of the material. The words cannot be detached. The right fusion 

is achieved through the choice of material as well as through the choice of words. I give 

the representation of rock and language even weight through the materials in the artworks 

without privileging one over the other: ‘geocentric and logocentric in equal measure’.323 

The material is mining. It is a core sample, which is a cylindrical length of stone 

created by diamond core drilling in mining exploration. Core bears witness to past, present 

and future events. The words mimic the consequence of the acts of mining, be they positive 

or negative, through the context of other events that may deeply impact our collective social 

imagination. This context of interpretation can enhance and influence our concern for the 

earth beneath our feet and ultimately motivate action.  

                                                 
 

323 Perdita Phillips, ‘A Hole in the Archive’ (2019) Ore Core Score exhibition catalogue. 
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Figure 8.2. Lee Harrop, Still lives 2019, rhythmic limestone, Tindal Limestone (Middle Cambrian ~520—495 
Ma), Daly Basin, NT. From drillhole NTGS 86/1; (622.86—623m) -14.16247, 131.39842. Sourced from NT 
core library. From Still Lives – A beautiful science project. Copyright Lee Harrop. 

Suitability for this type of fusion in the Still Lives project was ensured by selecting 

core samples containing fossils, another step in the process that required collaboration with 

geologists and a petrologist. I initially selected the words Still Lives (Fig. 2) and Thousands 

of Corpses (Fig. 3) because of their reference to fossils and then commenced the process 

of obtaining the relevant core within the archives of the core libraries.  
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Figure 3. Lee Harrop, Thousands of corpses 2019, rhythmic limestone, Tindal Limestone (Middle Cambrian ~520—495 Ma), 
Daly Basin, NT. From drillhole NTGS 86/1; (629.48—636.05m) -14.16247, 131.39842. Sourced from NT core library. 
From Still Lives – A beautiful science project. Copyright Lee Harrop 

The engraved core from Still Lives now exists as a technofossil,324 being a type of 

future trace fossil. The engraving in the core sample is a geological record of human activity 

(that of an artist and researcher) as an imposed, recognisable signal within extracted strata. 

Contained in the archives of the core library, these core samples may be understood by 

future observers as a gestalt of these fossil terms.  

8.2.4.3 Working collaboratively across arts and sciences 

The joint process of practice and theory enables a critical explication of research 

questions, and new findings can be incorporated into the development of future artworks. 

In the case of Still Lives, research questions were both formulated and analysed 

collaboratively. For example, geologist Belinda Smith determined the suitability of core 

samples dependent on the context and perspective. The entire uninterrupted content of a 

drill hole must be collected and maintained in the exact order of extraction. Failing to do 

so compromises its geological significance and renders it unsuitable for depositing in the 

core library archive. From the perspective of the core library, it has no geological value. 

For my purposes, it is irrelevant whether the core contains any known precious minerals. 

                                                 
 

324 See Jan Zalasiewicz and others, ‘The technofossil record of humans’ (2014) 1(1) The Anthropocene Review, 34. 
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The aesthetic qualities of the core are not necessarily related to the financial value of any 

precious metals it may contain. In discussing these ideas of value with Smith, she indicated 

that ‘there’s more than one way to view and value drill core. I’d never really thought about 

the non-financial value of drill core (or HyLogger data) or [of] looking at drill core as being 

an artistic media’.325 This comment, I contend, validates the importance of sharing 

knowledge with other disciplines to enrich our understanding and appreciation of our 

world. 

8.2.4.4 Returning the core  

One of the artistic interventions in this project involved engraving words into the 

core samples, exhibiting them in public, and then returning them to the core libraries to be 

placed back into the archives for future discovery. I realised that returning the core would 

help preserve its geological value and in fact do more to raise the importance of valuing the 

material itself, that valuation being one of the ultimate aims of the project. Returning the 

core to the library also prevented a further layering of added financial value that might 

occur through its realisation as an artwork (it was not to be made available for sale). I 

wanted the value of the rock itself to be recognised, not as value through financial 

investment or gain as an artwork. 

8.2.5 Conclusion  

The Still Lives project had at its core (pun intended), the question of how we value 

rock. Central to opening up new possibilities was the interdisciplinary and collaborative 

approach that presented innovative and creative accounts of what rock can embody. Art 

and science joined forces to re-present geological core samples through an art platform in 

                                                 
 

325 Statement by Belinda Smith (Personal email correspondence 15 October 2019). 
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a manner that refocused attention on their material — rock, the context they embody — 

mining, and their origin — Earth. The result was an aesthetic, multisensory, factual 

embodiment aimed at disrupting preconceptions concerning which subjects can have 

intrinsic value — thus opening up the possibility for reinterpretation of how we might value 

subjects such as rock. This is, I contend, a contribution that it is indicative of art’s potential 

in contributing to the larger and most urgent task of reshaping our behaviour towards our 

environment thus, affirming art’s contribution beyond society.  
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– – We are making a new world (after Paul Nash) (ii) 2018, hand engraved geological core sample from the 

Yilgarn Caton WA. 81 x 4.5 cm, 3.15 kg. Waterhouse Natural Science Art Prize 2018 
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Composer Cathy Applegate, Ore Core Score exhibition opening venue 2 (Still lives), Pirrie Art 

Space, Darwin, NT 

– – Cut to the core 2019, rhythmic limestone, Tindal Limestone (Middle Cambrian ~520–495 Ma), Daly 

Basin, NT. From drillhole NTGS 86/1; (622.34–622.47 m) -14.16247, 131.39842. Sourced from 

NT core library. Ore Core Score exhibition (Still lives) 2019, Charles Darwin University Gallery 

foyer, Darwin, NT 

– – Deep Impact (ii) 2019, hand engraved geological core sample from the Yilgarn Craton, WA. 27.2 x 

4 cm, 1 kg. 44th Rio Tinto Martin Hansen Memorial Art Award exhibition 2019 
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– – Ground Breaking 2018, hand engraved basaltic core, from the Yilgarn Craton, WA, 2.6 billion yr. old, 

that had fractured into 2 pieces. 38.5 x 6.5 cm, 3 kg. Pro Hart Outback Art Prize 2019 

– – Interview with Mandy Treagus, Darwin, 23 August 2019 

– – Matter of fact 2019, carbonate-siliciclastic siltstone, Limbunya Group (~1640–1635 Ma), Birrindudu 

Basin, NT. From drillhole LBD4A; (219.4–226.4 m), -17.49045, 131.36619. Redundant core; 

abandoned following redrilling of replacement core 5 m further east. Ore Core Score exhibition 

(Still lives) 2019, Charles Darwin University Gallery foyer, Darwin, NT 

– – Matter of fact 2019, rhythmic limestone, Tindal Limestone (Middle Cambrian ~520–495 Ma), Daly 

Basin, NT. From drillhole NTGS 83/3; (70.58–70.76 m) -13.82164, 131.36619. Sourced from NT 

core library. Ore Core Score exhibition (Still lives) 2019, Charles Darwin University Gallery foyer, 

Darwin, NT 

– – Ore Core Score 2019, Detail, returning of engraved core samples to their trays to be placed back in the 

Northern Territory core library archive 

– – Ore Core Score exhibition catalogue. Image shows front of catalogue. (Still lives) 2019 

– – Ore Core Score exhibition detail of display case 2, (Still lives) 2019, Charles Darwin University Gallery 

foyer, Darwin, NT 

– – ‘Ore Core Score’ (E-Version 2019) <https://publuu.com/flip-book/8560/20787> 

– – Ore Core Score exhibition installation view of display cases 1 and 2, respectively, (Still lives) 2019, 

Charles Darwin University Gallery foyer, Darwin, NT 

– – Ore Core Score exhibition installation view of display cases 2 and 1, respectively, (Still lives) 2019, 

Charles Darwin University Gallery foyer, Darwin, NT 

– – Ore Core Score exhibition wall didactic. (Still lives) 2019 

– – Ore Core Score 2019, Returning of engraved core samples to their trays to be placed back in the 

Northern Territory core library archive 

– – ‘Ore Core Score’ (Still Lives exhibition catalogue 2019) 

– – Still Lives: A beautiful science (Project 2019) 

– – Still lives 2019, bioclastic packstone, Tindal Limestone (Middle Cambrian ~520–495 Ma), Daly Basin, 

NT. From drillhole NTGS 86/1; (641.80–641.94 m) -14.16247, 131.39842. Sourced from NT core 

library. Ore Core Score exhibition (Still lives) 2019, Charles Darwin University Gallery foyer, 

Darwin, NT 
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– – Still lives 2019, bioclastic packstone, Tindal Limestone (Middle Cambrian ~520–495 Ma), Daly Basin, 

NT. From drillhole NTGS 86/1; (641.94–642.07 m) -14.16247, 131.39842. Sourced from NT core 

library. Ore Core Score exhibition (Still lives) 2019, Charles Darwin University Gallery foyer, 

Darwin, NT 

– – Still lives matter 2019, bioclastic packstone, Tindal Limestone (Middle Cambrian ~520–495 Ma), Daly 

Basin, NT. From drillhole NTGS 86/1; (645.25–645.48 m) -14.16247, 131.39842. Sourced from 

NT core library. Ore Core Score exhibition (Still lives) 2019, Charles Darwin University Gallery 

foyer, Darwin, NT  

– – Still lives Matter 2019, rhythmic limestone, Tindal Limestone (Middle Cambrian ~520–495 Ma), Daly 

Basin, NT. From drillhole NTGS 86/1; (636.53–636.75 m) -14.16247, 131.39842. Sourced from 

NT core library. Ore Core Score exhibition (Still lives) 2019, Charles Darwin University Gallery 

foyer, Darwin, NT 

– – Still lives 2019, Norseman Limestone, WA. (~60–30 Ma) Ore Core Score exhibition (Still lives) 2019, 

Charles Darwin University Gallery foyer, Darwin, NT 

– – Still lives 2019, rhythmic limestone, Tindal Limestone (Middle Cambrian ~520–495 Ma), Daly Basin, 

NT. From drillhole NTGS 83/3; (62.57–62.85 m), -13.82164, 131.36619. Sourced from NT core 

library. Ore Core Score exhibition (Still lives) 2019, Charles Darwin University Gallery foyer, 

Darwin, NT 

– – Still lives 2019, rhythmic limestone, Tindal Limestone, (Middle Cambrian ~520–495 Ma), Daly Basin, 

NT. From drillhole NTGS 86/1; (622.24–622.34 m) -14.16247, 131.39842. Sourced from NT core 

library. Ore Core Score exhibition (Still lives) 2019, Charles Darwin University Gallery foyer, 

Darwin, NT 

– – Still lives 2019, rhythmic limestone, Tindal Limestone (Middle Cambrian ~520–495 Ma), Daly Basin, 

NT. From drillhole NTGS 86/1; (622.86–623 m) -14.16247, 131.39842. Sourced from NT core 

library. Ore Core Score exhibition (Still lives) 2019, Charles Darwin University Gallery foyer, 

Darwin, NT 

– – The Lie of the Land (ii) (Incinerator Art Award exhibition 2019) 

– – The Lie of the Land (PCWK11 exhibition 2019) 

– – That is gold which is worth gold (ii) 2017, Hand engraved geological core sample from the Yilgarn 

Craton WA. 74.5 x 5 cm, 3.95 kg. Ravenswood Australian Women’s Art Prize 2019 
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– – That is gold which is worth gold (ii) (PCWK11 exhibition 2019) 

– – That is gold which is worth gold (ii) (Ravenswood Australian Women’s Art Prize exhibition 2019) 

– – Thousands of corpses 2019, bioclastic packstone, Tindal Limestone (Middle Cambrian ~520–495 Ma), 

Daly Basin, NT. From drillhole NTGS 86/1; (643.35–643.54 m) -14.16247, 131.39842. Sourced 

from NT core library. Ore Core Score exhibition (Still lives) 2019, Charles Darwin University 

Gallery foyer, Darwin, NT 

– – Thousands of corpses 2019, bioclastic sediment. (112.55–113.09 m) –30.23333, 126.44166. Sourced 

from WA core library. Ore Core Score exhibition (Still lives) 2019, Charles Darwin University 

Gallery foyer, Darwin, NT 

– – Thousands of corpses 2019, Norseman Limestone, WA. (~60–30 Ma). Ore Core Score exhibition (Still 

lives) 2019, Charles Darwin University Gallery foyer, Darwin, NT 

– – Thousands of corpses 2019, rhythmic limestone, Tindal Limestone (Middle Cambrian ~520–495 Ma), 

Daly Basin, NT. From drillhole NTGS 86/1; (629.48–636.05 m) -14.16247, 131.39842. Sourced 

from NT core library. Ore Core Score exhibition (Still lives) 2019, Charles Darwin University 

Gallery foyer, Darwin, NT 

– – Token 2019 Audience attending Token and another Sweat Season Collective program event, Nightcliff 

foreshore, Darwin, NT, 30th November 2019 

– – Token 2019, Images show each side of the artwork lit by battery operated LED light that was placed 

next to each piece so they would be illuminated after the performance at dusk. Sweat Season 

Collective event 2019 

– – Token 2019, Six dual sided hand engraved and polished discs cut from geological core samples. Mt 

Bundy Granite, NT. Sweat Season Collective event 2019 

– – Token (Sweat Season Collective event 2019) 

– – Warning - Facts 2019, embossed hard cover handcrafted stitch-bound book, digital print on 190 g lustre 

paper, rock specimen from core sample, clamshell box with embossed cover. The contents of this 

book have been created from HyLogger spectral imaging of the core sample on display. A piece of 

this core sample is embedded inside the back cover. Ore Core Score exhibition (Still lives), Pirrie 

Space, NT 

– – Warning – Facts (E-Version link 2019) <https://publuu.com/flip-book/8560/20294> 
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– – Warning – Facts 2019 (plinth), Here Lies Truth (i) (floor), Installation view Ore Core Score exhibition 

(Still lives), Pirrie Space 2019. 

– – All’s Well That Ends Well 2020, hand engraved geological ½ core sample, cored bore RN 19674. 

Brewer Conglomerate, Alice Springs, NT. Sourced from Geoscience Australia. Groundswell: 

recent movements in art and territory, 2020. Curated by Carmen Ansaldo, Northern Centre for 

Contemporary Art (NCCA), Darwin, NT 

– – All’s Well That Ends Well 2020, Installation view of artworks, Groundswell: recent movements in art 

and territory, 2020. Curated by Carmen Ansaldo, Northern Centre for Contemporary Art (NCCA), 

Darwin, NT – (Figures 3.32–33)  

– – All’s Well That Ends Well (ii) 2020, hand engraved geological ½ core sample, cored bore RN 19674. 

Brewer Conglomerate, Alice Springs, NT. Sourced from Geoscience Australia and returned to 

their archive 16 November 2020 

– – All’s Well That Ends Well (ii) 2020, returned to the tray, Geoscience Australia, Canberra. Image 

courtesy Geoscience Australia 

– – ‘Artist Statement’ (Displaced next to artwork during exhibition, Lust for Lustre exhibition, Ellenbrook 

Art Gallery, Fringe world Festival 2020) 

– – ‘Artist Statement’ (Entry form, 41st Alice Prize 2020)  

– – ‘Artist Statement’ (Entry form, 66th Blake prize 2020) 

– – ‘Artist Statement’ (Entry form, Groundswell 2020) 

– – ‘Artist Statement’ (Entry form, Heysen Prize for Landscape 2020) 

– – ‘Artist Statement’ (Entry form, Sculpture by the Sea Bondi 2020) 

– – ‘Artist Statement’ (Entry form, Sculpture Inside: Sculpture by the Sea Bondi 2020) 

– – ‘Artist Statement’ in Treagus M, ‘Time and Transition in the Work of Lee Harrop’ (2020) 40(1) Artlink 

– – and NJ Bullot, ‘The Decommission of I See Red: A Case Study in the Relations Between Art and Law’ 

in Jani McCutcheon and Fiona McGaughey (eds), Research Handbook on Art and Law (Edward 

Elgar Publishing 2020) 

– – P.S. I Love you just the way you are (Series of five images individually tilted, Lust for Lustre exhibition 

2020) 

– – P.S. I Love you just the way you are 2020, series of five images, Installation view, Lust for Lustre 

exhibition, Ellenbrook Art Gallery, Perth WA. Fringe world Festival 2020 
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– – The Five Virtues: Colour 2020, B&W Digital image on Ilford Pearl Lustre, approx. 29.7 x 39.6 cm. 

Ellenbrook Art Gallery, Perth WA. Fringe world Festival 2020 

– – The Five Virtues: Complexion 2020, B&W Digital image on Ilford Pearl Lustre, approx. 29.7 x 

39.6 cm. Ellenbrook Art Gallery, Perth WA. Fringe world Festival 2020 

– – The Five Virtues: Lustre 2020, B&W Digital image on Ilford Pearl Lustre, approx. 29.7 x 39.6 cm. 

Ellenbrook Art Gallery, Perth WA. Fringe world Festival 2020 

– – The Five Virtues: Shape 2020, B&W Digital image on Ilford Pearl Lustre, approx. 29.7 x 39.6 cm. 

Ellenbrook Art Gallery, Perth WA. Fringe world Festival 2020 

– – The Five Virtues: Size 2020, B&W Digital image on Ilford Pearl Lustre, approx. 29.7 x 39.6 cm. 

Ellenbrook Art Gallery, Perth WA. Fringe world Festival 2020 

– – Time will come for us (66th Blake Prize exhibition 2020) 

– – Time will come for us 2020, hand engraved basalt geological core sample. The basalt is approx. 

2.6 billon years old from the Yilgarn Craton, WA. 52 x 6 cm, 4 kg. 66th Blake Prize exhibition 

2020 

– – Time will come for us (ii) 2020, hand engraved geological core sample from the Yilgarn Craton WA. 

Ultramafic to mafic rock, probable Archaean age based on sample location. 51.5 x 6.3 cm, 3.9 kg. 

Heysen Prize for Landscape exhibition 2020 

– – Time will come for us (ii) (Heysen Prize for Landscape exhibition 2020) 

– – WELL, 2020, Detail of pages 18 and 19 from embossed hard cover handcrafted stitch-bound book, 

digital print on 190 g lustre paper, rock specimen from core sample, clamshell box with embossed 

cover. The contents of this book have been created from HyLogger spectral imaging of the core 

sample on display. A piece of this core sample is embedded inside the back cover. Groundswell: 

recent movements in art and territory, 2020. Curated by Carmen Ansaldo, Northern Centre for 

Contemporary Art (NCCA), Darwin, NT 

– – WELL 2020, embossed hard cover handcrafted stitch-bound book, digital print on 190 g lustre paper, 

rock specimen from core sample, clamshell box with embossed cover. The contents of this book 

have been created from HyLogger spectral imaging of the core sample on display. A piece of this 

core sample is embedded inside the back cover. Groundswell: recent movements in art and 

territory, 2020. Curated by Carmen Ansaldo, Northern Centre for Contemporary Art (NCCA), 

Darwin, NT 
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– – WELL (E-Version link 2020) <https://publuu.com/flip-book/8560/20769> 

– – A matter of time 2021, hand engraved geological core sample from the Goldfields, Yilgarn Craton, WA. 

42 x 6 cm, 3.4 kg. Down Under residency and exhibition Art Collective WA  

– – And this, too, shall pass 2020, hand engraved geological core sample from the Yilgarn Craton, WA. 

60.5 x 5 cm, 3.2 kg. Footscray Art Prize 2021 

– – ‘Artist Statement’ (Displaced next to artwork during Petra Chor (i) exhibition, CDU Art Gallery 2021) 

– – ‘Artist Statement’ (Entry form, Footscray Art Prize 2021) 

– – ‘Artist Statement’ (Entry form, Fremantle Arts Centre Print Award 2021) 

– – ‘Artist Statement’ (Entry form, Lethbridge Landscape Prize 2021) 

– – ‘Artist Statement’ (IOTA:21, MAELSTROM exhibition 2021) 

– – Down to Earth 2021, hand engraved geological core sample from the Goldfields, Yilgarn Craton WA. 

37 x 5 cm, 1.8 kg. Lethbridge Landscape Prize exhibition 2021  

– – Down Under (Arts residency and solo exhibition, IOTA, Art Collective WA 2021) 
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