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“O Brave New World”: A Change
in the Weather.
March 2001: Reflecting on the Future
It was late afternoon, I was sat in a stylish seminar room on the seventh floor of the new
science building of the University of Barcelona, listening to a presentation about the
city’s Fourth Strategy for economic regeneration, when a flash of lightening and an
almighty crack of thunder heralded a tremendous down-pour. Torrential rain cascaded
down the windows as the presenter tried to ignore the storm in the streets. “How do I
compete with that?” I thought to myself.
There have been two Public Art Observatory (PAO) workshops and another symposium since I presented “O Brave New World”: A Change in the Weather” at the
International Symposium Waterfronts of Art: Urban and Social Development and the
Role of the Arts in August 1999. Since then this paper has taken on almost prophetic
dimensions. We all knew about climate change in 1999, but few of us understood the
acceleration of its effects. At that time, this paper tried to map the potential for climate
change as an area of ecological arts research and proposed a series of interdisciplinary
arts projects to explore and question our relationship to this phenomenon. For me, the
paper confirmed the direction of my research and has set the framework for my arts
practice for the foreseeable future.
Inevitably, when writing about the future, some elements change and some are
proven wrong. On reviewing my paper, however, I note that in the UK social inclusion is
certainly permeating most aspects of public policy and funding criteria, even if there
continues to be a lack of strategic infrastructure to implement its delivery. My two
colleagues in the Water & Well-Being research unit left for more profitable work, so I
continue the research we began with colleagues from other disciplines.
To date, none of the originally proposed projects have been realised, but they each
continue to spawn new projects and artworks that have been realised. Indeed, the
outlined principles of a ‘creative ecology’ are becoming more relevant in the critical
dialogues of ‘aesthetic diversity’, in the activities of ‘material practice’ and in the experience of our daily lives. Statistical and empirical evidence on global warming is now
sufficient for most governments to recognise the reality of climate change, catching up

David Haley
Ecological Artist. Research
Development Coordinator Water
& Well-Being and Arts for Health,
Faculty of Art and Design
Manchester Metropolitan
University

98

with the speculations of the re-insurance disaster industry. ‘Uncertainty and risk, fear
and understanding’ are the capital they trade in.
The PAO events I referred to above have each offered insights for me and many
students to explore the creative possibilities and demands made by our relationship to
climate change. Those students who chose to work on the Rio Besos projects in
Barcelona in February 2000 were astounded at the corporate planning proposals for a
marina that would reach three kilometres upstream from the sea and dismayed at the
dismissal of neighbourhood environmental initiatives. I humbly offered a proposal to
value ‘The Song of San Andrea, the Rhythm of the Flood’.
By December 2000 the PAO symposium ‘Divers[c]ities’ at Plymouth University,
Exeter School of Art and Education witnessed successful flood defences on the River
Exe, while many delegates experienced the transport disruption in less fortunate surrounding areas. Many local people are still coming to terms with the scale and the
impact of those floods. And despite the UK Environment Agency’s publication ‘Lessons Learned”, the economic, social and psychological effects continue to be realised.
In February 2001 the Intergovernmental Panel on Climate Change (IPCC) met in
Geneva and published ‘Work Group II – Climate Change 2001: Impacts, Adaptation
and Vulnerability’. The findings of this report together with the location of the PAO Workshop in Porto, later that month, provided the impetus and content for my performed
paper ‘Creative Interventions: Eco-culture and Aesthetic Diversity’. As joint European
Capital of Culture, Porto’s Rio Douro provided the focus for much of the planned celebration and the construction of a new bridge symbolised the city’s transition to future
prosperity. However, the workshop students heard a very different story from the community of cliff-clinging houses who’s homes were falling in to the river, as a result of
increased rainfall and disturbance from the bridge construction. The following week I
witnessed the floods that caused a national disaster, when a bridge collapsed and a
coach full of people were swept out to the Atlantic - a sobering finale to my artwork.
And so it is with some trepidation and gravity that I revisit “O Brave New World”: A
Change in the Weather.

DH March 2001
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1.

ABSTRACT / INTRODUCTION

1.1 SUMMARY
The concept of “Waterfronts” becomes a powerful poetic metaphor. A point of departure and arrival in understanding arts practises. The ebb and flow between definitions
of Nature and Culture. The littoral from which evolutionary transition is made. Referencing The Tempest by William Shakespeare (1564 -1616) some paintings by Turner
and the drawings of Leonardo da Vinci (1452 - 1519), this presentation considers how
Public Art in the context of urban and social development may start to engage the issue
of Climate Change. It will also explore our relationship with water from different perspectives, as a learning process.
1.2 APPROACH / PHILOSOPHY - IN PRACTICE
Acting as a creative catalyst I devise collaborative strategies to engage the economic,
social and environmental values of the day - to further the understanding of ‘Creative
Ecology’ as an interdisciplinary art form. My development of active research at the
Manchester Metropolitan University with Arts for Health and Water & Well-Being play
an important part in this.
1.3 UNCERTAINTY & RISK / FEAR & UNDERSTANDING
With the best intentions, anthropocentric intervention can sometimes destroy the very
things it values - including itself - and it develops the language to do it. Predicting the
effects of art can be as risky as forecasting the weather. “Waterfronts of art” will prompt
stories of creation, but ‘A Change In The Weather’ may evoke evolution? “O Brave
New World”.
“O, wonder!
How many goodly creatures are there here!
How beauteous mankind is! O brave new world,
That has such people in’t!” [Miranda, Act V, sc. I - The Tempest]
Please indulge me in this presentation. Shift your focus and suspend your disbelief.
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2. WATERFRONTS
I would first like to explore and contribute some of the active metaphors evoked by the
notion of “Waterfronts”. This will introduce the broad issues I wish to address and some
of the poetic possibilities. With the help of William Shakespeare, Leonardo da Vinci
and few other ecological artists, I hope to add to the diversity of the conference theme.
2.1 TIDE MARKS & TEMPESTS
So what of Waterfronts? The edge dividing land from sea, or bank from river? Or
perhaps the shoreline, marking the pattern of tides. Between one time and another.
Between one place and another.
Perhaps, Waterfronts looks to the Littoral. The edge between atmospheres. The
place between states of being, where the ebb and flow of evolution finds a rhythm. And
we may consider ‘fronts’ and membranes, fractals and Mandelbrot facets when identifying riparian or coastal forms. The boundaries and integrity of a place. The surface
tension containing every drop.
Waterfronts like The Tempest can be a metaphor for transition. A Tempest, a
shocking shift from one state of being to another - from hot to cold (Ref: Beuys) from
high to low pressure. A confrontation or an electrifying exchange. A cacophonous
release of energy. The sort of dynamic event that prompts a revolution or an evolution.
It could even provoke a paradigm shift in thinking - in seeing?

2.2 NATURE & CULTURE - SCIENCE & ART
As an Englishman, delivering this presentation in Barcelona, I am very aware of our
histories of maritime discovery, of Empire, trade, industry and the exploitation of natural
and human resources. I am aware of the ‘Public Art’ that celebrates these historical
‘Waterfronts’ and some that proclaim hope for the future.
Based in Manchester, once the heart of the Industrial Revolution, with its docks
and constructed sea route, I am also aware of another water phenomenon - the weather;
and rain in particular.
This brings me to The Tempest by William Shakespeare. Published and performed
in 1623, some 130 years after Columbus voyaged from this city’s ‘waterfront’ to the
New World.
Shakespeare’s play is based on the “Bermuda Pamphlets”, a true account of a
trade mission to the English plantations in Virginia.
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The play starts with an enormous storm that splits the King of Naples’ ship from the
fleet. Blown off course, the ship is fortuitously grounded within reach of land. The
survivors are delivered onto a paradise island where they engage a ‘New World’. There,
amidst a power struggle for the Dukedom of Milan and a political marriage of convenience, Shakespeare’s characters enact a debate that continues to this day. Led by
Prospero the rightful Duke of Milan and his spiritual adversary, Caliban the perennial
question of ‘Nature versus Nurture’, which is supreme and which should we favour in
our actions? Mind or matter? Culture or biodiversity? Art or life? Science or Art?
This schism has been paradoxically central to cultural development since Leonardo’s
Renaissance. And the polarised way of thinking continues to prevail in the Western
perception and understanding of our world and indeed the universe.

3.

RENAISSANCE & REGENERATION

Shakespeare’s Tempest addresses the New World in the context of the Old. Like the
work of Leonardo, it looks at a New World emerging from the Old - a new perspective.
The potential of the future to be born out of the past, not frozen in a heritage time-warp,
or as Helen Mayer Harrison & Newton Harrison (The Harrisons) put it: “ Every place
bespeaks the story of its own becoming”. Today, Regeneration and Urban Renewal tell
their own stories.
Regeneration like the Renaissance is driven by economic values with belief systems often based on misconceptions of the past. And just as Prospero’s Art is used to
re-address injustices, so too are artists today often expected to perform magic to patch
up political, social and environmental problems. Rarely is this the ‘Social Sculpture’
proposed by Beuys. I am pleased to say, however, that there are signs in the UK of
attempts to address such issues, even at a meaningful scale of government and planning. It is easy to be cynical, but New Labour’s New World is actively moving towards
something called Social Inclusion and this is being approached holistically. The effect,
with regard to funding policy, may be a significant shift away from architectural forms of
Public Art to social processes and outcomes.
Over the last three years, through my practice, work with The Harrisons and various research and planning institutions, I have seen proposed visions move to research
projects, to policy, and even to strategic planning. It never happens exactly how you
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want it, but that’s part of the process of understanding, adoption and implementation.
Two brief examples of this are:
a) The first, initiated by ‘artranspennine98’, sees the moves towards acceptance
by the Regional Development Agencies in the North of England to promote housing development in the form of the Harrisons’ “Eco-Urban Edge”, a principle already adopted as policy in Holland, which favours development along the edges
of existing towns and cities. This maintains the separate physical cultural integrity of urban development, while conserving the continuity of biodiversity.
b) the other example is from my research at the Institute for Terrestrial Ecology
(ITE). They have used the Countryside Information System (CIS) as a database
and design tool to present planning proposals and predictions on land use for
government and industrial use, since 1988. CIS uses data sets gathered from
field studies and satellite imaging, and this information is used in conjunction with
specified ‘Landscape Categories’.
In their review and update of the System last year, they became perplexed by my
problems with their definitions of ‘Urban’ and ‘Rural’. It was obvious to me that
there was no cattle farming in central Manchester, but that there are vast, unrecognised, tracts of ‘brownfield’ wilderness that form an integral relationship between the urban and rural land. So, ITE recognised ‘Urban’ as a Landscape Category.
As a result of this recognition, they had to acknowledge something called ‘Human’
as a criterion to define Urban. This in turn forced them to include this new criterion in
the definition of Rural Landscape Categories. So, it is now officially recognised that
humans are integral to the landscape and not separate from it.
Finally, on this point, the Institute of Terrestrial Ecology are now considering ways
of linking up with the Institute of Hydrological Ecology ... someone asked if water and
land patterns should not be inter-related?
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4.

AN ECOLOGICAL ART, LEARNING & UNDERSTANDING

4.1 ART IN THE PUBLIC INTEREST
As an artist, what is the most important thing I need to do now to bring the whole to life?
The Tempest considers the skills and abilities needed to survive the ‘New World’
and challenges our dominant perspectives. Many commentators have noted the possible auto biographical characterisation of Shakespeare’s Prospero’s and that he used
the role to promote his own ‘Art’.
The word art in Greek meant skill, or the practice of skills and was personified by
Daedalus the inventor. We still talk of the art of doing something well - cooking, gardening, football. The how of doing things, tekhne, has become technology, but now the
idea has less to do with the exercise of practical skill and more to do with power. So, we
loose the Art, practised by Prospero and Deadelus - an intimate and integrated relationship of art, technology and magic - in favour of cultural abstraction..
Although ‘cultured’, Prospero’s Art remains practical, inventive and virtuous. His
Art is employed to achieve supremacy over the natural world by holy magic and supernatural virtue- the absolute perfection of “Natural Philosophy” (Science). It incorporated astrology, alchemy, and ceremonial magic and its purpose was to redeem the
world of civility and learning. Its antithesis of black magic was the practice of his vile
opponent from the New World, Caliban - the ‘salvage’ man of Nature.
But that notion of art being virtuous actually predates the Greek word, areta, with
rta from an Indo-Aryan noun/adjective of the Rg Veda, and it is the root of many words
of virtuous quality.
Rta meant the dynamic process, by which the whole cosmos continues to be created - virtuously.
Here I make the link to what may be called ‘ecological art’. Ecology “... the study
of organisms in relation to one another and to their surroundings...”, derived from another Greek word, oikos, house, or dwelling.
To help me define ecological art and my own practice, I wrote the following:
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4.2 STATEMENT OF PRACTICE ...
ECOPOIESIS©: Creative Ecology.
To draw on arts processes, to question concepts, values, perceptions and practices
currently held by our society.
In cultural diversity and biodiversity, the aim is to further understand our relationships to one another and to our environment.
Through artworks and collaborative projects of many media, we need to envision
and invent systems, networks and capabilities that value future generations.
Developmental experience and management skills from community, industrial and
commercial contexts may contribute to creative ecological research / practice.
The practice generates dialogue to provoke critical debate, and this may evoke an
equitable community of enquiry, learning and care.
ECOPRAXIS©: Practising the art of Ecology.
4.3 DEEP ECOLOGY MOVEMENT
Embedded in that statement is the idea of creativity in its broadest sense being fundamental to both art and nature. This notion is made more potent by the concept of Deep
Ecology.
Ecocentric, not anthropocentric. A philosophy that enables its supporters to ask
deeper questions.
Arne Naes, the Norwegian philosopher, contrasts the difference between the Shallow and the Deep Ecological movements and we can see many of its elements entering
our consciousness:
“1. The Shallow Ecology movement:
Fights against pollution and resource depletion. Its central objective is the
health and affluence of people in developed countries.
2. The Deep Ecology movement:
(i) Rejects the human-in-the-environment image in favour of the relational,
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total-field
image. ...
(ii) Promotes Biospherical egalitarianism - in principle ...realistic praxis..
(iii) Advocates principles of diversity and symbiosis. Diversity enhances the potentialities of survival, ...
(iv) Anti-class posture. Diversity of human ways of life. ...
(v) Fight against pollution and resource depletion. In this fight ecologists have
found powerful supporters, but sometimes to the detriment of their total stand....
(vi) Complexity, not complication. ...
(vii) Local autonomy and decentralization.”

4.4 WATER & WELL-BEING
So, an art of the highest utility? Perhaps, this is a learning-focused type of creative
education that Fritjof Capra has developed from Steiner to ‘ECO-LITERACY, or Susan
Lacy’s ‘Service Art’. Or Sculpture Chicago’s “Culture in Action”.
Anyway, I am pleased to say that the Manchester Metropolitan University embarked
on a programme of Social & Environmental Research Practice, thanks to Professor
Margaret Harrison. The Faculty of Art and Design recognised that a number of individuals were researching and pursuing their arts through similar themes and saw the
potential for issue-based development. From this “Water & Well-Being” was set up by
a fine artist (Mel Chantrey), a landscape designer (John Dyke), the Director of Arts for
Health (Peter Senior) and myself.
Within a year, we have each developed and diversified our individual practices,
while contributing to the central theme of studying the creative use of water in the public
domain.
W&WB has initiated and been invited to join many pure and applied research
projects. These include:
- Designs for fountains and water sculptures,
- Neuro-physiological experiments into the effects of water on people,
- The psychological role of water in environmental contexts
- The creative use of water in Psychiatric Care,
- A History of Landscape Design in Psychiatric Institutions,
- A Celebration of Water Features in Manchester.
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My work includes new developments in ARTS for HEALTH - with a particular regard to
Social Inclusion and the development of a Creative Health Strategy. And with regard to
water, I am developing three Research/Practice projects concerned with Microbiology
and Climate Change:
Dialogue with Streamers: Drawing with Algal Biofilm Flow Forms ©
With the introduction of Health & Safety legislation to minimise the risk of waterborndiseases (such as Legionella), artists and designers of water-based public artworks
currently rely on approved (BS / ISO) mechanical filtration systems and regimes of
chemical purification to inhibit the growth of algal and bacteria biofilms. This strategy
is normally considered separately from the aesthetic purpose of the artwork. With r e gardto Leonardo da Vinci’s designs for sewage systems and current mathematical
modelling and flow analysis simulation, this study considers the integrated management
and control of biofilm within the design process, thus developing a sustainable
aestheticand practise for practical application.
Ethic Cleansing: Including the Excluded ©
In the 1970’s advances in the technology of scientific instruments prompted a rapid
increase in the discovery and registration of new bacteria. By the end of the decade, as
a matter of expediency, the names of 250,000 ‘species’ were purged from the taxonomic classification of bacteria. A constant 25,000 remain recognised. In the name
of cleanliness, our culture continues to pollute water systems with biocides to rid
itself of the ‘other’, the unclean, while society is fed on fear and antibiotics.
Through the publication of a rediscovered bacterium, a name will be identified and
restored. An installation of scrolls will reveal the bacterium in its taxonomic and
ecosystemic contexts. A counter memorial set of scrolls will name the ‘disappeared’
taxonomy of bacteria. The Latin, taxonomies will be set to a chant and performed from
the scrolls.
This bacterial rite of passage maps a metaphor to resonate with cultural actions at
the macrobiotic scale.
A Drop in the Ocean: A Trace of Life ©
This ‘live’ artwork will trace the journey of a water- born bacterium from Manchester’s River Medlock to Liverpool, in time for the Society of Ecological Restoration’s
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Symposium, and then through the Irish Sea to the North Atlantic Drift where itevaporates into the atmosphere and is blown South down the USA to fall as rain and
flow into the Chattahoochee River, passing Atlanta in time for an exhibition at the A t lanta College of Art Gallery in October 2000, then down to the Gulf of Mexico where
it follows back across the Atlantic Ocean in the Gulf Stream, evaporating again and
precipitates on the Pennines to flow back to Manchester, via the River Medlock.
Conceptually, it is possible to detect our bacterium, and many others, at each water sampling on the journey. Is the Ocean that separates our two cultures not the thing
that connects the UK with the USA? Is the dynamic weather system more important
than terrestrial closeness? Can a bacterium survive the different states of water (liquid,
solid, vapour)? Dose the presence of bacteria with the ability to swap genes and evolve
according to need suggest that climate, itself, is a biological phenomenon?

4.5 INTERDISCIPLINARY RESEARCH INITIATIVES
One of the most important achievements for Water & Well-Being, has been the methodology/practice that has evolved. As many of you are aware, the debate about what may
or may not constitute research in art continues to be a thorny issue. I am not going to
pursue that here, except to acknowledge that each side could learn a lot from the other.
The name, Water & Well-Being, has become synonymous with our understanding
of what arts research / research in art might be. From an inter-disciplinary viewpoint,
our small unit involves all the Departments in the Faculty of Art and Design It also
works across the different Faculties within the University, so we are able to work with
quantitative methods from the Natural Sciences (water) and qualitative methods from
Social Sciences (well-being). The ampersand (&) is what we contribute as creative
catalysts - bringing the other disciplines together. This is largely achieved by not concentrating on departmental discipline, but by focusing on the issue at had, be it practical
or philosophical. Each is embedded with its own aesthetic.
This diagram starts to map a possible set of relationships, based on Fritjof Capra’s
synthesis of elements existing in all living forms.
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& arts synthesis creative process

INVENTING THE FUTURE

5.1 A CONFLUENCE OF IDEAS
Finally, I would like to consider an art of creative ecology and its contribution to Waterfronts of art in the context of climate change. Each of the following elements must be
considered embedded within the others and of no greater importance.
5.1.1. The processes of urban development and regeneration must be understood in terms of its social AND ecological implications for the transformation
of the city to be sustainable. < COGNITIVE PROCESS >
5.1.2. The public artist’s role in this context is to act “on the urgency of the
moment” [Helen Mayer Harrison & Newton Harrison]. A prime activity is the development of
creative relationships between diverse disciplines to generate
the capabilities necessary to invent solutions for dwelling. < PATTERN POIESIS>
5.1.3. The support from higher education is crucial for the development of artists to contribute to the generation of a ‘community of enquiry’. Artists need to
learn how to be creative practitioners and how to care. Institutions need to be
dynamic ‘learning
organisations’.
<DISSIPATE STRUCTURE
5.2 CLIMATE CONSIDERED
Tell the Story. It’s a creation myth for survival.
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First consider climate as a biological phenomenon.
Then ask ‘what is our part in this?’
The unpredictability of weather suggests that it is
Not a question of cause and effect,
But perhaps,
A Dynamic symbiotic, structure, pattern and process.
Now consider the part played by water.
Anaerobic organisms evolved from the first domain
Hosting cells to respire to create a new atmosphere.
Forming themselves to become the second domain.
Is our survival to be a reaction to climate change,
Or a response to climate evolution?
What part will water play then?
5.2 NOT KNOWING THE ODDS
As an allegory for enquiring of the Old World through our attitude to the New World, The
Tempest also examines our fear of the unknown. Not just fear of embarking from the
safe harbour of knowledge across the sea of uncertainty, but of the unpredictable changes
that transform our familiar world into the unknown. Columbus’s New World put the
known world into a new context. It questioned old belief systems and in so doing, it
generated great fear of uncertainty. No wonder that Descartes, the great mathematician, cartographer and philosopher found refuge in the clockwork mechanism.
This is illustrated by the Renaissance fashion for Apocalyptic visions and Leonardo’s
late drawings of the Deluge also show this preoccupation. Water becomes a frightening phenomenon in violent climatic conditions. His aesthetic, however, was to envision
this as the stuff of life. He continued to invent and create with pathological optimism,
knowing his ultimate fate in the face of Natural forces. And with regard to our response
to Climate Change, or Climate Evolution, I suggest we follow his example. He wrote on
the subject of morals:
“Now you see that the hope and the desire of returning to the first state of chaos is
like the moth to the light, and that the man who with constant longing awaits with joy
each new springtime, each new summer, each new month and new year - deeming that
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the things he longs for are ever too late in coming - does not perceive that he is longing
for his own destruction. But this desire is the very quintessence, the spirit of the elements, which finding itself imprisoned with the soul is ever longing to return from the
human body to its giver. And you must know that this same longing is that quintessence, inseparable from nature, and that man is the image of the world.” [ L e o n a r d o
da Vinci - (1162)]
David Haley, August 1999
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Graham Roberts
Regeneration X. The Artistic
Factor
The eminent architect Richard Rogers, in a recent lecture, gave his predictive view that;
«buildings, the city and its citizens will be one inseparable organism… and our
present concern for single objects will be replaced by a concern for relationships».
Thus with public art in the regenerative context. Our concern for the art object should be
replaced by a concern for the relationship of artistry and imagination to the urban design
process.
I am an artist and an art programme producer. As an artist I work mainly with light,
graphics and the digital image. Currently I am making images for large-scale public
place projection and investigating sensor driven interactivity in my light sculptures. I
collaborate with architects as a matter of course and I enjoy the symbiotic nature of the
relationship. As an art programme producer I conceive public art programmes for capital schemes, almost exclusively within the context of urban regeneration programmes.
I assemble the cast of players and I design in methods of involving the public. I like this
work.
I have many years experience in the public art field. In 1986 I founded the public art
agency for the UK’s Yorkshire region, and I served as its Executive Director for twelve
years, but my professional involvement with public art really began in 1984 when Yorkshire
Arts Association, a regional arm of the Arts Council, appointed me as the region’s first
Public Art Officer. Prior to that my artistic practice was mainly in the fields of photography
and printmaking and quite a bit of what we then called community art. But I got the job,
I believe, because of my enthusiasm for the enlivening role of art, and of the artist, in
the built environment and the notion, perhaps amusing to some, that in an urban design
context artists could be the first authors of form and that architects, engineers and other
design professionals could use their skills to help realise the artistic vision. Now I
appreciate that this needs a considerable amount of qualification. I know for instance
that arguments about professional primacy and hierarchical distinctions of the status of
artists, architects and engineers are self-defeating. I know also that the opportunities to
be truly artistic in the built environment are few and far between and, in the UK at least,
I think I know some of the reasons why.

This paper has been adapted from a talk that I
gave at The Building Centre in London in
1998. That talk, entitled ‘Urban Fiction’, was a
part of the Creative Collaborations series
devised by AXIS.
Most of the images in this paper are from my
own photographs. Colleagues in Australia and
the USA have supplied others.
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My contention is that the ambience and the social prospects of our towns and cities
would benefit greatly from an injection of bold imagination such as that displayed here
in this interactive neon project for the Miami Light Rail System in 1984. In this work, by
American artist Rockne Krebbs, the neon activates in response to the movement of
trains crossing the bridge.
This ingredient, imagination, has been removed from our thinking by, on the one
hand a profit driven private sector more than willing to compromise good design for
short term gain, and on the other hand, by a timid public sector scared senseless by the
prospect of frightening development away and paranoid about an imagined public
disapproval of contemporary art and innovative design. These factors and groundless
fears have produced a design mentality that is risk-averse within a culture of
institutionalised dullness. To break free we need to enlist the support of our most
imaginative artists as conceptualists at the earliest stages of design. This can be achieved
through application of simple low cost techniques. For instance, in the UK the process
of local authority development control for most major schemes should include provision
for artistic thinking to be applied to design issues. Creative ideas generated within this
artistic potential review process could then be put to the developer informally or, if
necessary, formally via Section 106 ‘planning gain’ agreements.
Who really designs our buildings? Not architects. They are too frequently merely
‘space accountants’ whose aesthetic parameters have been pre-set by the cost driven
dictates of their clients or, more likely, by those, such as pension fund managers, who
provide development funding and whose agenda is cost-driven. One US fund manager
recently wrote, in ‘Fortune’ magazine, «I’m not sure office buildings are even
architecture, they are really mathematical calculations, three-dimensional
investment».
Depressing isn’t it. Particularly when we see the rare outcome of commissions from
bold clients such as the Guggenheim in Bilbao with which we are all probably familiar or
the wildly exciting proposal by Daniel Libeskind for the Imperial War Museum of the
north in Manchester. A proposal so far too wild, too imaginative, for the UK National
Lottery.
But I digress and I want to show you some of the amazing projects that artists are
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involved in around the world. I shall begin in England with a completed project in
Manchester.
On behalf of the Trafford Park Development Corporation I commissioned this landmark
work, ‘Skyhook’ by Brian Fell. Made in steel Skyhook is representative of the heavy
engineering heritage of Trafford Park, an industrial area that had been in sharp decline
since the mid 60’s. ‘Skyhook’ now provides a metaphor for the regeneration of the
dockside area and is the centrepiece of an art programme that includes works by SITE
and by Adrian Moakes.
This year and next I will be managing ‘Chesterfield Suite’, my programme of new art
and new music that forms the core of Chesterfield’s regenerative ‘percent for art’
programme. Chesterfield is a small city in the North of England, where the Council
prioritises public art and uses its powers under Section 106 of the Town and Country
Planning Act to ensure that developers support its public art policy.
One of the artists that I have persuaded to work in Chesterfield is David Mach, well
known in the UK for his monumental brick train and for this piece, ‘Sumo’, seen here
outside Euston Station in London.
The community involvement in ‘Chesterfield Suite’ comes mainly from the work of
Nicola Atkinson-Griffith who’s art requires the contribution of reminiscence from local
people and from composer/musician Stuart Jones who is writing a piece of new music
to be performed simultaneously by four brass bands.
One of my speculative projects, this time in Leeds, is ‘Signs of the City’. This is an
ambitious attempt to re-write the visual iconography of a major city. To create a new
visual identity of signs and symbols through the agency of three aesthetic masterplans
for the three main highway corridors. These masterplans are to be drawn by artists who
blur the distinctions between the professional practices of art, architecture and landscape,
such as Daniel Libeskind, Martha Schwartz, Richard Goodwin and Kathryn Gustaffson.
The masterplans will include major sculptural events in the landscape and a number of
smaller scale commissions for local artists.
These are examples of the type and style of work that has inspired my thinking for
’Signs of the City’.
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In Sydney the leading Australian sculptor Richard Goodwin made this sound reduction
wall for a new suburban highway. The imagery looks abstract but in fact it draws directly
on the engineer’s schematic for the city’s highway system.
In Florida, Martha Schwartz has produced an undulating, mile long sound reduction
wall for Miami.
Pietr Kowalski’s wonderful sculpture occupies a roundabout on the outskirts of Paris.
I devised ‘Signs of the City’ to be a key component of the city’s ‘Geways and Corridors’
regeneration strategy and the city made nearly £ .5 million available as the matchingmoney requirement for a bid to the National Lottery for £4 million. However, at the time
of writing ‘Signs of the City’ is too ambitious, too daring, for the National Lottery whose
assessor drew the absurd conclusion that «artists would be overburdened with the
ambitions of the project and that the Lottery’s money might be at too much risk.»
What, I ask you, is the Lottery for if not to support artistic ambition and to take risks. My
thinking was also influenced by the fact that many major aesthetic and procurement
decisions in the city [any city] are routinely taken by junior technicians in the city’s
highways department. For instance, a £1million can easily be spent on standard items
from a street furniture catalogue but nothing can be found for an artist to design a small
family of bespoke items that will raise the aesthetic stock of the city.
Here are some more good examples of contemporary public art developed within
the regenerative context.
Marilyn Zwack’s designs for bridge support were created in consultation with the
Native American community, whose Phoenix, Arizona homes were close to the new
freeway.
Similarly, Judith Baca’s delightful LRT station was created with the involvement of
local Los Angelino youth.
In Melbourne, the Australian city where ‘percent for art’ operates better perhaps
than in any other city, the downtown area benefits from works as sophisticated as Akio
Makigawa’s ‘Time and Tide’ sculpture and from Simon Perry’s marvellous ‘Public Purse’
which sits outside City Hall, posing a wry question about the use of public funds on
public art.

116

Also in Melbourne the ‘percent’ allocation is pooled up and each year the city
departments discuss an art project that will serve their own departmental agenda. Here
the cleansing department worked with a choreographer to devise the Trash Tango, a
cavalcade of garbage trucks that promoted the services of the department and provided,
in their opinion, the most positive publicity for the department. They are now ‘full-on’
‘percent for art’ because the art served the public agenda.
We would all accept that successful regeneration addresses matters beyond the
merely physical. We need to work with the regeneration X factor – the imagination of
artists. This will add value to the process of regeneration and will make our towns and
cities more interesting, more exciting, more liveable places.
When urban fact makes dismal reading, we need the urban fiction of artists to raise
our spirits. To show us what might be. And we need the help and co-operation of many
others to make it real.
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The Presence of Absence in
Contemporary Art Practice in
the Public Realm
Carole-Anne Davies
A year ago this week, like a lucky (or unlucky) child coming of age, I inherited CBAT an
organisation with a considerable reputation for object based art in the public realm.
A decade of environmental improvements, school playground enhancements and
stand alone works implemented under a Percent for Art mechanism within the constraints of complex funding and expectation my colleague Wiard Sterk described earlier, and subject to the need to fulfil an agenda of tangible transformation.
Within the context of regeneration the current discourse in public art is attached to,
surrounds and is obsessed by the object, the monument. War memorials, commemorative gardens, pocket parks, the physical transformation of public space and the use of
artists in ‘urban regeneration’. This is hardly surprising given the generic pedigree of art
in the public realm stemming from Sienna, Florence, Milan and other great cities where
the Medici’s, d’Este’s and Borgia’s formed the original and most formidable Development Corporations of them all.
We the administrators, curators and commissioners, make strong claims in defence of our objects and monuments - they engender ownership, cultural identity, they
bring about enfranchisement through cultural capital and empowerment. And above all
we please the developers, investors and regenerators with tangible products they can
endorse as good value for money and support of the arts and cultural economy. We
feed their rhetoric in support of claims that a civilised, stimulating environment engenders and supports a civilised community of fine and upstanding citizens. Moreover we
strengthen these claims with our proof that the objects and parks must be successful
because they are not damaged or wilfully vandalised. But we never question whether
this is truly due to a strong sense of ownership or sheer indifference, after all the transformation of urban space in Britain forms the ultimate irony. We do not permit the selling
of birds, skating, extensive street performance and many other spontaneous public use
of space.
The current discourse and our involvement and therefore perpetuation of it, fails to
acknowledge the necessity for absence, for a little less permanent monumentalism in
the public realm, and for the need perhaps to step out of the self perpetuating cycle of
grants, lottery bids, project funding, millennium commissions and regional regenera-
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tion, before we are wholly responsible for a generation of civic artists perfecting a nifty
line in memorials, street furniture and Quayside seating - two for the price of one!
What of our attention to those artists whose work is overwhelmingly relevant to the
contemporary public sphere, yet does not centre on objects, or permanent interventions of the traditionally recognised kind. Let us examine a few and see how they fair in
the brave new world of regeneration, access and public partnership. Let us look at the
different ‘publics’ they engage in these non-works and anti-monuments.
Melanie Jackson - Lathyard, CBAT 1998. Land of Cokaygne at Ffotogallery, Cardiff
Melanie Jackson work with CBAT involves the investigation, exposure and re-presentation of powerful fictions, converted over time to apparently unquestionable truths.
Jackson’s Llathyard project responded to a geographical area around Cardiff Bay,
loosely adhering to the line of the River Rhumney, one of the three rivers flowing towards the Severn Estuary near Cardiff Bay. The work involved curating and implementing a city wide outdoor exhibition of significant images, placed at Ad sites in standard
bus shelters, the production of multiple postcards and of banners by school children,
carrying their own message.
The presence of advertisements and other promotional imagery both overt and subliminal has rapidly increased. In all our cities we are surrounded by proclamations to
consume, visit, purchase and possess. The sophistication of the imagery is testament
to the increasing visual literacy of the ‘public’ and the dialogue between marketeer and
consumer.
In Cardiff at the time of the project and since, there exist a number of advertisements for the city itself, which reveal a more specific position - one of transformation,
industrial reform and urban regeneration. They call attention to an atmosphere of transition in ‘Europe’s youngest capital’ and issue a mantra of development, of progress.
Many of you will be familiar with this mantra as it was especially effective during the
transformation of ‘España’ in the event of the Olympic games 1992.
For Lathyard images commissioned from eighteen artists including Melanie, were
inserted at sites bordering the waterfront development area, residential areas on the
edges of the bay and at points along specific historical or cultural routes. The images
were to reflect the artist’s interest in the public and private aspects life, to perhaps make
something private public, or to reveal aspects of our collective public and private personae.
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Land of Cokaygne at Ad site near Cardiff Castle
The image used by Melanie herself was ‘found’. It details a freak of nature documented
in the teratological collection of the National Museum of Wales, Cardiff. An apple perfectly formed yet miraculously growing from the trunk of a tree.
In Celtic legend Avalon or apple-land is the precursor to the Christian association of
apples with Eden, and therefore paradise. In the late middle ages the English conjectured that an earthly paradise was located in the west, a land which they called Cokaygne,
evidence of which could be found in cargo washed up on the coast of Wales. Wales is
of course west of England and Cokaygne rapidly became a derogatory term for working
class sloth. Embedded in class stereotypes it was used to describe those who wanted
reward without labour, paradise without earning it. This perfectly formed genetic mutation echoes the social perversions and unconscious desires the mythology made manifest and point up its residual presence in contemporary life. It was placed near Cardiff
Castle, the large and fantastical permanent manifestation of the wealth of coal and
shipping magnate the Marquis of Bute, made on the backs of the apparently resentful
working class sloth of the Welsh capital.
The ad sites were already perfectly established for showing artwork. The placement
of images at these sites called a halt to the bombardment of advertising imagery and
made visible images of an entirely different order and meaning. Like the ads they replaced for a month, they are a temporary intervention, which makes no indelible claim
on communal ‘public’ space.
In addition to the sites the images were reproduced as multiples in postcard form
and made freely available in their thousands throughout the city at cafes, bars, shops,
clubs, libraries and post offices. The recognition of the images, their humour, thoughtfulness intimacy and sheer mind boggling meaning was absorbed and the entire city
media proclaimed the project a success. In the midst of visitors to the European council
conference in Cardiff at the time we demonstrated the sophistication and cosmopolitanism
of our city. Our insight and vision in using artists in the city was tangibly rewarded.
However an extension of the project involved Melanie in work with children at a
nearby school, on the fringes of the freshly regenerated Bay area. As well as making
artworks in banner form, the artist found herself amid hungry, socially disenfranchised
children often waiting for absent parents and fending off bullies.
The area around the school has few public services, no public telephones in order,
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inadequate post war housing, no safe parks, streets or other communal area. There
were no Ad sites, as no bus shelter survived for very long before being destroyed. Less
than three miles from ‘Europe’s most exciting waterfront’, the area resembles a slowly
recovering war zone.
Vinyl banners designed by the children carried their thoughts, aspirations and fears,
One read I can’t go to sleep at night without praying to God that nothing bad will happen», another «I would like to tell the world I will be an astronaut»
There are no images of the banners for they were in place just twelve hours before
they were systematically slashed and cut down. Art is not what was needed here it
seems and our claims for enfranchisement and empowerment are instantly rejected.
Caught up in the constraints of time and a civic agenda for visible park activity, our
misguided mission of enlightenment is revealed and we are for a time, stunned.
Jochen Gerz Language Plaque at the Harburg Monument Against Fascism 1986 1993, Hamburg.
« The single most important factor in my life remains the war I didn’t fight» Jochen Gerz,
Paris, 1989
Gerz was born in Berlin in 1940. At four years old the smallest in his family, he
escaped from his bombed home through a cellar window and watched while the fir
trees burned like candles to the ground. Rendered deaf through the shock of the explosion he recovered his hearing within a short time. His speech however, also lost as a
result of this «unreal silent situation», did not return for a year. At five years old he
proclaimed that he had lost his childhood and emerged with a consciousness of which
he was not previously aware. He emerged carrying the guilt of the crimes of his nation,
he did nothing in this war he says, but survive.
« We invite the people of Harburg and visitors to the town, to add their names here
to ours. In doing so we commit ourselves to remain vigilant. As more and more names
cover this 12-metre tall lead column, it will gradually be lowered into the ground. One
day it will have disappeared and the site of the Harburg monument against fascism will
be empty. In the long run it is only we ourselves who can stand up against injustice.»
Jochen Gerz & Esther Shalev Gerz Harburg Monument against Fascism text. The Column at full height
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Jochen and Esther Shalev Gerz were commissioned to realise a monument against
fascism. They entered into extensive dialogue with the citizens of Harburg the details of
which are far too complex for this paper. The resultant column was sealed in a lead skin
upon which all who came upon it were invited to write whatever their thoughts, feelings
and beliefs desired.
Man signing
Using the steel pens wired to the piece, many inscribed their thoughts. Others used
bullets, sharp tools and hammers to damage the piece. Some simply ignored it. Not all
the text was anti-fascist. When each section within reach was covered, the column was
lowered into a kind of sarcophagus at its base.
After Sixth lowering 1991
Eventually it was fully lowered and sealed above with a secure plate, only visual access
could now be gained, through a small glass slit in a steel door (a replacement for the
damaged glass door, which had been shot at).
After the Final lowering
The monument disappears, all its meanings, its own ageing process and its significance for generations to come, locked in a tomb in the centre of the city.
Remaining above ground is the plaque, reminding us that «In the long run, it is only we
ourselves who can stand up against injustice.»
The Bremen Questionnaire 1990 -1995, detail
Here Gerz collaborates with students, to the aim of a sculpture, which existed only for
those who imagined it.
Again Gerz questions groups of people, this time 50,000 people.
269 responded and decided to go on with the project. The work is derived from the
answers of the citizens of Bremen, from all social layers, to questions about art. A wide
range of issues emerged. Xenophobia, violence, fear of political violence, manipulation
and environmental destruction were recurring themes.
These people were considered and operated as co-authors of the work yet they
were the ‘public’. Many more ‘publics’ existed via the network of support used to publicise the questionnaire - Bremen Art Academy and University, the city’s cultural institu-
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tions, the daily newspaper, on TV, Radio Bremen and throughout the prison service. In
addition Gerz and the co-authors held numerous well attended public seminars. The
site for the piece was already established on the Smidt Bridge over the Weser River, as
a result of the public seminars.
The extent of the discourse of art in the public realm was far ranging yet one clear
signal recurred - that Bremen’s traditional object centred approach to public art was
redundant -to quote Gerz’ s text it was «feared rather than wished.»
The Bremen Questionnaire
In 1994 the foundation and the State Senate of Bremen approved the concept that a
sculpture in the public realm does not necessarily have to be or represent an object.
The piece was inaugurated in 1995.
The Monument Against Racism, Saabrücken Castle 1990-93
Gerz, again collaborating with local students created on the square of the castle a
monument against racism.
The artist approached 66 Jewish communities of former east and West Germany
requesting lists of their cemeteries in use up to the time of the National Socialist dictatorship. As a result the most complete list to date of Jewish cemeteries in Germany was
established.
Illegally, without authorisation and in the middle of the night, the students removed
cobblestones from the centre pathway of the square, leading to the castle, replacing
them with temporary stones. Onto each of the stones removed was carved on the
underside, the name of a Jewish cemetery. The stones were then replaced in the square
in their original positions.
In 1991 in the castle, once the headquarters of the local Gestapo, the council of the
region voted for the legalisation and inauguration of the Invisible Monument.
The lists increased until 1992 due to further information from the Jewish communities
and reached 2146. This informed the title 2146 Stones - Monument Against Racism.
The chiselled stones were returned to the central pathway in two stages and since
then have remained invisible to the viewer.
Signage
The Minister President, Oscar Lafontaine and other significant Jewish representatives
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inaugurated the piece in 1993. Signage for the piece was installed and unveiled during
the ceremony. A publication including all the cemeteries was produced.
With every work Gerz calls into question the very nature of art and the tools and
methods used within it. Every work questions the need for remembrance and seems to
bolster the need for forgetting and laying to rest. In every work he reminds us that it is
not the monument which provides salvation, but ourselves.
Stefan Gec
Natural History, Pilgrim Street Fire Station, Newcastle Upon Tyne 26 April 1995
On the 9th anniversary of the Chernobyl nuclear accident Natural History was premiered. Huge portraits, photographic reproductions on vinyl 4.5 X 3mtre each were
erected on a scaffolding structure on the roof of Pilgrim St. Fire Station, Newcastle
upon Tyne. The piece was 18metres long.
The portraits were of the first six fire fighters to die in the attempt to contain the
disaster at Reactor Four of the Chernobyl Nuclear Power Station. The men were allotted three minutes each to physically clear radioactive debris from the roof of the power
station. Their protective clothing, issued by the authorities was inadequate for the task.
The size and composition of the images relate to those used in Soviet countries.
They relate directly to Soviet iconography. These icons usually hail heroes and leaders,
however the six fire fighters were only briefly celebrated in the Soviet press at the time.
The images drew attention and diverse comment, some thought they were the pictures
of those on duty today, others a birthday prank. In any event a visual and intellectual link
was made between the dead men and the men on duty today - those still facing the
danger.
The piece was next shown in Derry in Northern Ireland and this East West move
traces the path of the fallout which drifted from Chernobyl in the spring of 1986.
Once Removed
Stefan’s initial visits to Chernobyl were met with suspicion and hostility until it became
clear that his aim was personal as well as professional, and the Natural History Project
was explained. The relationship between the artist and the firemen at Chernobyl, abandoned guardians of the sleeping yet still potent threat, suddenly shifted.
A button was cut from a tunic and presented to Stefan in a gesture of solidarity and
mutual understanding. This act formed the genesis of Once Removed.
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The loss of the original button in the process of casting into another material – one
representing material value - presented the artist with a considerable conflict.
Submarines
Around 1989/90 the collapse of the Soviet Union was in full swing and Stefan began the
first of a series of works in the public realm, related to historical this historical event and
to his personal exploration of his Ukrainian father’s displacement and exile. The project
is on going.
Stefan discovered that eight Russian Whiskey Class Submarines were to be
scrapped at Blyth shipyard in the North of England, Britains largest decommissioning
yard. The submarines were part of the Soviet Naval Fleet and had played a major part
in the early days of the Cold War.
Steel from each submarine was cut and made into eight large bells, installed on
a wooden pontoon surrounding one leg of the High Level Bridge spanning the River
Tyne.
Trace Elements, Bells
Purpose built wooden spurs were constructed to blend with the original structure and
from these the eight bells were hung.
At low tide the bells were left hanging and at high tide the river submerged them.
While underwater the flow of the tide activated the bell clappers and the vibrations of
their ringing were carried out to sea, travelling back to the shipping lanes
the submarines once patrolled.
In 1994 the bells were transported to other locations in Glasgow, Helsinki and
Derry, all coastal ports near national borders. These installations allowed the industrial
and political histories of both the cities and the material to merge. In particular it highlighted the movement of the submarines in the waters of the Atlantic, North and Baltic
seas during the Cold war, by reflecting their unseen journeys. At these sites the bells
were not allowed to become submerged and were housed in bell towers on dry land,
forces to stay visible.
Drawing for Buoy
Continuing the process of transformation and movement the metal from the submarines was again melted down and incorporated within the fabric of a fully operation
navigational Buoy.
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The Buoy marks safe shipping lanes, locates dangerous marine objects and entrances
to safe havens. The movement of Buoy, loaded with its cold war history will take it
through waters it once patrolled as a Soviet submarine, this time its function is a positive one, guiding vessels in the lanes of the Atlantic Ocean, North, Baltic and Barents
Seas.
Mc Allisters
The scale of the projects involved a great many publics. The workers fabricating Buoy
at McAllisters, members of the International Association of Lighthouse authorities, Trinity House London, Oxford Laboratory, Ormeau Baths Gallery Belfast, Trimble Navigation Spain, Ray Scrivens software, Locus+, Northern Lighthouse board and the UK Met
Office – the list is endless.
All these publics were involved, informed and enfranchised with their cultural capital
long before Buoy hit the public art world headlines.
Buoy and shipmates. Buoy at Sea
Aside from the positive and transformative aspects of Buoy are the personal notes from
a boy to his father. A father from a different culture and nationality, displaced, alienated
and keeping many stories hidden from his family.
Buoy was originally designed to come to rest at Murmansk, close to the town of
Stefan’s father’s home and to the area where the submarines were originally built.
The project has gathered so much pace that there is now a website and new software is being developed so that Buoy will be able to communicate atmospheric conditions.
This commemorative work is both an intensely private tribute to a fathers wartime experience and a son’s search for ancestral connections. It is also a very public, universally
shared exploration of the circumstances and activities of the Cold war, the connections
between the two and the process of placing the project in the public realm.
These projects engage numerous publics and operate on many levels well beyond
the agenda of regeneration and social facilitation.
Stefan Gec is currently working with Cardiff Bay Arts Trust at Cardiff’s most historic
shipping dock, the Oval Basin. The site is loaded with historical resonance, at first
created to fulfil the need to export enough coal to fuel the world and eventually being
partly filled with waste from one of South Wales most horrific mining catastrophe’s.
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Conclusion
These artists and others are dealing with the human, social, iconographic and historic
aspects of regeneration – not simply the physical structure which is largely objectified.
They are challenging the perpetual underestimation of audiences of all kinds, sometimes falling fowl of am all too aware «public», but nevertheless avoiding the dilute
agenda of «access».
We need artists like Jackson, Gerz and Gec not only to challenge and inspire us
with the courage of their exploration into cultural ideology, alienation and enfranchisement, but also to hold up a mirror to our own blinkered vision.
The current stasis in discourse is for me echoed in Melanie Jackson Project Soil &
Seawater: 0798 New York. The text demonstrates the narrow field of vision in current
discourse, hurtling towards the immovable object that is the regeneration agenda.
The text is as follows and is derived from a recorded exchange, via navigational
radio, between a US Navy vessel and a Coastguard:
A: «Please divert your course 15 degrees to the south to avoid a collision.»
B: «Recommend you divert your course 15 degrees north to avoid collision»
A: «Negative. You will have to divert your course 15 degrees to the south to avoid
collision.
B: «This is the captain of a US Navy Ship. I say again divert your course.»
A: «No. I say again divert your course.»
B: «This is the USS Lincoln, the largest ship in the US Atlantic Fleet.
We are accompanied by 3 destroyers, 3 cruisers and numerous support vessels.
I demand you change your course 15 degrees to the North or counter measures
will be taken to ensure the safety of this ship.»
A: «This is a lighthouse. Your Call.
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Wiard Sterk
Tale of Two Cities

»Public Art», just these two magic words, appear in a checklist of design issues
under the heading «Urban form and public space» in the report «Towards an Urban
Renaissance» written by the Urban Task Force chaired by Richard Rogers (Lord Rogers
of Riverside; page 74). It is also included as a condition in planning consents for
commercial developments in Cardiff, usually as «Public Art should be part of this
development», but lately also as «the developer should demonstrate a mechanism for
the involvement of a professional artist in aspects of the development, before construction
commences»(1). This latter phrase is an interesting one, though it still does not quite
resolve two important questions: «What is Public Art?» and «What function does it
have in Urban Regeneration?» In other words, why is it written into masterplans, since,
in my experience not everyone is convinced of the benefits of Public Art and few agree
on its manifestation.
As a result of the Strategy for Public Art in Cardiff Bay, the Urban Development
Corporation in charge of the regeneration of Cardiff’s former docklands - Cardiff Bay
Development Corporation - implemented in 1990 two important recommendations, to
ensure that Public Art would become an important part of the new urban space. It
required commercial developers to pay 1% of their development budget towards Public
Art, through a condition included in the contract for sale of development land, and it
established Cardiff Bay Arts Trust to manage these funds. The strategy document is
still worth reading, if only to get an idea of the economic optimism in Britain in the late
1980’s and the accompanying expectation of an enlightened approach to urban
regeneration. It demonstrates a clear commitment to the integration of original works by
living artists into the regeneration process, and how to provide the sums to pay for
these works It did not answer the question of what and why, other than in the broadest
of terms.
The way those questions were resolved, as so often in cases where there are unclear
or disputed answers, was through the various constraints: limitations on budget and
time, availability of a site, physical constraints of that site, imagination and expectation
of the client body, presumed reception by the general public and anticipated response
of the planning authorities. Oh yes, and it must be durable, vandal proof and maintenance
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free. And because the function of art in the new urban infrastructure was unclear, it
became often functional in other ways; seating, lamp standards, landmarks, landscaping,
memorials, gates or railings. In fact, this became an easy way to make art in the public
realm acceptable and understandable for the general public, the developers and their
accountants alike and convinced them of the merits and benefits of accepting or funding
these projects. It was often commissioned as a problem solver, to enhance a badly
designed public space, to resolve social problems, to enhance unsightly utilities and to
provide a marker of quality in a development otherwise lacking good design. The «art»
of public art however was somewhat ignored or taken for granted.
I have to be honest here, there are many projects in the public realm carried out
under the banner of public art, in which for me the aesthetic is not always the prime
importance. I remember a discussion with a developer who considered one particular
project in Cardiff Bay not to be art. He was surprised to find that I was willing to agree,
but that I felt it was an appropriate, amusing and memorable marker for a particular
road junction. He than confessed that he had always directed his clients to his offices,
by telling them to turn right at the junction marked by that particular work.
The fact that I, an arts professional, was willing to accept his reading of the work as
a mere orientation point, made him reconsider his view and accept the work also as art.
It successfully and imaginatively fulfilled a function because it was a unique and bold
creation and a good response to the complex nature of the site. He had unwittingly
found access to the work and his perception of art had changed. Understand me well,
I don’t deny the artistic value of the work, but I am willing to accept that a public work
adopts many functions and meanings, often beyond the intentions of the artist (2.).
While this provides us with one answer to the need and function of public art in urban
regeneration and some definition of what it is or could be, this kind of art only responds
to a very specific aspect of the urban framework: the physical infrastructure. Of course,
in an area of the city that is to be recreated, where the previous structures, social and
physical, are no longer prevailing and new master plans are being implemented, this is
all the artist is given to respond to. This art becomes a feature of the new infrastructure
just like drains, pavements or traffic lights.
However, there is another underlying force that demands further analysis and
explanation. While public art is now written into most urban regeneration strategies set
up by local and national governments, following the good examples of cities such as
Barcelona, Boston, Rotterdam and even Cardiff, the funding for these major infrastructure
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projects is often secured from the private sector, and Pension Funds are increasingly
the source of this finance. Traditionally in Britain Pension Funds have funded housing
and office developments, but they are now increasingly involved in infrastructure and
hospital projects through Private Finance Initiatives, or PFIs. Pension Fund trustees
are cautious investors and seldom take the lead on a project (Clark, Gordon L. and
Evans, John); they are the investing partner rather than the project developer, but they
tie their partners in the project into detailed contractual arrangements, to protect their
investment. This means that the project developer has limited room for manoeuvre and
will have to demonstrate the return value for every expenditure. For their Quantity
Surveyors, Public Art is hard to quantify, the artist is seen as a liability in the construction
process and the commissioning agency as another party that wants a slice of the cake.
Although the enlightened investor will be convinced of the quality and value that original
and artist designed objects can bring to the development, they will need to see proof of
this before they commit. The planning authorities may be committed to public art, but
this comes way down the list of public benefit investments they seek to obtain from the
developer and is, in Britain at least, often the most difficult to sell politically. I broach this
subject at the risk of boring you rigid and I know these may not be the things art is made
of, but if Public Art is or becomes a standard feature in urban regeneration processes,
then indeed, these are the issues that the commissioners and artists have to deal with.
Now let us consider an other aspect of regenerating urban space. Most of the time
urban regeneration is concentrated on brownfield sites; former docklands (Baltimore,
London, Gateshead, Rotterdam, Cardiff, Barcelona) or sites of massive heavy industry
(the IBA projects like the Emscher Park, Duisburg and other major cities in the German
Ruhr region). Once these sites were buzzing with the activity of industry and trade,
which steadily declined until little of its former glory was left. The regeneration
programmes are intended to revive their fortune, but in a contemporary concept: trade
becomes retail and leisure, industry becomes office and multimedia business, storage
becomes housing.
The benefits to the existing and often disenfranchised communities of neighbouring
residential districts are mostly indirect: jobs as «cleaning personnel, catering and security
services» (sic.) (Mutual Benefit Project Team Publication, Kop van Zuid Development,
Rotterdam), improvements to the surrounding infrastructure etc. But they have also to
put up with the noise and the dust of the building work, while their marginal status is
maintained and re-enforced. Jobs are often relocated from other areas, new residents
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(more affluent than the occupants in existing communities) move into the new housing
and visitors are attracted by the hype, the new leisure facilities, retail outlets and
entertainment centres. The area is reinvented and, to promote the regeneration, needs
to be realigned in our imagination (Hall, Tim). This becomes another function of Public
Art: «to commemorate the past and celebrate the future» (3.). In other words, to declare
the traditional character of the area dead and buried and to hail a new king.
Cardiff, Baltimore and Barcelona have reunited their cities with the waterfront,
Rotterdam is aiming to «relocate» the southern bank of the river Maas in the city centre
on the opposite bank. Public art is seen as one of the mechanisms assisting this
«relocation» and reconnection, which, after all is a perception, not a reality, or a «reimagination» of that space (Hall, Tim). But does this mean that all public art commissioned
within these regeneration projects is automatically implicated in this deceit? Malcolm
Miles certainly thinks so in the case of Cardiff Bay. (Miles, Malcolm) In Rotterdam the
advisory committee of artists refused to give advise regarding artworks to be
commissioned by the City Council in the Kop van Zuid development, because they
could not find a meaningful response to the sanitised, well designed, well planned area,
which includes a number of landmark buildings designed by major, international
architects, but from which is removed most of its recent history and former character.
Controversy surrounds every major infrastructure project, because it is bound to
destroy, displace and obliterate. Every regeneration programme is aimed at uniting or
reuniting two halves of a city; the undeveloped with the developed, the downtrodden
with the well off. This could be seen as a colonial act, whereby the affluent city centre
creates a new district for business and leisure, providing prosperity for the city as a
whole and enhancing its national and international status, while marginalising the existing
community, its culture and its character. But is not every act of creation also and act of
aggression? Is this not the character of a city, that it will renew itself from time to time,
either following acts of war, political change or severe economical decline?
Artists deal with these issues, highlight them, question them, offer alternatives or
make positive contributions in the hope of connecting past, present and future with
respect and understanding and on an equal footing. Karin Sander in Münster during the
Skulptur Projekte ’97 demonstrated how a city centre is located in the mind and the
experience of the city and its life, yet does not constitute a geographical reality (Bußmann,
Klaus, et al.). This perceived centre can only be shifted by a relocation of the experience
of that city.
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Krzysztof Wodiczko views the city as a massive creative process, to which the artist
should contribute. He contrasts the opposite sides of the social construct of the city; the
haves and have nots, the indigenous resident and the newcomer, the dominant order
with a new and emerging order. Many of Wodiczko’s projects aim to give a means of
expression to the outsider, assisting them to cope and to communicate on a more equal
basis with the dominant culture. Immigration, by the way, is a hallmark of urban
regeneration. Docklands are traditionally the domain of the sailor who settled in a port
he visited, initiating the establishment of an immigrant community, which attracted others
of similar cultural background. Cardiff Bay for instance still houses the oldest multicultural
community in Britain. Those that move into the new housing developments in the
regenerated district are the next wave of immigrants, or, to come back to an earlier
analogy, settlers in a new world.
Andrew Leicester creates new infrastructure, creates physical space out of a social
construct, while Mags Harries re-enforces and extends those social constructs in most
of her work, offering a new experience of a familiar environment. In this paper I do not
intend to discuss their work to any great length, because that would require more time
than is now available and at this point I merely want to demonstrate that artists contribute,
are part of, enrich and expand cities on all their manifestations and can respond to the
complexities of regeneration, without alienating or ignoring the extant social complexity,
the history, culture and character of the regenerated district, without merely placing
pleasing and useful objects in ur ban open spaces. However, my question at this point
is, will those responsible for the delivery of these regeneration projects dare to support
this kind of contribution from artists? Within the realm of Private Finance Initiatives,
Masterplans and Urban Planning I think this is quite unlikely; the functional object will
prevail because this object can be drawn into a plan and quantified, even if it comes in
rather expensive in some opinions.
However there exist a number of regeneration projects where artists are brought in
specially to help planners, scientists and engineers resolve problematic issues. The
province of South Holland in the Netherlands invited Helen Mayer Harrison and Newton
Harrison to assist in developing a policy on the preservation of the «Green Heart», a
large area of open and agricultural land, enclosed between several of the largest cities
in the Netherlands (Oerlemans, Hans et al.). They were asked to put forward a strategy
that would protect this area from the urban sprawl and to maintain it as a natural resource
and providing the area with a strong identity that would help it withstand the onslaught

132

of urban development.
And with such artists as Josef Koudelka, Olaf Nicolaï and Auke de Vries together
with a group of scientists from various backgrounds, the Harrisons were invited by the
state of Sachsen in Germany and the cultural programme of Siemens, to look at a
massive area stretching from Leipzig south into the Czech Republic, which was
devastated by Browncoal and Uranium mining (von Kraft, Predita et al.). The enormous
open cast mines - abandoned not because the need for the raw materials had diminished
or the mines were exhausted, but because the reunited Germany could politically no
longer justify the destruction of its landscape on such a grand scale - will fill with water
over a period of 30 years. A new landscape will emerge, dominated by large lakes and
the artists were asked to give their vision of how this landscape should be given form
and provided with a new identity, replacing the one that was obliterated with digging
machines that seemed to come straight from the imagination of George Lucas.
The title of my paper is a Tale of Two Cities, an overused analogy. However it seems
to me that the major role of the artist in any regeneration process is in highlighting a
divide and thereby suggesting ways of bridging this divide. The divide can be between
many aspects; rich and poor, old and new, conventional and revolutionary, real and
imagined, coded and re-coded, limited and full of potential. «Of course», you will say,
«art is intended to communicate». But while it is a conduit for communication, art can
also negotiate on its own terms
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Ascen García, Ph.D.
BRIDGES AS ARTISTIC
ELEMENTS OF THE CITY
Our main topic involves the city and its boundaries and has to do with
Public Art, being oriented towards that subtle, fragile, ethereal line which
has traditionally separated art from technique. Objects projected and built
based on usefulness criteria are certainly different from those which explicitly exclude usefulness among their functions, for they belong to the
art world.
Coexistance of the fine arts within the city
The city has incorporated all cultural and aesthetic expressions that over
the centuries have transformed and shaped its spaces. Urban aesthetics
has always detected every single cultural change undergone by the city
inhabitants and has later reflected it through successive architectural styles,
thus contributing to the city monumentalization process; this was done
by substituting certain obsolete elements, incorporating new techniques
and devices, etc. All that defines the city as the transformed-public-space
par excellence, where temporal parameters may vary both its physical reality and its understanding of artistic production.
There are two basic aspects we would like to point out among the very
many factors which affect the city in modern times: its aesthetization and
its dynamization. City aesthetization is easily perceivable in architecture,
urban furniture and public sculpture. There has been an evident interdisciplinary connention in recent years which has enabled professionals to work
in fields other than their own. The late twentieth century city presents
itself as an active structure whose dynamization brings about a constant
recreation of its image despite the often minimum changes it may undergo.
As a result the city exhibits itself as a design product where urban planners, engineers, architects, designers and artists leave their signatures. It is
objective to state that there is a sort of «dictatorship» of designers which
ends up provoking a standarization of certain models which foster the
cult of the setting, the façade, the photo.

University of Barcelona.
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Political leaders seek the creators´ label in order to successfully meet/
compete with their ideal of what the city should be. Designs with a wellknown signature attached to them become specially relevant when acquiring urban furniture, architectural elements and bridges. When seeking a brand name in whatever discipline related to the building of the city,
it is required something more that just a building, an ordinary bench, a
street lamp, a simple trash container or a bridge, not only the fulfillment
of a certain political program or social needs, but also the author´s name.
And that is so because the city faces many competitors.1
Bridges have a significant role in the growing of cities, they constitute
part of those objects which integrate the urban puzzle. As an element designed to keep the continuity of the road, the bridge makes easy the pedestrian displacement above the interferences traffic often generates in
the city. A good example of this phenomenon can be found in the several
footbrigdes that cross the Barcelona Rondas.
It is precisely within this city model where, as Cullen2 says, a relational
art makes sense. This is a concept rooted in the urban work, easily applicable to all artistic expressions which involve space as their main issue, «where
every product, being architectural or not, becomes modified by its surroundings, either by fixed elements such as buildings or by mobile structures, namely social activities», together with any events or traces of ephemeral art dealing with time as a premise.
These events inevitably alter the inmediate surroundings. Let us focus
on the activities which took place last july at Plaça dels Àngels in Barcelona,
right in front of the MACBA (Museum of Conteporary Art of Barcelona), all
included in the summer festival Grec´99. For a few hours, the dance-andmusic show substantially changed the image of the building. Opposed to
the definition of the art work as a static entity, the MACBA became a reference point which interacted in a dual manner: as the setting in which a
performance was held and also as an actor deeply involved in the event.
Likewise, the audience, being spectators of the show, became creator and
object of the whole aesthetic experience.
Similarly, given the footbridge over the Segura river in Murcia, Spain,
which is located in the water wheel of the ancient flour mills, the citizen
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A. Remesar reflects on this topic in
his article Comencem a parlar
d´Escultura Pública, 1997 (unpublished text).
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It is wise to point out that we interpret this paragraph as the interconnection of the different art works contained in the city, where ephemeral
events also play a significant role.
Quoted in Torrijos, F, 1998:30 (see note
3).
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now perceives a new and distinctive panorama from the top of the construction. There is a visual axis established with the old bridge and having
the cathedral as the primary presence in the background, which dramatically changes the old view. In addition to this fact, it communicates the
Carmen quarter and the Verónicas market place.
So far we have depicted a consciously modeled city where the artistic
component plays a prominent role along with the urban planning itself,
and where bridges shape it to a great extent. Aesthetically speaking, the
city expresses itself through the transformation of spaces undertaken by
urban planners, engineers, designers and multimedia artists which make
true all kinds of proposals, ranking from the conception of art as an isolated, static, self-sufficient object to those in which «it is possible to consider the art work inside another art work, having the feasible option of
combining different elements in order to obtain a new effect, being this
process considered an art work as well.3 When attending local district and
quarter celebrations, it is easy to visualize how temporary settings, outdoor happenings, live music and popular dances along with the participation of the general public are capable of transforming the streets into
spaces which project a new image, different day by day.
The engineer´s poetics
Given the controversy about the artistic quality of bridges and the doubts
that frequently come up refferring to the convenience of going beyond
the functional, let us now take a closer look at what several well-reputed
authors have reflected on the so-called artist´s poetics. We understand
the concept of poetics, revisiting Pareyson4, as a specific taste which has
achieved the category of an art program. Along these lines, Vattimo talks
about the poetics phenomenon in the twentieth century, the manifestos,
the art programs, the theoretical postulates, and places their origin in the
romantic movement. This is not a new concept, but it is indeed a component of the arts which has been pointed out and valued by the critics in
recent years. The poetics forecasts, although it does not promote the arrival of art. It is up to the artist to construct the sustaining norm that gives
coherence to his/her activity. An explicit or implicit norm is indispensable
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for the artistic praxis. According to Pareyson, it is only efficient when applied along with the artist spirituality and if succesfully translates the taste
into operative and normative terms.
Since early periods, engineering has positioned itself within the boundaries of the rational work, mainly since it takes mathematical calculus as one
of its most power ful tools. However, what happens when the engineer
intruduces components other than the specifically technical in his/her
projects?
Let us analyze one example. The Bac de Roda bridge in Barcelona was
designed in order to overcome the railroad and thus connecting the Sagrera
and Sant Martí quarters. This particular problem was easy to solve and could
have been done by means of any of the existing prefabricated models. The
solution adopted was not at all conventional and consequently was awarded
the 1987 FAD prize in Architecture. From then on, this bridge has been
widely utilized by the mass media as an artistic landmark in Barcelona.
The author intended to do something more complex and appealing than
just a bridge, he wanted to provide the city with a symbol, a distinctive
structure. That is why such a conventional model (the bow-string) is not
anymore a reproduction of the original idea, but it becomes unique when
designed with two pairs of arches that allow to integrate the stairs and to
assemble accesses for pedestrians, together with the side balconies which
function as the sidewalk; this peculiar design provides the pedestrian with
an outstanding perspective from the bridge. A new look from a new place,
that means a new way to understand the city. Handrails and a sophisticated lighting system complete the harmonious setting in which a large
quantity of different elements get astonishingly integrated into a compact structure which certainly serves its main purpose. There are two readings of the bridge: before and after the crossing, two views clearly stated
by the lightning posts which mark its beginning and its end.
As a matter of fact, this particualar work has many features that make it
go beyond the functional, technical and aesthetic characteristics that make
us think of it as an expressive entity unconfined to one single interpretation. As it is described in «Obra abierta», the Bac de Roda bridge presents
itself as «a mistery that needs to be deciphered, a task that must be carried out, an enriching stimulus to our imagination».
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Let us move on to another example: the last one of the footbridges
built over the Segura river in the city of Murcia, Spain. Again, a variation of
the bow-string model which jumps across the river by means of a remarkable slope. As in the case depicted above, the bridge limits are fairly defined as well as the handrails and the translucent glass pavement, and also
a mosaic-type tiled finial on both ends which, along with the lightning
system, beautifully emphasizes the bridge´s silhouette. Once again this
example exceeds the conventional criteria applied to bridges. The footbridge itself is an invitation first to the contemplation and later on to the
analysis.
Nevertheless, the care about the aesthetic details when designing and
building bridges is by no means a contemporary issue. Nineteenth century
engineers reduced their arches to the minimum, calculating their curvatures with three or even five radii, thus aiming for a more appealing design. Even so, we must not forget that this approach to bridge design was
dependent on a deeply-rooted tradition: the functional dimension of the
engineering work.
«There exists in our field a tradition as long and deeply-rooted as the
history of civil engineering itself: the identification of beauty with functionality. The functional dimension of the work has subdued all others,
even the economical. The functional was and still is regarded as sacred, notwithstanding that often blocks out all other aspects of the
engineering work. Along with the functional, the conception frequently
starts from the constructive, the resistant or the economical, but
seldomly from the aesthetic. Nevertheless, it is nowadays, more than
ever before, that aesthetic values have acquired an importance in civil
engineering which vastly exceeds the narrow frontiers than functionality imposes upon the engineer´s technical work».7
In current western societies, which greatly live nourished by external appearances, it is commonly understood that the aesthetic component provides with an added value to the static, utilitarian solution given by the
bridge. The functional and the aesthetic have embraced each other and
looked back to ancient times where art and technology cooperated in order to give birth to the creative work.
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Rationalist tradition was born together with the first Civil Engineering
Schools when, back in the eighteenth century, J. L. Duran introduced the
functionalistic ideas thus imposing the use of materials depending on their
features and purposes. It was in this century when the old illusion of making usefulness, resistance and beauty compatible was definitely broken
and overrun with the opinion that coexistence of useful and artistic criteria ended up being far too expensive. Thereafter spanish engineers have
concertrated mainly on functionalism although their attitudes towards
the aesthetic problems have certainly been heterogeneous.
Running parallel to pure functionalism, there have been certain moments in history where decoration of civil works turned up to be a crucial
matter. By the end of last century, when spanish architect Pablo Alzola y
Minondo designed the San Francisco bridge across the Bilbao estuary, he
justified the need for «slimness and fine proportion» as indispensable components of a bridge along with some ornaments, although he specified
that «they must be essentially rational, never concealing its inner skeleton».
José Eugenio Ribera (1864-1936) strongly criticized his french colleagues,
such as Sejourné, arguing that his «architectural exquisiteness» entailed
unnecessary expenses. Likewise, he accused Perronet of utilizing too many
centers when designing his vaults, of reducing them too much, and called
his famous cornes de vâche «constructive artifices». According to Ribera´s
words, the best solution is always «the one that, given an equal resistance
and duration, requires the least expense» because «a good engineer´s duty
is to create structures, but an even better engineer is that who saves up
the biggest amount of pesetas».
Most engineers of that period apparently shared the same type of
thoughts, although their works are as dissimilar (both technically and aesthetically speaking) as Ribera´s and Maillart´s may be.
Swiss engineer Robert Maillart (1872-1940) designed gorgeous arches with
empty tympana always aiming for new aesthetic and more economical
solutions. Fernández Ordóñez considers that «Maillart, Freyssinet, Torroja
and Nervi are the most noteworthy names out of a family of engineers
who do not feel at all satisfied with the gradual isolation that civil engineering suffers from other aspects having to do with the search of beauty».
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Eduardo Torroja (1899-1961), another big name in spanish architecture,
invented and introduced the use of concrete sheets and plates. This discovery directly contributed to the typological transformation of vaults.
The Recoletos court and the Zarzuela racecourse in Madrid, together with
the canopy installed at the football satadium in Barcelona clearly show the
innovative accomplishments made by Torroja, all derived from his exploration of the many possibilities of concrete as a working material and his
tireless search of simpler forms.
In any case, it is fair to say that this flexible perception of the aesthetic
variable is by no means a radical attitude. Historic and cultural reasons along
with the tradition inherited from ancient times made Fernández Casado
state and promote «a humble attitude of asceticism and minimum consumption» and made Torroja consider «simplicity as a virtue». «Great engineers´ aesthetic concerns come to life when comparing their thought with
their work. Their declared functionalism reveals itself somewhat softened,
diminished by a praxis which is rarely as functionalistic».8
It seems to us that engineers not only have aesthetic inquiries but they
are in fact present in their work. Every single project is an act of creation
where the author, in accordance with the conditionings of the work, tries
to innovate as much as possible and gets involved in it in the most serious,
aesthetic, efficient, sensitive manner.
The spectator´s look
The spectator behaves differently in accordance with the object he/she is
looking at. Looking at a sculpture often requires the use of artistic codes
which the viewer can seldomly understand nor decipher. Consequently,
the viewer will refrain from expressing a personal, sincere opinion. Artistic
codes need to be changed and adapted to the intentions that motivate
the art work and according to the signs used by artists, many of them
obtained as a result of a long experimental process.
On the other hand, the spectator who contemplates a bridge very rarely
encounters this sort of problems. He/she understands the bridge as a public facility paid with public funds and hence belonging to him/her and his/
her fellow citizens. This sense of collective property causes that criticizing
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and expressing one´s opinions are unequivocally perceived as spontaneous, lawful and fair acts.
Nevertheless, whenever citizens comment bridges a dichotomy takes
place. First of all, there is a tendency to talk about a construction people
are clearly familiar with, an element which can be read with no difficulty.
The spectator deals with a form that serves a concrete purpose and whose
evolution through history has had a lot to do with the evolution of techniques and materials.
Secondly, and more than ever before, there is something about certain
bridges the observer feels unable to define and that causes a sense of
disturbance when he/she comes to the point of judging these works. A
bridge is no longer a simple construction accessible to all. Sometimes its
clean and robust silhouette moves the spectator because of its categorical
simplicity. A good example of this can be found in the bridge built for the
railroad that connects Huelva and Seville. Occasionally the excess of elements involved in its design puzzles the viewer who cannot elucidate
whether some of them should be regarded as mere ornaments or else as
pieces inherent to its basically pragmatic structure (see the Bac de Roda
Bridge case). Why does this dichotomy occur?
Finally there are three basic conclusions to be drawn from the previous
pages:
· While the artist during the creative process behaves as a revolutionary and destroys the status quo currently in use, proposing an alternative order, engineers cannot ignore their proffessional skills and
knowledge; in fact they support themselves upon this background
and sporadically find innovative solutions; this is done through research and experimenting with materials, forms and techniques.
· Bridges present values intrinsic to them that go far beyond the technical facts; they are often the result of a concrete artistic volition.
· Contemporary engineers seek, more than any other time in history,
expressiveness in their work.
· Bridges actively participate in a relational art which takes place in
modern cities.
These subjects shall remain open for dicussion. Where should the border
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between art and technology be drawn? There is no easy answer to such a
monumental question, specially when realizing that the building of today´s
bridges involves several disciplines and that these structures coexist naturally with other artistic languages which are also developed in urban settings. We detect, however, that a few architects and engineers become
trapped in the labyrinth of their own distinctive languages while others
happily manage to overcome this drawback and keep on inventing, according to the site and bearings, the special meaning of every city and the
program to be accomplished.
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Conclusions ?
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ART AGAINST PEOPLE.
STRAINS BETWEEN DEMOCRACY
AND PUBLIC ART

The main conclusion of this international symposium has been the need to meditate and to act adressing civic participation, especially in the context of proposals for
Public Art.
I believe that these conclusions are important because they show a shift in the
topics and methodological position of public art and they presume, also, to re-consider
of the artist’s role and of his/her training.
Is there a concept for Public Art?
We talk about Public Art but few definitions allow us to advance in its knowledge.
From my perspective, we can alocate the beginning of the concept in the work of some
of the urban studies pioneers.
Cerdà, in Barcelona, claims for the necessary public ornament for the new cities;
from 1897 Outdoor Art and of Urban Art are concepts used in some urban discussions
in the way to define a certain relationship between the urban plans and the insert of
works of art in the design of the city. The movement of City Beautiful outlines some
interesting considerations about this concept although good part of its results
concentrates on the development of a Power Dialectics through art and of architecture.
The philosophy of some artistic and architectural movements seeks to explain this
concept by means of the melt of the diverse arts implicated in Urban Design (Modern
Style, Bauhaus, etc).
However, the concept explodes after the IInd World War and the spanish architect
Josep Lluis Sert is one of the first that starts to talk agian about the necessity to integrate
art and architecture(vid. Anex)
The reconstruction of the European cities supposes a new balance among urban
planning, architecture and public art. The own exhaustion of the modern movement in
its inability to renovating the urban downtown in USA propitiates the emergency of new
practices and a revitalisation of public sculpture. The shift of perspective of Minimal Art
produces the emergency of the concept “public” in the interior of the sculptural language
and like Morris or Smithson outline, in parallel to the reconsideration of the monument
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concept, intrinsically associated to the sculptural practice in public spaces. The
preponderance of the “ site “, of the location, generates an enormous confusion when
deviating the concept toward a certain kind of “application of the art”, the “art in public
spaces.” (Remesar, 1997)
Obviously, Public Art is art in public spaces and in this sense it has to do with
environmental aspects, it supposes in many cases the public sculpture or public performances and it should be contextualized like urban art… but none of these categories
exhaust the definition of public art.
“The problems endemic to public art in a democracy begin with its definition. How
can something be both public (democratic) and art (elitist)? Who is the public? What
defines art or sculpture today for that matter? What makes it public -its essence, its
patron, or its location? … Do we discuss public sculpture in the context of art or urban
design or both? How can we approach to subject that makes news as an object of
controversy often than it makes sense to its primary audience “? does wonder Harriet
Senie in the introduction to her book “Contemporary Public Sculpture”.
Javier Maderuelo (1990) pointed out very wisely that the “ category of public art is
not a style [in reference to the different -isms that characterise the classification of
contemporary art] and it is developed independently in the ways, of the materials and of
the scales” (op.cit p.164) and Siah Armajani in a debate with Cesar Pelli (1986) settled
down “… the basic goal of the public art is to question the concept of creativity. Our
intention is the one of being citizens again. We are not interested in the myth that has
been created around the artists and for the artists. What we care is the mission, the
program and the own work. By means of concrete actions, in concrete situations, Public
Art has acquired a certain character. One of the fundamental beliefs that we share is
that Public Art is non-monumental. It is low, common and near to people. It is an
anomaly in a democracy to celebrate with monuments. A real democracy should not
offer “ heroes “ since it demands each citizen to participate completely in the daily life
and that contributes to the public welfare.”
Definetevely, such as the own Armajani pointed out, Public Art it should be analysed
in
1. - concrete contexts
2. - conferring it the social function of trasmmiting and formalizing social contents
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3. - understanding it like a social and cultural production based on concrete
needs
4. - endowing it of a co-operative character
Cities in competence
Each State is a case, each city it is a case. The logic of the fragmentation prevents
speeches of general validity able to explain the processes. When we talk of Public Art,
we usually stay in the level of the case studies, rather of the presentation of isolated
cases, without capacity to extrapolate at other discussion levels.
In the context of the theory it is stated the implicit of the impossibility of working
with meta-narratives, general discourses that allow to explain the reality with
independence of the concrete cases. Certainly this logic of the meta-narratives defines
the spirit of the scientific thought been founded in the s.XIX and based on the optimism
of the progress. However I would like to point out two important points in this respect.
1. - the emergency of the discourse of the “local” was claimed for the first time
from the field of the social sciences and from left and progressive positions. The
study of the specific aspects of the daily life was demanded in front of the excessive
generalisations of the particular disciplines.
2. - the development of the discourse of the local has been adapted by the neoliberal logic as central topic of a “meta-narrative” that seeks to demonstrate the
impossibility of tying the globalisation processes with the social and cultural
processes that take place on a concrete territory. While the space time of the
globalisation is that of the flow of information - always considered in an abstract,
generic and even metaphoric way - the space time of the concrete territory is that
of the survival and in few cases that of the resistance.
Obviously we are not still - I believe that we will never be - in the situation of being
able to breakaway the flow of the global processes from the concrete processes anchored
in the territory. The flow of the globalisation needs of the territory to exist. Or stated in
other terms, the globalisation - based on the liberalisation of the markets, the
computerisation of the productive processes and the foundation of the knowledge - can
be considered as a territorial model of the multinational capitalism.
A territorial model the which, certainly, overcomes the boundaries drawn by the
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long process of creation of the modern society, that is to say it overcomes the borders
of the national states, but it establishes another geography, another geo - politics that
forces the cities (the “significant” – talking in semiotics terms- more clear of the
globalisation processes) to be in permanent competition, it forces cities to act as main
economic agents of the system with the purpose of attracting capitals and investment,
at the same time that to maintain the rate of employment (although it will be in new
sectors and although in the terms of a Mickey Mouse Economy ).
Cities, anchored in the territory, exhibit they ability like the most active agents in
the expansion of the globalisation way of development. At the same time that being the
most appropriate scenario to implement urban development policies to improve the
residents quality life .
Role of Public Art
Which role does Public Art fulfils in this context?. Like Judith Baca (1983) one of
the founders of the group SPARC pointed out
“ Public Art is a vital part of every one’s
culture because it exists where people work and live”
If it is this way it, why Public Art is bound to the controversy between the artistic
practice and the citizen’s opinion? Rodin, Maillol, Lipchitz, Picasso, Oldemburg, Calder,
Segal, Serra…. and many other have had problems of these characteristics. The artist
sometimes attempts against the ethics and the likes of the employers.. Other he/she
confronts her/his idea against the population’s interests which will be its user or audience .
I believe that the situation was described quite well by Scott Burton (1985) “ Ours
is a transitional generation. May be the next one will be designers, public space designers,
plaza designers, park designers…. As an artist who is trying to address a problemsolving situation” or by Richard Kahan (1985) “We wanted to redefine the traditional
role of the artist and architect in design of public spaces. We wanted artists to actually
design space and not to be assigned spaces in which to do pieces of art”
The definition of this new territory among the art, the architecture, the design in
the context of the development plans or urban regeneration of the cities comes very
well expressed in the Birmingham’s Unitary Development Plan (1996): “ In order to add
variety to the visual environment, Local the Planning Authority will, in appropriate marries, encourage the provision of new works of art ace to part of schemes of develop-
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ment and will have regard to the contribution made by any such works to the appearance of the scheme and to amenities of the area. This approach will be of particular
importance in the case of major projects in prominent locations … [then] the natural
extension of this success is to develop the growing partnership between the public and
the private sectors in the promotion of public art … The range of possibilities for the
inclusions of artists and crafts people in any development is considerable: Street furniture, floor works, Walls, Roofs, Signage, Interior design, Glass, Fine Arts, Media, Live
Art, Land Art”
Many cities, all over the world (New York, Chicago, Seattle, London, Cardiff,
Barcelona, Paris, Marseille, Rotterdam…among many other), are using this framework,
based on the use of “1% for art”, in order to implement programmes and agencies
specialised in Public Art.
But, generally, most of these proceedings have been developed from an elitist
optics , for which the citizen becomes, simply in a passive receiver of the artistic solutions
or of design proposals. Contradicting the arguments of Armajani and other, “ The
popular image of the artist is that of an eccentric genius, creating his work in isolation
from other artists. This view of artistic activity is widespread among the general public
and even among the philosophers of aesthetics, art historians, and literary critics. From
this point of view, style reflects the individual’s personal idiosyncrasies - his character
and subjectivity” but Diana Crane (1987) points out very clear (…) “I will argue that the
most influential artworks are created within the context of styles that are shared by
members of social groups …. As a group phenomenon, a style represents a kind of
collaborative endeavour on aesthetic problems, in the sense that members follow each
other’s work and exchange ideas” (op. Cit p. 19) .
These Art Styles function as Cultural Networks characterised by
- draw upon a set of ideas
- a particular configuration of concepts and symbols
- the works of the members exhibit the characteristics of that style in varying
degrees, including all the justification statements about the style produced by
the criticism apparatus
In the same way, the well-known Spanish art critic J.A. Ramirez (1994) pointed
out the existent relationship among the artist, the style, the critics and curators like part
of an ecosystem regulated by economic and market conditions.
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In Bourdieu’s (1994) words the agents implicated in the production of a certain
style, as a cultural network, they share
1. - social position. The group takes party in relationship with the rest of the art’s
world and of the society
2. - dispositions (habitus) as generating principles of different and distinctive practices
3. - the “prises de position”, the elections that the agents operate in the domain of
their practice
The case of Public Art is a clear example of the operation of the styles like cultural
network and of the implication among all the agents that participate in the decision
making procedures. The program for Public Art in Barcelona, was designed partly to
strengthen the relationships of certain sector of the artistic production in Barcelona with
New York’s exhibiting system. That explains the presence of certain artists like Serra,
Pepper, Horn, Oldenburg, Juan Muñoz, Lichtenstein, Castillo… next to the works of
those denominated “Universal Catalans” (Tàpies, Miró) and the configuration of the
whole program in hierarchical strata, so much regarding the artists, as to the distribution of the works in the space of Barcelona. The “well internationally known ones” dominate the central space of the Olympic Barcelona; “the less well-known ones”, usually
local artists without much projection, depend many times on the specific program of the
districts.
Anyway, as well as J.Lewis (1990) points out “ the people who benefit from public
funding of art are, overwhelmingly, the educated middle class… all the surveys and
audience profiles carried out in recent years reveal the same thing; namely that the
barriers to most people’s participation in consumption of publicly funded art are class
and education” (op.cit. p 13)
In this context, Public Art policies are centered in the provision of works of art
coherent with the outline for urban development (of spaces and architecture) in the
sense that Zukin (1995) points out of increasing, through culture, the base of the real
state and symbolic economy so doing to facilitate the development of an “ innovative
milieu” that J.Verwijnen points out in his work in this same volume.
The frame in that this activity is given goes defined this way:
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Public art by and for the citizen
However many times we forget that the big difference between Public Art and art
in the Public Space consists in that the first practice should have as objective to allow
the citizens to have the control on the aesthetics of their own environment.
To have the control means, in terms of Zukin (op. Cit) to change the tendencies of
the processes of cultural identity from the global images backward to the local, from the
private institutions upward the public ones and from the media pseudo -diversity towards
the commonplace of the community.
Public Art becomes, this way, a civic and political process of enormous importance,
because must be the own citizenship and not the mediators agents, members of the
cultural networks, who defines the artistic styles, the one that consents to the definition
of the processes and flows of aesthetisation of the environment and exercises, through
a shared reflexivity, the control on his/her own destination expressed in the form of the
city.
The artist’s role should change. “Art often surprises, provokes and even angers
viewer. By definition, artists seek to express thoughts, feelings, and perspectives that
may never have been seen or heard before. In applying their unique lens to the society
around them, they can bring its problems and flaws into sharper focus. Just as they can
be the catalysts of beate and conflict, their insight can also promote understanding” (
Bond & Witt, 1995:3).
New expectations arise in the way the artist becomes a social facilitator helping to
generate that what M. Miles (1997) pointed out as new urban discourse that should
lead to an empowerment of the dwellers and to try to help in the execution of the Agenda
21 statements for the city. To do that the technical medation role is not useful, because
artist, like it happens with most of the other porfessionals, will act as an “expert”, technobureaucratizing the realtionship between citizen and the city. Facilitation processes, a
new approach to this activity, mean a clear positioning of the artist in relationship to the
“local agents” and the “innovation” expected to the “creative activity” should be an innovative approach in the processes and not a “repetitive innovation” in the language of the
art objects. The challenge is tehere out in the streets of our cities.
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Annexe
Nine Points on Monumentality
J. L. Sert, F. Léger, S. Giedion
“Que donneriez vous ma belle Pour revoir votre man? Je donnerai Versailles,
Paris et Saint Denis a es tours de Notre Dame Et le clocher de mon pays Aupres de ma
blonde Ou’d fait bon, fait bon, fait bon. --From an old French song,»Aupres de ma
blonde»”
1. Monuments are human landmarks which men have created as symbols for
their ideals, for their aims, and for their actions. They are intended to outlive the
period which originated them, and constitute a heritage for future generations. As
such, they form a link between the past and the future.
2. Monuments are the expression of man’s highest cultural needs. They have to
satisfy the eternal demand of the people for translation of their collective force into
symbols. The most vital monuments are those which express the feeling and thinking of this collective force-the people.
3. Every bygone period which shaped a real cultural life had the power and the
capacity to create these symbols. Monuments are, therefore, only possible in
periods in which a unifying consciousness and unifying culture exists. Periods
which exist for the moment have been unable to create lasting monuments.
4. The last hundred years have witnessed the devaluation of monumentality. This
does not mean that there is any lack of formal monuments or architectural examples pretending to serve this purpose: but the so-called monuments of recent date
have, with rare exceptions, become empty shells. They in no way represent the
spirit or the collective feeling of modern times.
5. This decline and misuse of monumentality is the principal reason why modern
architects have deliberately disregarded the monument and revolted against it.
Modern architecture, like modern painting and sculpture, had to start the hard
way. It began by tackling the simpler problems, the more utilitarian buildings like
low rent housing, schools, office buildings, hospitals, and similar structures. Today modern architects know that buildings cannot be conceived as isolated units,
that they have to be incorporated into the vaster urban schemes. There are no
frontiers between architecture and town planning, just as there are no frontiers
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between the city and the region. Correlation between them is necessary. Monuments should constitute the most powerful accents in these vast schemes.
6. A new step lies ahead. Post-war changes in the whole economic structure of
nations may bring with them the organization of community life in the city which
has been practically neglected up to date.
7. The people want the buildings that represent their social and community life to
give more than functional fulfillment, They want their aspiration for monumentality,
joy, pride, and excitement to be satisfied,
The fulfillment of this demand can be accomplished with the new means of expression at hand. though it is no easy task. The following conditions are essential
for It. A monument being the integration of the work of the planner. architect.
painter, sculptor, and landscapist demands close collaboration between all of them.
This collaboration has failed in the last hundred years. Most modern architects
have not been trained for this kind of integrated work. Monumental tasks have not
been entrusted to them.
As a rule, those who govern and administer a people. brilliant as they may be in
their special fields, represent the average man of our period in their artistic judgements. Like this average man, they experience a split between their methods of
thinking and their methods of feeling. The feeling of those who govern and administer the countries is untrained and still imbued with the pseudo-ideals of the nineteenth century. This is the reason why they are not able to recognize the creative
forces of our period, which alone could build the monuments or public buildings
that should be integrated into new urban centres which can form a true expression for our epoch.
8.- Sites for monuments must be planned. This will be possible once replanning is
undertaken on a large scale which will create vast open spaces in the now decaying areas of our cities. In these open spaces, monumental architecture will find its
appropriate setting which now aces not exist. Monumental buildings will then be
able to stand in space, for, like trees or plants, monumental buildings cannot be
crowded in upon any odd lot in any district. Only when this space is achieved can
the new urban centres come to life.
9. Modern materials and new techniques are at hand: light metal structures; curved,
laminated wooden arches: panels of different textures, colours, and sizes; light
elements like ceilings which can be suspended from big trusses covering practically unlimited spans.
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Mobile elements can constantly vary the aspect of the buildings. These mobile
elements, changing positions and casting different shadows when acted upon by
wind or machinery, can be the source of new architectural effects.
During night hours, colour and forms can be projected on vast surfaces. Such
displays could be projected upon buildings for purposes of publicity or propaganda. These buildings would have large plane surfaces planned for this purpose, surfaces which are non-existent today.
Such big animated surfaces with the use of colour and movement in a new spirit
would offer unexplored fields to mural painters and sculptors.
Elements of nature, such as trees, plants, and water, would complete the picture.
We could group all these elements in architectural ensembles: the stones which
have always been used, the new materials which belong to our times, and colour
in all its intensity which has long been forgotten.
Man-made landscapes would be correlated with nature’s landscapes and all elements combined in terms of the new and vast facade, sometimes extending for
many miles, which has been revealed to us by the air view. This could be contemplated not only during a rapid flight but also from a helicopter stopping in mid-air.
Monumental architecture will be something more than strictly functional. It will
have regained its lyrical value. In such monumental layouts, architecture and city
planning could attain a new freedom and develop new creative possibilities, such
as those that have begun to be felt in the last decades in the fields of painting,
sculpture, music, and poetry.
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