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ABOUT THE E XHIBITION
Sculpture at Scenic World holds the unique title of Australia’s only dedicated rainforest exhibition. Now
in its sixth year, Sculpture at Scenic World will feature 35 artworks from local, national and international
exhibitors. The selected exhibiting artists range from established, to mid-career and emerging practices.
The guest judges select the artists chosen to exhibit from a growing number of applications and proposals
submitted to Scenic World. These judges, highly respected within the Arts, also select the winner of the
Scenic World Major Award, which includes a $20,000 prize.
The 2017 independent judging panel consists of three internationally acclaimed artists, academics and
curators.
Wendy Teakel, Canberra based artist and the Head of Sculpture at the ANU.
Josh Wodak, researcher, artist and design educator in the faculty of Art and Design, UNSW.
Joan Ross, established visual artist working across video animation, print, sculpture and
installation.
AWARD CATEGORIES
There are five award categories open to the exhibiting artists:
•

$20,000 Scenic World Major Award

•

$5,000 Artist Peer Award

•

$2,000 Scenic World Staff Award

•

$1,000 People’s Choice Award, sponsored by The Carrington Hotel, Katoomba

National Association of Visual Arts Environmental Award - the winner of this prize is awarded a full year
NAVA subscription
An exquisite glass trophy is presented to the winners of these categories each year and is hand-crafted by
internationally acclaimed, local Blue Mountains glass artist Keith Rowe.
.
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ABOUT THE E XHIBITION

To complement the 2017 Sculpture at Scenic World initiative, Sculpture Otherwise is an exhibition held at the
Blue Mountains Cultural Centre in Katoomba.
This exhibition offers audiences an insight into the processes employed by several of the artists whose works
are installed in the rainforest at Scenic World. Small scale maquettes, sculptures, videos and drawings offer
a rare glimpse into the conceptual and structural development employed by the artists to inform their final
works in the main exhibition. Other works will highlight the range of skills in the mediums and methods used
with their main practice.
Several of these works are available to purchase.

This satellite exhibition continues on from previous years METALHEADS and ROCK ON. This year we are
pleased to present a collection of artists who explore their artistic practice in timber. These works will be
displayed across a number of venues including Scenic World, The Carrington, Blue Mountains Cultural
Centre, The Fairmont, The Hydro Majestic, and Braemar Gallery.
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HOW TO USE THIS RESOURCE KIT
The activities offered within the program will introduce students to the various methods used by the artists
featured within Sculpture at Scenic World and promote inquiry into the artists’ intentions and methodologies.
Many unique mediums have been employed throughout the exhibition by the artists responding to an
environment outside the usual gallery confines. The students’ experiences of art and their exposure to a
variety of cultural backgrounds in the modern classroom will inspire a diverse range of responses to the
exhibition.
The activities offered within the program are designed to provide a foundation from which the staff are able
to continue to utilise and enhance already existing curriculum frameworks. Most beneficially, the resource
seeks to expand the students’ comprehension of what it is to be an artist, the unlimited methods available
to produce art, and to make evident the conceptual development of each sculpture presented in Sculpture
at Scenic World. This is a rare opportunity available to staff and teachers alike that will excite, engage,
challenge and inform the students - making the students aware that they too, are able to be as significant
within the art world as those presented here within the exhibition. Sculpture at Scenic World will also
expand upon the students’ ideas about a gallery setting by challenging the notion of the “white cube”.
The structure of this resource kit is also designed to provide teachers with an assessment tool which
they may engage with as an extension of their existing curriculum, based on the students experience of
the exhibition. It is an invaluable tool in the teaching of the arts to primary students and is an opportunity
to introduce early comprehension of art related terms and visual language and engage with some of the
challenges of the contemporary art milieu.

SCULPTURE AT SCENIC WORLD 2017 | PAGE 3

SCULPTURE AT SCENIC WORLD 2017 | PAGE 4

MEDIUM
The medium refers to the list of materials used
to create the artwork, often looking at a
photograph does not give enough information to
tell what a work of art is made of.

SIZE
Measurements are important for conveying a
sense of the scale of the work, especially when
describing sculpture and installation. Size and
scale are hard to judge from the boardwalk,
especially when there are trees and boulders
that can make large things seem small.

ARTIST’S NAME
The name of the artist is the first piece of
information about the person or people who
made a work. If there are multiple artists
working in collaboration all their names will be
listed in this place. If their collaboration of
group has a specific name then that will be
what is listed in the artist’s name section.

A NUMBER INSIDE A CIRCLE
The number refers to the number on the exhibition
map. Each artwork is numbered because they can
be voted for by the public and so makes it easier
to locate which artwork is being selected.

ARTIST STATEMENT
The artist statement is a 25 word statement written
by the artist about their artwork and is a means for
them to communicate to the audience, beyond the
title, what the work is about.

DATE
The date refers to the year the artwork was
produced. In some instances the date may include
a time range, suggesting the work was created
over a period of years.

TITLE
The title of the work usually follows the artist’s
name and is written in italics to show which words
are part of the title. Titles can be given to an
artwork by their creator or they can be the name a
work comes to be know as based on everyone’s
calling it another name, like the Mona Lisa which
was really called La Gioconda by da Vinci.

For many students the conventions of art writing are not obvious or are simply taken for granted as they traverse along the boardwalk. It
is our role as educators to demystify the art world and empower audiences, of all ages, in the use and presentation of information with the
convention of exhibitions. On the didactic panel you will see the following information presented:

HOW TO USE THE DIDACTICS IN THE EXHIBITION

E XHIBITION MAP
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CURATOR INTERVIE W: JUSTIN MORRISSE Y
Curators hold a special position within the exhibiting of art objects. They belong to a small group of privileged
people whose hands are permitted to touch the artworks within their care. Contemporary curators engage
with artists and art works in a manner most audiences will never experience. Their tactile knowledge of each
object gives them an intimacy with the artwork that allows them to create narratives with unrelated objects
in significant and meaningful ways within exhibitions. In the case of the Contemporary Curator they work
with living artists who they can influence and form lifelong working relationships with.
Justin Morrissey has held the position of the curator of Sculpture at
Scenic World exhibition since 2015. In that time he has developed a deep
understanding of the ‘rainforest gallery’, instinctively knowing whether or
not an artwork will succeed in a certain place and how to get the best out
of a work in a changing environment. Morrissey adopts a playful yet equal
measures critical approach to the installation of art in the environment,
sometimes deliberately placing works in jarring contrast amongst luscious
greenery while at other times he is quite strategic about nestling works
into the landscape so that they almost disappear creating for audiences the
‘reveal’. This play with the audience, making them at times work for the show,
is an acknowledgement of the role and power audiences have in making exhibitions successful while trying
to gift audiences with some of the intimacy he has developed with each artwork.
1. Briefly describe your journey to becoming a curator.
I began my career working in theatre and having a keen interest in set design and construction. Sculpture
was a natural progression from there, and I commenced working for Sculpture by the Sea in 2007, which
really set me on the path of curating installation and sculpture. I was quite fortunate to move to the Blue
Mountains and be able to curate this exhibition in my role as Exhibition Manager for Scenic World.
2. How would you define your role as a curator?
My role is to facilitate the presentation of sculpture and installation as chosen by a selection panel as a
part of an open call out to artists across the globe. It’s balanced with a requirement to offer exceptional
visitor experience with the requirements that the artwork insists upon, when we consider the scale, colour,
material, natural and built environment, themes of the artwork and so forth.
3. How does your interaction with an artist evolve from your initial encounter with their work, to studio visit,
and then to the realisation of their work in the exhibition?
More often than not, our commitment to presenting the artworks in our unique environment is surpassed
by the artists’ commitment and resolve to present their artwork and be rewarded with the chance at being
judged the winner of the Sculpture at Scenic World prize. My methods of interacting with artists tend to
include time for play and giving a wide berth for ideas about presenting the work, with the technical support
to assist with the final presentation.
4. What do you see your role is between the artist and the audience?
I try to put myself in the place of the audience at the approach of each and every artwork. What has come
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before, what am I going to see next are questions I am asking myself all of the time. I also find because of my
height I like to even reduce my height, to ensure it’s not just my perspective that I am positioning the works
for.
5. Curating an outdoor exhibition is clearly different from working within the museum environment, could
you describe some of the aspects of your practice that are specific to working in the rainforest.
There are obvious concerns that dominate my thoughts when thinking about positioning of an artwork in an
outdoor environment. Some of those things involve weather, such things as the direction of the sun - light is a
very important aspect to consider when we look at some artworks. We also have to consider the impact upon
the environment, such things as safety of animals, not entangling any critters.
6. Do you have any curators you have been inspired by and why?
I really love the enthusiasm and passion of Hans Ulrich Obrist, I love the fact that he is motivated by the artist
studio practice and held his very first exhibition in his own kitchen. For me art has left the white walls of the
gallery a long time ago, it is now in the everyday, I’m much more interested in showing artwork to people who
won’t expect to see it, in surprising ways.
7. You are a sculptor yourself; do you think it is necessary to have an arts practice to curate works of art?
Why?
I don’t think you need to practice art necessarily to curate works of art, what’s important is that you can
translate an artists’ idea into a reality that is both engaging and evocative. I think curators come from a wide
range of disciplines, and the notion of curatorship has been expanding as widely as the arts itself has been
seen to cross pollinate with other disciplines, such as Science and Architecture.
8. Where do you see the future of sculpture exhibitions in Australia?
I think the future for Sculpture and Installation exhibitions in Australia is very bright. Australians have a love
of the outdoor environment and this might be where Sculpture has the advantage over other mediums of
art, in that it can endure the elements, unlike painting or video or other such more 2d works. Sculpture can
coexist in spaces we inhabit outdoors. It relishes the opportunity to showcase outside and can adapt to many
environments, natural and built.
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TULLY ARNOT
Digital Forest 2

Manly-based artist Tully Arnot explores the ways we
experience our environment through clever manipulations
and subtle altering of reality in his work Digital Forest 2.
Arnot creates artificial plants that seamlessly camouflage
into the surrounding environment that are connected to little
motors and pulleys that are activated by motion sensors by the
audience. The effect of these motion sensors on the sculpture
is something like the rainforest growing in fast forward.
Arnot’s intention is for the movement to be subtle enough to be
mistaken for a breeze moving through the plants if you aren’t
paying attention, yet fast enough to be kind of humorous when
viewed over and over again. The expectation for play is implicit
as the audience discovers they are in control of the movement
of the sculpture.
Digital Forest 2 is a continuation of Arnot’s ongoing
investigation into the use of robotics and programmable
motors within his sculptural practice. Arnot has explored
notions of creating human-like qualities in inanimate objects in
previous plant works, imbuing his plants with personality traits
such as nervousness and shyness. In recent works Arnot explores loneliness and isolation as a commentary
on the way technology has created a more disconnected society through its desire to always be connected
via screens.

Question: What effect does placing Arnot’s Digital Forest 2 within this specific rainforest environment have
on the overall understanding of the meaning of the work? Consider the history and current use of the Scenic
World site in your response.
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30

RACHEL PEACHEY
& PAUL MOSIG
The Great Dying I

Blue Mountains-based collaborative artists Rachel
Peachey and Paul Mosig explore concepts such as
museum practice and the display of collections, art
history, mass extinction, geology and fossil fuels within
their work The Great Dying I. The audience is presented
with a contemporary take on the Victorian era museum
‘cabinet of curiosity’. A glass pyramid display case
containing coal. The pyramid shape is a nod to the
tombs of the great kings of Egypt that were explored,
collected and displayed throughout the Victorian
period in museums and homes as trophies of their
owners’ superiority. The term ‘cabinet of curiosities’ is
in itself a reference to the museum techniques of the
period, often placing disparate objects together. The
use of the museum-style catalogue number on the front
of the case also references the Victorian desire for
collecting and categorising objects.
Peachey and Mosig make reference to the notion of
memento mori, an object that is kept as a reminder of
our inevitable death, with the inclusion of the coal
inside the display case. Coal is a compound made up
from predominately carbon, it is called a fossil fuel due to the fact that it is made up from remnants of extinct
plants from hundreds of millions of years ago. Peachey and Mosig attempt to reference the idea that society’s
continued reliance on coal for our energy needs is an out-dated notion and incompatible with our current
energy model. The Scenic World rainforest, itself the site of the former Katoomba Coal Mining Company,
brings a further layer of meaning to Peachey and Mosig’s work.

Question: Peachey and Mosig’s sculpture looks as if it was created for a museum or gallery and yet it is
displayed outdoors. What effect would taking this work indoors have on the understanding of the overall
meaning of the work? Consider how site can give context to meaning in your response.
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SALLY KIDALL

Portable Containment: cradle to cradle

UK born, South-Coast based artist Sally Kidall explores themes
of the community memorial, the value of home or shelter, mining
culture, the impact of women's work and environmental issues
within her art practice. Kidall is able to create a site-specific work
for the Sculpture at Scenic World exhibition which explores all of
these ideas using the pre-existing structure of the Miners Hut which
is a building on the boardwalk designed to simulate the look and feel
of the two hundred mining huts that were built during the 1870s.
These housed the families of the miners of the Katoomba Coal Mining
Company that filled the valley at that time.
Kidall, who has previously exhibited at Sculpture at Scenic World,
was inspired by the history of the site and the architecture of the
Miners Hut. She wanted to create a work that spoke to the history
of the site specifically as well as to the legacy of the hardships endured by mining families generally. Kidall
completed an artist in residency program just prior to Sculpture at Scenic World at Hill End, another former
mining town. There she researched the role of the family within mining communities and the impact of mining
on the environment. Kidalls’ practice includes site specific installation, temporal sculpture, collaborative
performance art and ephemeral art.
Kidalls’ sculptural works often include plastic bags as enclosures for her works to exist within. This is the
first time Kidall expands the bag to cover a structure as large as the Miners Hut. The effect on the audience
of wrapping the Miners Hut is somewhat Alice in Wonderland-esq, you are actually stepping inside one of
Kidall’s bags - shrinking down to scale and entering into her world.
Kidall creates two very different spaces for the audience to experience her work. The view of the wrapped
wooden structure in the forest from the outside, like an oversized tent and the dimly lit space inside the hut.
The internal space is particularly feminine, Kidall uses salt and the choice of fabrics to create a space that
suggests a maternal quality. She harkens to the integral role women played in the early mining industries.
The tents, places of rest, seem to hang like memorials to workers now gone, either through loss of work or
loss of life. Kidall isn’t glorifying this time period, her memorials, much like the lifestyles of the people she
investigates are temporary.

Question: Sally Kidall is highly critical of the mining industries focus on non-renewable resources. One
criticism of Kidall’s work is the inclusion of plastics when telling a ‘green’ message. Suggest how you
would resolve the issue of plastics usage to maintain Kidall’s artistic practice. Argue your material
choices carefully.
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JODY GRAHAM

The Bower

Sydney-based artist Jody Graham creates a magical stage
for a dance performance based on her observations of the
mating rituals of the Satin Bowerbird in her work, Urban
Bower. Graham meticulously selects every stick, branch and
‘blue thing’ she uses in her bower, much like the birds she
seeks to imitate. She places each object and composes her
human-sized bower with the care and finesse of the male satin
bowerbird, even mimicking the orientation and layout within
the landscape to real satin bowerbirds bowers. Transforming
herself as artist into avian-sculptor.
Graham also plays upon the colloquial notion of being a
‘bowerbird’. The term, meaning to collect lots of miscellaneous
objects or be a hoarder is used, by Graham herself, in reference
to her recent art making practice which has developed to
include taxonomies of seemingly random objects which are
highly symbolic for Graham.
Graham’s Urban Bower includes a performance piece with two dancers which further explores the unique
mating ritual of the satin bowerbird mating through movement and the interaction of the male and female
body in dance. Graham likens the satin bowerbird to human courtship; we meet, we show off our prized
possessions, we bring our prospective partner home to our expensively decorated abode and then we
attempt to impress them on the dancefloor. It may seem trivial or overly simplistic but in a time when finding
a mate is just a swipe on your smartphone away, the idea of analysing how another species finds love might
just reveal something deeper about humanity.

Question: How does the act of displaying collections of objects affect our understanding of the role of the
artist as sculptor? Consider how Jody Graham uses the metaphor of the bower in your response.
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CHRIS BENNIE

New Bodies of Water

New Zealand born, Gold Coast-based
artist Chris Bennie offers audiences an
alternative vision of sculptural practice
with his work New Bodies of Water by
creating an installation of paintings in the
landscape. Bennie challenges audiences
preconceived notions of sculptural
practice within this work by focusing his
attention on the painted surfaces of the
canvases and the arrangement of these
objects in the environment. To create this
work Bennie scoured Op Shops, collecting
oil paintings of landscapes featuring water elements - lakes, rivers, streams, waterfalls and ponds, which
he over painted with burgundy paint to draw attention to the fact that the landscapes in each painting was
irrevocably altered. The paintings are then attached to wooden garden stakes and placed throughout the
landscape. The means of attachment and display is minimal, itself a reference to the way artworks have
historically been displayed.
Bennies’ collection is a curated meditation on landscape. Specifically, it is a curated collection of art that
is discarded, the art that is no longer fashionable and so ends up in Op Shops. By collecting on a strict
subject matter, oil landscape paintings that feature water in them, Bennie is able to focus his collection to
a very coherent thematic. The effect of bringing together so many works on a similar theme is that visually
it ties together very different painting styles. Bennie’s own intervention onto the canvases, painting out the
water in each image using burgundy acrylic paint is an act of disrupting the painted surface, reshaping the
landscape and recontextualising the visual language.
Bennie’s final act of curation is his arrangement of his altered paintings in the rainforest. He mounts each
painting on a single garden stake and drives the stake into the ground, much like a real estate agent would
erect a for sale sign. Bennie then arranges his paintings within the rainforest gallery for his audience to
admire, question, and debate.

Question: Chris Bennie wants to push the boundaries between installation and sculpture in his work New
Bodies of Water by playing on notions of museum practice and artistic practice. Do you agree with what
Bennie is saying about the value of art? Why or why not?
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SALLY SIMPSON

Ritual Masks for an Unknown Future Museum

Canberra-based artist Sally Simpson creates hand-made
masks in Objects for an Unknown Future Museum: Ritual
Masks using unusual combinations of found man-made
materials and bones she collects in the landscape. Simpson
is particularly interested in the notion of creating objects
that define the time and places she explores as remnants of
cultures that have yet to be studied. Simpson’s masks are
a-cultural. There might be elements of her art making that
might seem to harken to Oceanic, African, Asian, South
American or Aboriginal art making traditions but her works are
not derivative of any pre-existing culture. Simpson seeks to
create her own visual language that defines a new culture, yet
to be researched and understood.
Simpsons’ making techniques vary according to the materials
she collects. Man-made materials that have been exposed
to the weather provide their own problem solving issues;
metals, plastics, wools, cottons, woods, glass. Simpson also
works with bones, fish scales, feathers, fur, fleece, hair, horn
and hooves. Simpsons’ approach of using what she finds
on her walks through the environment brings an extra layer of meaning to her finished work- she is deeply
connected to the landscapes through material choice. Each finished piece becomes a reference to that place,
a site-specific memorial object.
Simpsons’ practice also touches on the climatic pressures on the landscapes she walks in the creation of
her artworks. Simpson suggests that her Ritual Masks might stand in the museums of the future as remnants
of this current culture, evidence of an age soon to be extinct. This interest in museology, the collection and
display of material culture and the impact of climate change on society is at the very heart of Simpson’s
practice.

Question: Sally Simpson’s practice is an exploration of anthropological museum practice. How does
displaying her works outside change the understanding of their meaning?
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LOUIS PRATT
Consumption

Sydney-based artist Louis Pratts’ sculptural installation
Consumption presents audiences with twelve large
gold leaf covered apple cores made of coal, dotted
throughout the landscape. At first glance the apple cores
seem whimsical, like a group of poisoned apples from a
fairy tale. Upon further reflection the apple cores could
be read as religious symbols, the ultimate forbidden
fruit, eaten and discarded from the Garden of Eden. Each
apple core sits like a temptation, lying dormant in the
landscape, waiting to be exploited.
Louis Pratt is very familiar with the Scenic World site,
having exhibited his works in previous exhibitions
twice before and this knowledge has had an influence
on his art making in terms of choice of materials and
themes explored. Pratt understands the history and
impact of coal mining on the landscape and is inspired
to make larger statements about how human interactions within the environment can have lasting impacts.
Consumption challenges audiences to question their own usage of things like energy, food and money. Pratts’
art making practice has evolved to include real gold and real coal, simultaneously commenting on the value of
art, the value of the materials and the industries that produce them for consumption.

Question: What purpose does the repetition of the same form have on the overall meaning of the work?
Consider how the materials used and the location of the work impact our understanding.
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