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 W2  Plastic  hypocrisy of art? Impact on environment

 Are the creative industries the world’s 
 most hypocritical polluters?

 Does the meaning of the finished work go 
 against the original intention of creating it?

 If artists and curators want to diminish 
 their professional carbon footprint, where 
 would one begin? 

 Can public art really inspire people?  The scale of artworks are getting larger, 
 what does it mean for audiences? 

 What's the reason of it? Because the artists 
 or the market?

 Work  how can a work be a thing or an object 
 that people can use daily

 Essay

 Requirements 8

 Primary research

 Reading list?

 Books

 Art & Climate Change

 Plastic as plastic / American Crafts 
 Council. Museum of Contemporary 
 Crafts.

 Creative recycling in embroidery / Val 
 Holmes.

 Plastic capitalism :  / Boetzkes, Amanda

 This book addresses the widespread trend 
 to visualize waste in contemporary art.

 What does the visibility of waste tell us 
 about the value systems, beliefs, and 
 politics that shape the planetary condition?

 Ambivalent relationship
 waste (whether aestheticized or veiled) 

 a global economic regime  prohibiting energy expenditure while 
 promoting profitable forms

 Jim Shaw Heap 2009

 Modernist tradition of connection art to 
 historical detritus

 What is so captivating about this body of 
 works is that they do not wage a 
 predictable critique of consumer culture.

 Art once to be indeterminate. TAG / TITLE

 Traction - Tirdad Zolghadr

 Good Object: they are forms of 
 indeterminacy, not having to make 
 decision “safe zone”

 culture of environmentalism 

 turned from a dynamic and layered set of 
 concerns (scientific, political, 
 epistemological, ethical, and beyond)

 to an almost exclusive focus on the 
 problem of global warming and its 
 presumed solution, sustainability

 A diversity of formidable voices of 
 resistance has been reduced to a singular 
 environmental schema.

 Confinement of ecology: to the narrow 
 goal of sustainable living

 Adrian Parr

 the environmental movement was 
 hijacked from its grassroots political 
 foundation by a corporate apparatus 
 that turned the term sustainability into 
 a vacuous tactic of advertising called 
 cobranding or greenwashing. 7

 Adrian Parr, Hijacking Sustainability (
 Cambridge, MA: MIT Press, 2009).

 SUSTAINABILITY

 become

 a topic

 an epistemological standpoint

 an aspirational model for public 
 “development”

 touted as an ecological panacea

 Dictates a mode of life for anyone who 
 likes clean, green spaces of recreation

 2008 financial crisis, scarcity of oil, 
 exploitative industry of the tar sands

 sustainability denies and condemns 
 excess, it relegates consumption to a 
 transgressive territory associated with the 
 experience of unlimited freedom, wealth, 
 and pleasure.

 THE MORAL PROHIBITION AGAINST 
 WASTING ENERGY IS COEXTENSIVE WITH 
 THE DESIRE TO CONSUME.

 可持续发展否认并谴责过度消费，将消费归于与
 无限自由，财富和享乐体验相关的侵略性领域。

 Sustainability’s directives require the 
 renunciation of energy use

 -Environmentalists have come to focus on 
 sustainable practices 

 [sustainability advocates moral limitation 
 on energy consumption, Stoekl maintains.]  a program of austerity

 -the global market has implanted an 
 insatiable desire to consume the same 
 nonrenewable resource that creates 
 those emissions, and has taken 
 sustainability as a model of energy that 
 does nothing to change the constitutive 
 problem…

 The mandate of sustainability has quietly 
 foreclosed thinking about the relationship 
 between ecological being and economy. 

 Critical Art Ensemble, A Temporary 
 Monument to North American Energy 
 Security 2014

 Very real discrepancy between corporate 
 oil ideology and the effects of its 
 hegemony. 

 La Part maudite

 Inspired by the work of anthropologist 
 Marcel Mauss, Bataille speculates that all 
 societies are inherently driven toward acts 
 of “glorious expenditure” in order to burn 
 off their surplus energy.

 cites the ritual of sacrifice in the Aztec 
 civilization

 the potlatch of the Northwest Coast Native 
 tribes

 The economic system of mid-twentieth 
 century bourgeois capitalism

 eliminates the possibility of true 
 expenditure and exchange of social 
 obligations that sacrifice entails

 Restricted economies inevitably defect to 
 destructive forms of expenditure

 In a restricted economy, surplus energy is 
 accumulated.

 But because of its irrepressible 
 heterogeneous nature, it inevitably 
 discharges in unexpected and highly 
 destructive ways.

 two world wars and detonation of the 
 atomic bomb

 Bourgeoisie
 refusal of the obligation to squander the 
 excess wealth it had taken from the 
 aristocracy.

 “It disguised itself…by hiding its 
 expenditures as much as possible from 
 the eyes of the other classes.” 

 Georges Bataille, "The Gift of Rivalry," 209.

 Antony Gormley, Waste Man, 2006

 He envisioned a work that would be fully 
 realized in collaboration with the village: 
 the people not only donated their rubbish, 
 they also helped construct the sculpture.

 The artist had invited the townspeople to 
 donate objects that signified painful 
 moments inter lives, or any other event 
 that needed to be “released,” so that the 
 burning of Waste Man could serve as a 
 liberatory event.

 Participants were aware that Germley’s 
 project was an “artwork,” a category that 
 gave the project a transformative power: 

 the people’s junk could be redeemed as 
 something valuable (“art”), and their host 
 of pains, grief, and suppression would be 
 purged and alleviated through a ritualistic 
 expenditure.

 Yet it became plausible as an artwork 
 through its activation of a cycle of 
 gathering rejected objects, things of no 
 value to anyone, and symbolically 
 transfiguring them into a public 
 monument that the public had invested 
 with value (memories, pain, joy, and labor).

 To what extent can the symbolic 
 expenditure of art purge the excesses of 
 the global economy and clear the 
 burdens of those who are its energy 
 slaves?

 French theorist Michel Serres, 
 Malfeasance

 Relationship between the material and 
 symbolic forms of human pollution.

 [hard and soft pollution, how both act as 
 forms of territorialization: a way to 
 appropriate the planet. (Like animals)

 territorial behavior

 Advertising here is not simply a tactic to get the public to read a 
 slogan, to see and desire a product; it is also a monopolization of the 
 senses, an appropriation of perceptual and psychic space through 
 “tsunamis of writing, signs, images and logos flooding rural, civic, 
 public and natural spaces.” 28

 Michel Serres, Malfeasance: Appropriation 
 through Pollution?, trans. Anne-Marie 
 Feenberg-Dibon (Stanford, CA: Stanford 
 University Press, 2011)., 41.

 Serres characterizes every facet of 
 economic production and consumption 
 since the Industrial Revolution as 
 contributing to a vast waste machine 

 [that can be understood as excremental 
 behavior geared taking the planet for 
 exclusive human use.]

 greenwash
 Not only does greenwash obscure 
 pollution, it is itself a polluting maneuver 
 that results in the sabotage of ecology.

 Francis Alÿs, Seven Lives of Garbage (
 1994)

 The resurfacing of the sculptures suggests 
 that there is some truth to the folklore that 
 there are layers of exchange operating in 
 the city’s economy, and that multiple 
 cycles of devaluation and revaluation take 
 place as objects move through the social 
 fabric.

 [to fashion facet] Were the objects 
 recovered because they were sculptures? 
 Because they were bronze? Because they 
 were brightly colored? What is at stake in 
 this recovery of trash and the reinvention 
 of alternative systems of value? Who is 
 choosing?

 Burning Ice

 The Hot Breath of Our Civilisation  Ian McEwan

 The pressure of our numbers, the abundance of our inventions, the 
 blind forces of our desires and needs are generating a heat - the hot 
 breath of our civilisation. How can we begin to restrain ourselves? We 
 resemble a successful lichen, a ravaging bloom of algae, a mould 
 enveloping a fruit.

 We are shaped by our history and biology 
 to frame our plans within the short term, 
 within the scale of a single lifetime. Now 
 we are asked to address the well-being of 
 unborn individuals we will never meet and 
 who, contrary to the usual terms of human 
 interaction, will not be returning the favour.

 Banking on a cleaner future  James Cameron & Kate Hampton

 Most people care about the planet. But 
 the problems seem so great and the 
 power of the individual so small.

 Imagine if labelling on food included not just calories and sell-by 
 dates but told us about the carbon emissions associated with 
 transporting it? If products were priced to reflect the damage, we 
 might think twice about buying green beans from Kenya instead of 
 Kent.

 decisions we take everyday have global 
 impact but with information and price 
 signals telling us what hurts the planet, 
 thinking about our global impact could be 
 empowering rather than depressing.

 climate change is essentially an 
 investment problem

 Max Eastley

 "I couldn't say that art will solve everything; it won't solve anything. 
 But there has to be a kind of amalgamation of everybody all looking 
 in the same direction. First, you have to convince people that 
 climate change is happening, second, what we can do about it and, 
 finally how long have we got?" 

 Endangered Species  Greg Hilty

 Art and the sciences represent parallel, 
 mutually-reinforcing acts of feeling our 
 way through our environment, 
 understanding and asserting our presence 
 as a means of preserving it.

 The Science of Climate Change  Sir David King

 increase of atmospheric concentration

 The atmospheric concentration has risen 
 by about 40% since the Industrial 
 Revolution began in Europe in the middle 
 of the 18th century, and the current rate of 
 increase is the highest on record.

 The worst fallout from global warming will 
 be experienced in the world's poorest 
 countries, which are both the most 
 vulnerable and also the least able to adapt.

 Role of Governments

 Governments will always be an important 
 part of the solution as they set the 
 framework within which citizens and 
 businesses take decisions. But climate 
 change is not only about what 
 governments can do.

 scientist Lynn Margulis  The Symbolic Planet: A New Look at 
 Evolution

 We people are just like our planet mates. 
 We cannot put an end to nature; we can 
 only pose a threat to ourselves.

 p128 Lynn Margulis, Basic Books, 
 Massachusetts, 1998

 Here Today  Kathy Barber  Light Boxes

 The neon and light boxes are solar-powered and self-contained. The 
 light boxes are designed to blend into their surroundings during the 
 day whilst they charge, automatically activating in low light. They have 
 a life of their own, reacting to their surroundings and the daily 
 patterns of sunlight.

 People and Places at Risk  Prof. Diana Liverman

 Global warming is occurring in a highly 
 unequal world and contributes to further 
 inequality because responsibility for 
 carbon emissions, the geography of 
 vulnerability and impacts, and actions to 
 respond to the situation are differentially 
 attributed within and between countries.

 Climate Change and Injustice  Dr. Saleemul Huq

 The problem of human-induced climate 
 changes is widely recognised as having 
 been created primarily because of 
 greenhouse gas emissions from rich 
 countries since the Industrial Revolution.

 The mismatch between the citizens 
 causing the problem and those who will 
 suffer the consequences has not yet been 
 adequately addressed.

 As it will not be possible for anyone to 
 reduce their carbon footprint entirely, they 
 can then pay for 'carbon offset', now 
 readily available through the carbon 
 market.

 Rethink - Contemporary Art & Climate 
 Change  Digging Deep is What Art is All About  Agnes Denes

 Discussing global warming is no longer a 
 discipline reserved for politics or science; it 
 now reaches far into the cultural and 
 social spheres of society. 

 The trend has given rise to questions 
 regarding the role art can and should play 
 in relation to global problems such as 
 climate change. Can, and should, art 
 concern itself with social issues of such a 
 serious and complex nature? 

 Some will claim that when relating to such 
 topic, art soon becomes tiresome, holier-
 than-thou ideological offerings, or, 
 conversely, becomes mere casual 
 entertainment that runs the risk of 
 straining and diluting any serious political 
 debate at a time when such debate is 
 crucially important; 

 others believe that contemporary art's 
 ability to challenge and provoke firmly 
 entrenched images of oneself and the 
 world is a prerequisite for healthy 
 discussions and for discovering new ways 
 of seeing the world.

 The political climate of the 1960s and 
 1970s provided artists with inspiration 
 from the environmentalist movement, 
 prompting them to and interpreting 
 nature.

 particularly in the USA
 abandoned galleries, venturing outside 
 instead in order shape the landscape 
 around them

 Land Art

 Environmental Art

 Process Art

 a linking of ecological and political issues 
 and an awareness of how landscape is part 

 of a larger system that is also affected by 
 social, economic, and technological factors.

 Conflictual aesthetics  Olafur marchart

 Form, Art and the Environment : 
 Engaging in Sustainability

 Artistic research : theories, methods and 
 practices / Mika Hannula [and others].

 Gyre : the plastic ocean / Julie Decker.

 Art in the Anthropocene: Encounters 
 Among Aesthetics, Politics, Environments 
 and Epistemologies

 Economics 12

 Articles

 The arts have a leading role to play in 
 tackling climate change

 Nicholas Serota

 https://www.theguardian.com/
 commentisfree/2018/nov/20/arts-climate-
 change

  the climate change charity Julie’s Bicycle

 In six years we have seen a 23% reduction 
 in energy consumption and a 
 corresponding 35% reduction in carbon 
 emissions. Theatres, libraries, museums 
 and concert halls of all sizes

 improve their own environmental practice, 
 installing solar panels, switching to energy-
 saving lightbulbs and reducing travel

 Change in facility

 the Manchester Arts Sustainability Team 

 a group of organisations working together 
 to help deliver the city’s first-ever climate 
 change strategy, Manchester: A Certain 
 Future

 http://www.manchesterclimate.com/
 involved/MAST

  Invisible Dust in Scarborough

 https://invisibledust.com/about/

 works with leading visual artists, creative 
 technologists and scientists to encourage 
 meaningful responses to environmental 
 issues

 Brewery Arts Centre

 https://www.thewestmorlandgazette.co.uk/
 leisure/whats_on/15573264.talented-
 college-students-exhibit-prizewinning-
 work/

 highlighting issues around plastic in 
 drinking water

 Leicester’s Phoenix Arts Centre  https://www.phoenix.org.uk/event/spark-
 festival-the-digital-playground/

 Art & The Anthropocene: Processes of 
 responsiveness and communication in an 
 era of environmental uncertainty

 Jennifer Holly Rae

 How might practice-led research respond 
 to the communication challenges of 
 climate science and the impacts of global 
 climate change?

 What are the critical issues in 
 environmental art in relation to the public 
 communication of environmental issues, 
 from the local to the global?

 And, how can my practice-led research 
 make a contribution to these critical 
 challenges?

 https://www.academia.edu/28252634/Art_
 and_The_Anthropocene_processes_of_
 responsiveness_and_communication_in_
 an_era_of_environmental_uncertainty

  the private studio, the other in the public 
 realm

 Both explore some of the complexities of anthropogenic activity on 
 the biosphere (e.g. infinite growth, industrial agriculture, fossil fuel 
 reliance, climate change, deforestation, etc.) and resulting impacts on 
 the environment and non-humans (e.g. species loss, disruptions in the 
 hydrological cycle, ecological collapse, etc.)

 the myths of progress and infinite growth  economic growth remains the mainstay of 
 political discourse

 some nations choose to wager their bets 
 on the potential risks and consequences of 
 inaction (e.g. Australia and Canada)

  Others are investing in multilateral 
 approaches and alliances to transition to 
 sustainable and carbon-neutral 
 economies (e.g. Northern European 
 countries)

 establish a form of ecological global 
 governance

 “transcend[s] the nexus of citizenship, 
 democracy, territoriality, and 
 sovereignty” 
  (Eckersley, 2004, 247) 

 urbanisation and industrial agriculture

 Risks are produced by industry, 
 externalized by economics, 
 individualized by the legal system, 
 legitimized by the sciences and made to 
 appear harmless by politics.

 Ulrich Beck (1998)

  our unwavering reliance on fossil fuels  the Great Pacific Garbage Patch

 due to their locations in international 
 waters and other global socio-economic 
 issues, no nation will claim responsibility 
 for their clean-up

  first chapter  ENVIRONMENTAL CONTEXT: THE 
 DILEMMA OF COMPLEXITY

 the context and complexity of the current 
 environmental condition in relation to a 
 degrading climate system impacted by 
 anthropogenic activity

 IPCC) Fifth Assessment Report  released on the 27th September 2013
 the warming of the climate system was 
 unequivocal and confirmed it is the result 
 of human activities

 The printing press

 never been an ecologically conscious 
 activity  cradle-to-grave lifecycle

  Cradle to Cradle

 McDonough and Braungart’s book   using a by-product of wheat production
 waste-free and sustainable paper

 other non-tree copy papers  e.g. hemp, bamboo, sugar cane, kenaf, etc.

 also know as regenerative design, 

 is a framework and philosophy for the 
 design of products and systems that have 
 minimal ecological impact by being 
 efficient and waste-free.

 The development of information 
 technology was once considered a 
 gateway to a paperless society, but growth 
 figures in international paper production 
 and consumption indicate otherwise (
 Environmental Paper Network, 2011).

 do not take into account the use of water 
 or the contamination of ground water in 
 the production

 Paper manufacturing is the third largest 
 user of fossil fuels worldwide (Garner, 
 2002)

 Carbon Footprint of Art

 Materials

 For instance, many art materials are not 
 locally sourced and therefore shipped 
 from overseas, thus increasing their 
 ecological footprint.

 many materials and processes used in the 
 fabrication of most sculptural public 
 artworks (to ensure longevity, safety and 
 protection from vandalism) are energy and/
 or waste intensive, if not already toxic to 
 the environment.

 Dilemma of Art 

 Transportation

 Transportation for a variety of purposes (e.
 g. exhibition shipping, audience 
 attendance, touring, etc.) also has an array 
 of environmentally negative impacts

 Some artists reuse and repurpose 
 materials in their practices  Yuken Teruya

 explores tensions between the 
 environment and contemporary society by 
 transforming consumer paper waste into 
 poetic sculptures

 Corner Forest, 2005, toilet paper rolls

 LVMH - Louis Vuitton, 2005. Disposable 
 paper bag and glue. From 
 the Notice – Forest disposable paper bag 
 sculpture series.

  Olafur Eliasson

 in collaboration with geologist Minik 
 Rosing supports Ban Ki-Moon’s appeal 
 with the artwork Ice Watch, which was 
 revealed at Copenhagen City Hall Square 
 on 26 October 2014

 While Ice Watch was an ambitious 
 undertaking, as an artwork it is didactic 
 to the issue it addresses and therefore 
 has limitations to its capacity to evoke 
 significant change.

 To many (including artists), individual 
 environmental impact seems like a 
 teardrop in a vast ocean

 OFFICIAL DEFINITIONS AND RHETORIC

 Tipping point

  popularized by author Malcolm Gladwell

  the point in which critical 
 mass is achieved to reach a threshold to 
 transition from one state to another, 
 whether it relates to viruses, gossip or 
 communication in retailing (Gladwell, 
 2000).

 In climatology

  “a critical threshold at which a tiny 
 perturbation can qualitatively alter the 
 state or development of a system” (Lenton 
 et al., 2008, 1786)

 Tipping Elements

 2005 meeting of 36 leading climate 
 scientists at a workshop called the ‘Tipping 
 Points in the Earth System’

 to formalise and define the term ‘tipping 
 point’.

  “subsystems of the Earth system that 
 are at least sub-continental in scale and 
 can be switched – under certain 
 circumstances – into a qualitatively 
 different state by small perturbations” (
 Lenton et al., 2008, 1786)

 slight variances rather than abrupt 
 changes leading to qualitative impacts

 several potential tipping 
 points in the global climate system

  the melting of the Arctic summer sea ice

 the melting of the West Antarctic ice 
 sheet

  the collapse of the circumpolar boreal 
 forest ecosystem

 Point of no return

 an extreme scenario where the damage is 
 irreversible and beyond human 
 intervention with the potential to branch 
 off into other extreme trajectories

 Super wicked

 Used as a term in social planning, Rittel 
 and Webber assigned the word ‘wicked’ to 
 difficult problems, with uncertain 
 solvability due to contradictory, 
 incomplete or shifting factors that often 
 defy identification

 Levin et al. expand Rittel 
 and Webber’s list of features

 Time is running out
 Conventional political processes for 
 decision-making do not have the 
 reassurance of time and compromise.

 No central authority  no centralised governance to make
 the critical decisions required

 Those seeking to end the problem are 
 also causing it

 The individuals and organisations 
 advocating for reductions in emissions are 
 also contributing to the problem of 
 climate change through their everyday 
 activities, whether it is driving a car, eating 
 meat or flying to holiday destinations or 
 conventions.

 Hyperbolic discounting

 the tendency for people to increasingly 
 choose a smaller-sooner reward over a 
 larger-later reward as the delay occurs 
 sooner rather than later in time

 the specialised language of science has 
 comparable limitations to reach diverse 
 audiences

 NASA?

  In 2007, the term ‘super wicked problem’ 
 was introduced in social science research 
 on climate change

 Cultural formations in response to 
 climate change

 cultural forms that convey meaning with 
 rhetorical power are better placed to 
 communicate the issue of climate change 
 than policy and specialisation jargon.

 Bill McKibben
 “until we’ve really understood at some gut 
 level what kind of threat we’re facing…art 
 gets at the gut” (Flood, 2011).

 Fiction, like art, has the imaginative power 
 to unpack ‘policy speak’ terms such as 
 ‘hyperbolic discounting’.

 The Age of Stupid (2009)

 mavens

 the trusted experts in a specific area of 
 knowledge

 changemakers through information and 
 ideas

 connectors

 have large social networks to spread 
 information and ideas. 

 They are changemakers through people

 stickiness factor  how well something stays in the minds of 
 an audience, consumer and/or viewer  eg. a slogan

 STUDIO-LED METHODOLOGY

 Drawing As A Mnemonic Device: 
 Exploring The Complexities Of 
 Anthropogenic Climate Change

 through studio-led research using drawing 
 as mnemonic device

  an invention of the 5th century B.C. poet 
 Simonides of Ceos

 a two-fold mechanism to navigate and 
 comprehend complex and often abstract 
 concepts about the current environmental 
 condition

 a visualisation or animation of this train of 
 thought on paper 

 the imbued metaphors in the drawing act 
 as personal triggers for the retrieval of 
 information

 Invisible Keystones series
 elements in the drawing are symbolic 
 of what I am trying to remember and will 
 later be cues for retrieval

 I aim to offer the viewer a poetic visual 
 representation that deconstructs some of 
 the complexities, in order to convey both 
 cognitive and affective meaning.

  Insignificant/Magnificent

 86% are caught at the top

 Invisible barbs suspend night flight

 depicts two water birds in their death 
 pose, suspended and decomposing, with 
 hungry, flying insect-like creatures 
 circulating

 Birth of the Lord Howe Island Stick Insect 
 to the sound of music, 2012, pencil crayon 
 on black paper, 85cm x 90cm.

 The Perils of the Hare Condition series, 
 2013 - ongoing, pencil crayon on board, 
 14cm diameter

 “Humans are the best architects of their 
 own undoing. All you have to do is give 
 them enough rope…they’ll hang 
 themselves”

 the fictional character Gordon Godfrey in 
 the American television series Smallville, 
 season 10, episode 3.

 One of the central questions driving my 
 research is how art can play a compelling 
 role in communicating some of the 
 complexities of anthropogenic climate 
 change.

 studio-led methodology of my practice-
 led research

  in the private reflexivity of a studio 
 environment

 In the name of Progress – Defining the 
 Anthropocene

 The kind of culture we inherited from our 
 fathers and grandfathers is beginning to 
 challenge our ability to survive on this 
 planet.

 Ervin Laszlo (1996)

 Surviving Progress (2012)
 struggled to find a precise definition, 
 whether or not it is prefixed with ‘moral’, 
 ‘social’, ‘economic’, ‘material’, etc. 

  We are “constantly probing for 
 unobservable x phenomenon to explain 
 the observable” (Roy and Crooks, 2012)

 this is what has propelled us in industry, 
 science, medicine and technology

 Yet, with the problem of climate change, 
 one could argue that this almost obsessive 
 questioning is as much our curse as it our 
 blessing, especially in light of ever-
 increasing social complexity, globalisation 
 and exponential growth.

 human progress

  humans are constantly projecting 
 themselves in the future (Morgan, 1999)  anthropocentrism

 Hence, it could be proposed that most of us desire what we anticipate and 
 imagine for our future. Moreover, in contemporary society we also derive 
 meaning and justify our purpose from the everyday tasks conducive to our 
 design for the good life and in acquiring the commodities conducive to the 
 feeling of security in our material wellbeing.

 An acceleration of this perspective on 
 progress was coeval with the rise of the 
 individual in the west. 

 This new human centeredness thinking 
 made way for many opportunities that 
 helped drive the engines of progress and 
 the capitalist economy.

 In the cumulative processes behind the scientific and industrial revolution (
 including the instrumentalist view of science and technology, the decline in 
 the theocentric view of the world and subsequent secularisation of society), 
 anthropocentrism prevailed and remains deeply ingrained in the human 
 psyche. 

 Myths engage our imagination, while also 
 reinforcing our anthropocentrism. When 
 we are at a point of extremity (such as 
 facing extinction or death), myths have an 
 internal resonance that help us deal with 
 our deepest fears in times of despair.

 traditional myths  discredited during the scientific 
 revolution (Armstrong, 2005a)

 progress in technology, science and 
 written language

 the absolute manifestation of human 
 supremacy

 more so since the Age of Enlightenment (
 Plumwood, 2003, 4)

 Plumwood argues that the master model 
 of “exclusion and domination of the 
 sphere of nature by a white, largely male 
 elite” is a rationality of Western culture 
 impotent to concede a dependency on 
 nature, one in which it as defined as 
 ‘inferior others’” (2003, 23)

 “privileged domain of the master  treat[ing] the human/nature relation as a 
 dualism”  environmental crisis (2003, 2)

 The Myth of Progress
  2015, pencil crayon on black paper, 
 aluminium rod, brackets, chain and 
 expanders, 2.5m x 2.72m

 what makes modernity different from 
 traditional social orders is the pace of 
 the change (technological), the scope of 
 the change (globalisation) and the 
 nature of modern institutions (political 
 and socio-economic) (Giddens, 1990, 6)

 Almost all of our basic human needs are 
 now caught up the complex networks of 
 contemporary modernity to the extent 
 that many of us have lost basic skills and 
 knowledge to feed ourselves. 

 supply chains and industrious production 
 processes

 superseded understanding of localised 
 seasonal harvests or sustainable 
 permaculture

 the 19th century  innovation, production and expansion 
 developed in Europe

 substantial socio-economic and 
 technological growth  Britain  agricultural revolution 

 fuelled industrial revolution

 based on a series of parliamentary 
 Enclosure Acts  shifted the ways of land use  expansion of profit and empire

 the demise of access to the commons for 
 localized farming

 small farmers lost land rights and access 
 to natural resources (i.e. water).

 a mass exodus from the countryside into 
 cities

  greater agricultural efficiency

 Advancements in manufacturing, 
 agriculture and transportation

 a budding hunger to consume the 
 products of mass production  disconnection from the land  reproduced through the process of 

 colonisation  stripping the global landscape

 Heidegger contends that city dwellers lose 
 their individuality by being forced to 
 conform to mass behaviour or oppressive 
 cultural rules.

 “inauthentic lives”(Heidegger, 1962, 235

 Contemporary Western culture has been 
 caught up in the idea of ‘technological 
 improvement’ as a measure of human 
 progress, 

 social progress is enmeshed in the 
 progress of material production (1977, 
 preface)

 forms a foundation to build a ‘complex 
 superstructure’ which includes law,
 politics, philosophy, religion, the arts, etc. (
 Marx, 1977, preface)

 Naturally occurring cycles that are 
 essential for life on earth (e.g. hydrologic, 
 oxygen, carbon, nitrogen, phosphorous 
 and sulphur) have been disrupted by 
 incessant human interference – usually for 
 capital gain.

 Since humans are largely in control of 
 productive processes, which Heidegger 
 calls challenging-forth, we find it easy to 
 get caught up in a web of incessant 
 production (or consumption) limiting our 
 ability to stop, change or alter course.

 techne

 The bad smell of extinction: 
 Anthropocentric patterns of societal 
 collapse

 advanced, sophisticated, complex, and 
 creative civilizations can be both fragile 
 and impermanent

 Motesharrei et al., 2014

  Collapse: How Societies Choose to Fail or 
 Succeed  Jared Diamond

 defines ‘collapse’ as “a drastic decrease in 
 human population size and/or political/
 economic/social complexity, over a 
 considerable area, for an extended time” (
 2005, 3)

 “the process of rise-and-collapse is 
 actually a recurrent cycle found 
 throughout history” (2014, 2)

 Motesharrei et al. 

 Ecological Strain
 the earth is under tremendous ecological 
 strain, making every living species 
 susceptible to extinction

 Jared Diamond

 eight variables past societies risked their 
 stability by damaging their environments (
 Diamond, 2005, 6)

 deforestation 

 destroying natural habitats

 soil problems (erosion, contamination, 
 salinization, soil fertility loss)

 water management problems (flooding, 
 irrigation, contamination)

 over hunting and fishing

 introduced invasive species

  human population growth

 increased per-capita impact of citizens

  five factors contribute to collapse (2005, 3)

 environmental damage

 climate change (past – natural, current – 
 anthropogenic)

  hostile neighbour

 the breakdown of essential trading 
 partners

 how the society adapts and mitigates in 
 response to these changing variables is 
 critical for success or failure

 Diamond argues the ecological damage is 
 irreversible  food supplies diminish  livestock die  internal conflicts erupt over minimal 

 resources

 societal collapse in which the progress of 
 unsustainable activity leads to a peak in 
 development, followed by a rapid decline 
 in population and power.

 “pathological ecocide” (2005, 11-13)

 Anthropologists  ‘ideological pathology’
 the domino effect ‘mania’, when people 
 are seduced by a type of progress (Wright, 
 2004, 4)

 colonialism sparked the first wave towards 
 contemporary globalisation

  ‘resource curse’

 A term coined in Auty, Richard M. (1993). 
 Sustaining Development in Mineral 
 Economies: The Resource Curse Thesis. 
 London: Routledge.

 aka ‘paradox of plenty’

 countries with an abundance of natural 
 resources experience stagnant economic 
 and social growth due to exploitation of 
 these resources, along with irreparable 
 environmental damage

 such as Africa, China, Australia, India and 
 the Americas

 Economic Stratification  Motesharrei et al.   “one of the elements consistently found in 
 past collapsed societies” (2014, 20)

 the ‘Elite’ due to their wealth and power 
 consume more than the ‘Commoners’, 
 which results in famine amongst the 
 ‘Commoners’

 the ‘Elite’ due to their wealth and power 
 do not suffer the immediate impacts of 
 collapse until much later than the 
 ‘Commoners’ as “this buffer of wealth 
 allows the Elites to continue “business as 
 usual” despite impending catastrophe” (
 2014, 20)

 ‘tragedy of commons’

 Coined by ecologist Garrett Hardin in 1968 
 in speaking about the dangers of over 
 population.

 a social dilemma where a small group 
 acts in self-interest neglecting the 
 wellbeing of the larger group (i.e. society) 
 in pursuit of personal gain (Hardin, 1968)

 decision-making is not always an easy task 
 for individuals especially in consideration 
 of competing perspectives, values and 
 vested interests

 The World Without Us (2007)  Alan Weisman

 bronze and stone artworks along with 
 hyperobjects like plastic, Styrofoam and 
 plutonium will endure, providing lasting 
 evidence of human existence on Earth.

 second chapter

 expand and enhance environmental 
 communication through non-
 conventional methods, thus opening a 
 discussion on the potential role art can 
 play in the communication of climate 
 science.

 PROPOSITIONS FOR EXPANDING AND 
 ENHANCING 

 THE COMMUNICATION OF COMPLEX 
 ENVIRONMENTAL ISSUES  THE CLIMATE COMMUNICATION CRISIS

 Despite the abundance of critical 
 literature, political willpower and human 
 behaviour have not shifted to the extent 
 necessary to safeguard a sustainable 
 future.

 the effectiveness of climate science 
 communication

 Early scholarship on climate change  emerged from the environmental and 
 physical sciences  unfamiliar with the social sciences  disciplinary boundarie

 lack of exchange among those doing the 
 communicating and those researching 
 it” (Moser, 2010, 33)

 “no matter how good the physical science 
 was, it would not lead to the responses 
 needed”

 Graeme Pearman, former chief of 
 atmospheric research and climate director 
 of CSIRO

 Dr. Piers Sellers

 "Science community have not done the 
 best job of communicating this threat to 
 the public."

 Food and water causes wars

 "Once people come out of the fog of 
 confusion on issue or on uncertainty 
 about issue and realistically appreciated, 
 at some level, the threat, and then 
 informed them what the best action is to 
 deal with it."

 climate change

 (Moser, 2010, 31)  unprecedented levels of uncertainty and 
 complexity for people

  The invisibility of causes

 Distant impacts (e.g. in remote regions 
 across the world)

  lack of experience in dealing with such 
 forms of impact

 there are the competing priorities in the 
 politics, economies, and cultural 
 differences of the world’s 7.2 billion 
 people that make the communication of 
 climate science highly complex.

 As Moser explains, most people do not 
 inhabit places where evidence of climate 
 change is more prevalent within a 
 memorable time scale

 Solutions

 Mitigation  deals with the root causes of climate 
 change (e.g. reducing GHG emissions). 

 Adaptation 
 aims to reduce the risks and 
 consequences of climate change impacts (
 e.g. sea level rise).

 The benefits of adaptive and mitigative 
 measures on the other hand are not 
 instantaneous, may not be noticeable 
 within decades or even our lifetime

 economies dependent on commodity 
 consumption  (Brannigan, 2011, 85).  ‘consumption-happiness myth’

 locks us into specific patterns of 
 consumption because of it’s impact on 
 four key elements: 

 affect regulation

 conscious and unconscious input into 
 decision making

 habit formation

 psychological development

 affective response

 It is something the advertising industry 
 capitalise on to great effect in 
 manufacturing desire for commodities 
 and products.

 7 Days of Garbage project (2014)  Gregg Segal

 asked people to collect a week’s worth of 
 household waste including waste 
 collected for recycling

 environmental backdrops meant to 
 reference fragile ecosystems

 Segal uses this tension between the 
 subjects’ detachment and our own 
 distaste to ask us to reflect on our own 
 patterns of consumption and waste

 Perception and response in the status 
 quo

 greenwashing

 the dissemination of deliberately 
 deceptive information by companies in 
 order to mislead consumers about the 
 environmental impact of their product

  the ‘eco’ label

 green packaging

 advertising with references to climate 
 change or global warmingis

 eco-façadism

 examples of greywater singage

 minimal familiarity with climate change 
 terminology amongst Australians (
 Levinston et al., 2014)

 cognitive dissonance (Lorenzoni et al., 
 2007, 453)

 a conflict resulting from simultaneously 
 held contradictory or incompatible 
 beliefs and attitudes

 often creates an underlying sense of 
 anxiety 

 have uncertainty about the duration and 
 future intensity of the stress

 confusion about the evidence causing the 
 stress

 and/or lack of social support 

  (Eckersley, 2007, 36)

 three of the predominant affective 
 responses to fear in apocalyptic scenarios

 nihilism

 fundamentalism

 Fundamentalist thinking whether religious 
 or secular can provide a false sense of 
 security or help to temper anxieties over 
 future uncertainties

 Blind faith in something external

 “fundamentalism also breeds intolerance 
 and generates simplistic solutions to 
 complex problems” (2007, 37)

 activism  Activist thinking is embedded with 
 hopeful thinking

 reject contemporary views and lifestyles 
 with a “desire to create a new conceptual 
 framework or worldview (i.e. stories, 
 values, beliefs) that will make a 
 sustainable, equitable future possible” (
 Eckersley, 2007, 37)

 many see action as “a matter of personal 
 or civic responsibility, duty, or of social 
 justice” (Moser, 2010, 36)

 the potential dissemination of misleading 
 messages

 Many environmental artists also practice 
 with similar activist thinking and processes

 There are numerous misconceptions 
 about climate change that due to its 
 immense complexity and unpredictability 
 produce immeasurable uncertainty (
 Moser, 2010)

 use to delay action on climate change

 about the “technically feasible,  benign, 
 economically affordable, and morally 
 preferable mitigation (and adaptation) 
 responses” and whether or not they will 
 have any measurable benefits (Moser, 
 2010, 35)

 rationales for delay  postulated that premature action could 
 cause economic calamities  Without

 “strong leadership

 uniform and steady messaging

 public priorit[s]ation of climate policy

 widespread and visible consistency 
 between words an deeds"

 climate change communicators face a 
 barrier in engaging people to 

 “see themselves, their roles and actions, 
 their rights and responsibility fitting into 
 the larger social and ecological whole” (
 Moser, 2010, 36).

 As developing countries prosper, global 
 power relations will inevitably shift.

 UNFCCC negotiations meet again in Paris, 
 France (December 2015)

 as history has demonstrated, we can’t get 
 our hopes up.

 Isaac Cordal

 Follow the Leader, 2009-2011

 installation of cement figurines placed in 
 various international locations including 
 London, UK (2009) and Berlin (2011).

 an ongoing street art intervention project 
 that places miniature figurines in 
 precarious environments to elicit layers 
 of meaning about the ills of capitalism 
 and humankind’s disregard for the 
 environmen

  Waiting for Climate Change, 2013

 This in turn has the capacity to activate 
 positive decision-making and action if the 
 viewer is motivated by their response or it 
 could yield negative responses as 
 explained earlier.

 With the majority of players feigning 
 concern, window-dressing their inert 
 action and whitewashing their dirty 
 laundry to protect self-interest, it is a 
 greater challenge for climate change 
 communicators and the public to see 
 through the smoke and mirrors.

 Art, however, has the capacity to 
 transcend socio-geographical boundaries 
 and unpack some of the complexity and 
 uncertainty of climate change through 
 meaningful representations that speak to 
 the heart as well as the mind.

  Engaging with affect is fundamental in 
 this process as it amplifies our awareness 
 of what we are experiencing. 

  (Eckersley, 2007, 35)

 “climate change…moved from being 
 predominantly a physical phenomenon 
 to being simultaneously a social 
 phenomenon” 

 (Hulme, 2009, xxv).

 THE ORATORS AND MERCHANTS OF 
 CLIMATE CHANGE COMMUNICATION

 Our discordant conversations about climate change reveal, at a deeper level, all 
 that makes for diversity, creativity and conflict within the human story – our 
 different attitudes to risk, technology and well-being; our different ethical, 
 ideological and political beliefs; our different interpretations of the past and our 
 competing visions of the future.

 Mike Hulme (2009)

 the uncertainty, complexity and 
 unpredictability of climate change has 
 contributed to making the issue 
 susceptible to strategic marketing and 
 communication than effective policy, 
 ethics or science research.

 John Quigley  Melting Vitruvian Man, 2011,

 installation of copper strips in the 
 formation of Leonardo DaVinci’s 500 year-
 old drawing, 800km south of the North 
 Pole. Commissioned by Greenpeace.

 art itself is also apart of this complex 
 matrix

 orators

 celebrities and Hollywood box office films

 media and advertising

 organized and non-government global 
 social justice and grassroots 
 environmental groups

  (e.g. GetUp!, Avaaz, Change.org, Occupy 
 Movement)

 artists working collaboratively with activist 
 groups like Greenpeace 

 (e.g.John Quigley’s Melting Vitruvian Man, 
 Fig. 54) 

 Climate change presents unique risks 
 and opportunities for these merchants 
 who possess affluence and power with 
 corporate, media and political leverage 

 to protect their investments and self-
 interest.

 Environmental communication in the 
 Information Age

 Unlimited access to information at 
 unprecedented speed has since 
 transformed how we keep abreast of 
 current events and issues.

 social media

 advocating collective action on climate 
 change

  can be used by denialists or those with 
 vested interests to spread doubt and 
 confusion

  “small numbers of people can have large 
 negative impacts, especially if they are 
 organized, determined and have access 
 to power” (2010, 213)

  Noami Oreskes and Erik M. Conway 
 explain in Merchants of Doubt

 Funded by corporations and conservative 
 foundations, these 'merchants’ exist to 
 block any resistance threatening their 
 business-as-usual

 Their tactics to silence brave whistle-
 blowers and scientific consensus are 
 covert and deliberate

 Climategate

 “discredit the science, disseminate false 
 information, spread confusion and 
 promote doubt” (McKie, 2010)

  to question the political motivation 
 behind the research

  to create the public appearance of strife 
 in the science community (e.g. through 
 personal attacks, email hacking as in 
 ‘Climategate’, etc.)

 The prevailing assumption is that the 
 minorities of dissenting scientists are 
 corrupted by economic gains from the 
 wealthy giants of industry.

 also could be driven by modern 
 neoliberalism

 Objective journalism knows that there is 
 more than one side to every story

 media oligopolies reduce the diversity and 
 quality of news and with so many 
 channels to disseminate news, the fact is – 
 hype, controversy and emotionally 
 charged stories attract readership in non-
 peer reviewed outlets.

 diversity and quality

 non-peer reviewed outlets.

 The “media do not operate as a neutral conveyor of scientific 
 knowledge to a passive audience. They actively and continuously 
 engage in framing, filtering, and interpreting messages about 
 climate change using affective and emotive language and imagery” (
 Hulme, 2009, 219). 

 In a 2008 study in the UK on representations of climate change in 
 mainstream tabloid newspapers between 2000-2006, “data show[ed] that 
 news articles on climate change were predominantly framed through 
 weather events [i.e. insect outbreaks, heat waves, drought, etc.], charismatic 
 mega-fauna [such as polar bears on melting icecaps] and the movements of 
 political actors and rhetoric, while few stories focused on climate justice and 
 risk36” (Boykoff, 2008, 549).

 the tone of the headlines emphasised 
 fear, misery and doom

 Stories that may have once been covered by journalists specialising 
 in environmental issues, are now being replaced by generalist and 
 political affairs journalists with limited depth of understanding of the 
 complex issues (2011).

 The social media paradox

 No snowflake in an avalanche ever feels 
 responsible.  Stanisław Jerzy Lec (1968)

 A new power in the environmental and 
 social justice revolution is social media

 The instantaneousness of exchange 
 minimises geographical distances and 
 expands time and productivity

 Social media is tool reshaping activism

 The ubiquitous circulation of information 
 tends to inhibit deep engagement with 
 the issues. 

 It lacks facial expression, tone, voice and 
 posture, which is important to creating an 
 affective response in communication. 

 The instruments of social media are well 
 suited to making the existing social order 
 more efficient (2010, 9-10)

  It could be argued that the same could be 
 said about certain forms of art and how 
 effective it is at transcending engagement 
 beyond traditional exhibition and 
 presentation spaces into broader public 
 engagement and sustainable action.

 Armchair critics, spectators and activists 
 are rapidly replacing the conventional and 
 authoritative voice of journalism and 
 media in different ways for different 
 purposes. 

 The historical influence of journalists and 
 media outlets as narrators of current 
 events is decreasing as users find 
 alternative sources online for news.

 much of this information is unreliable, 
 unedited, biased and lacking a review 
 process, making it more difficult to filter 
 through the drivel in order to find a 
 credible voice on critical environmental 
 issues

 A CALL TO ARMS: TRANSFORMING THE 
 ECOLOGIES OF CLIMATE CHANGE 
 ENGAGEMENT

 in other representations the polar bear has 
 become an appropriated icon of climate 
 change, too often serving political and/or 
 commercial interests and having little 
 impact on the survival of this species or 
 the environment.

 Appropriated climate change imagery, 
 such as the polar bear, is used in 
 marketing campaigns to sell unrelated 
 products like appliances, vehicles and 
 cleaning products

 Global warming, climate change and 
 sustainability have provided a wealth of 
 subject matter for industries to market 
 their products and services to consumers.

 WWF and Greenpeace are now using 
 marketing methodologies to advocate for 
 the environment

 “rather than proving that climate change 
 is real through visual means, it might be 
 more useful…to persuade the public that 
 not all environmental problems can be 
 seen” (Doyle, 2007, 147)

  In 2010, they launched 350 eARTh: Art for 
 the Climate, the world’s first global climate 
 art project.

 Icelandic artist Bjargey Ólafsdóttir used 
 red organic food dye to create Red Polar 
 Bear on the Langjökull Glacier, Iceland to 
 speak about the impact of global warming 
 on the polar bear 

 Urban artist Jorge Rodriguez-Gerada 
 mobilised citizens from the Delta del Ebro 
 region to create the face of a young girl, 
 symbolic of the people whose wellbeing 
 relies on the survival of the Delta

  the Santa Fe Art Institute organised 1,000 
 people to raise blue tarps along the dry 
 Santa Fe River bed to show what the river 
 would look like if it had water. 

 However, the processes in which the works were coordinated and 
 materialised to raise alarm about impacts of climate change and CO2 
 emissions have greater impact on the collective consciousness of millions 
 than “quibbling about [their] aesthetic limitations” (Williams, 2013/14, 22).

 Go Fossil Free Divestment Campaign
 calls on individuals and institutions to 
 divest from companies that profit from 
 fossil fuels and climate change

 increase of reputational risk for investors 
 and forces them to weigh in the risk to 
 their reputation versus the return on their 
 investment (Ansar et al., 2013)

 strategic campaigns that mobilise people 
 through shared values

 Climate change communication

  With reference to climate change, artists 
 may offer alternative approaches to 
 sustainability in collaboration with other 
 disciplines, extending and enhancing 
 scientific and technological information in 
 ways that have the potential to activate 
 cultural exchange, shift values and 
 establish new mythologies.

 Climate change communication is an 
 emerging field of scholarship in the social 
 sciences and as Moser states

  “visual communication is a relatively new 
 and understudied aspect of climate 
 communication and holds both promise 
 and important ethical implications for 
 bringing the abstract issue of climate 
 change ‘home’ through impactful 
 imagery” (Moser, 2010, 42). 

 third chapter
 explores processes of perpetual response 
 in the creation and reception of 
 contemporary environmental art

 PERPETUAL RESPONSIVENESS: THE 
 INTERPLAY BETWEEN AFFECTIVE 
 POETICS & THE AESTHETICS OF 
 NECESSITY IN PROCESS-BASED 
 ENVIRONMENTAL ART PRACTIC

 OVERVIEW  practice-led research is collaborative and 
 happens in the public realm.

 the role of perpetual responsiveness in the 
 creation and reception of contemporary 
 environmental art in the public sphere.

 POLITICS OF ENGAGEMENT AND 
 RECEPTION

 Be aware of the shallow rather than the 
 deep, in art as well as ecology.  Lucy Lippard (2007)

 The politics of engagement with 
 environmental art practice and the 
 marginalisation by the art world since the 
 1960’s is largely based on the way art 
 processes sit outside conventional modes 
 of artistic production and reception in the 
 art market.

 The Interface Between ‘Slow vs. Fast Art’

 One of the predominant challenges of 
 contemporary environmental art practice 
 is reconciling the interface between 
 affective poetics and popular 
 understanding – art that offers a profound 
 aesthetic experience versus art that is 
 publically accessible. 

 Williams refers to heuristically as ‘slow 
 art’ and ‘fast art’ (2013/14, 17)

 While many artists responding to 
 environmental concerns chose to exhibit 
 their work in trusted institutions such as 
 galleries and museums, these practices 
 run the risk that the work does not reach 
 other audiences who rarely attend these 
 establishments.

 The likelihood is that the no matter how 
 strong the work is conceptually and 
 technically as art, it is nonetheless also 
 communicating to the ‘converted’

  – elite audiences that have the 
 intellectual and cultural capital to 
 understand the context and content

 Ikeda Manabu, Meltdown, 2013, pen, 
 acrylic ink on paper, mounted on board, 
 122cm x 122cm.

 brings a new kind of eloquence to the 
 articulation of the disastrous event at 
 Fukushima in March 2011, which contrasts 
 the sensationalised news footage of the 
 nuclear meltdown.

 predominantly exhibit in gallery and 
 museum spaces, the complex ideas that 
 inform their work and the messages they 
 convey are limited to discrete audiences 
 who collect their work or attend their 
 gallery exhibitions. 

 At the other end of the spectrum, certain 
 constraints within collaborative practice 
 and the production of art for the public 
 sphere, can lead to artworks that fulfil 
 the aesthetics of necessity, but are 
 conceptually flat and/or overly didactic. 

 Olafur Eliasson and Minik Rosing’s 
 collaborative artwork Ice Watch

  If an artwork used melting ice in a 
 circular formation of a clock to raise 
 awareness to the urgency of climate 
 change in 2001, perhaps the work would 
 have greater artistic and social resonance.

  in 2014, it seems out-dated and 
 prescriptive

 This work is unusually flat and lacklustre 
 for such a prolific and acclaimed artist 
 whose body of work is aesthetically 
 compelling and conceptually rigorous

 PROCESSES OF RESPONSE

 A curatorial response: ARENA  The exhibition ARENA (2010) 

 This led to debates about how to choose between one material over another 
 in terms of toxicity, and the aligned issue of whether it required overseas 
 shipping, to questions on how to effectively gauge other dimensions to the 
 ecological footprint of artworks in production, material sourcing, processes 
 and transport. 

  The discussions were rigorous and 
 provocative, with one artist expressing 
 concern about potentially being branded 
 as an ‘environmental artist’ by 
 participating in this exhibition and how it 
 might negatively impact their future 
 marketability.

 Other more aesthetic questions were 
 focused on how the artworks might 
 benefit public perceptions of the 
 environment. 

 Or, to the more ambitious question of to 
 which extent environmental artworks 
 might influence social change.

 Ceri Hann, Social Circle - City Square, 
 2010, rubbish repurposed into drawing 
 instruments.

  Ceri used repurposed hard rubbish to 
 create low-tech drawing devices to elicit 
 physical and creative engagement with 
 the public

 the work was ephemeral, positive and 
 whimsical, reminding us of the sense of 
 wonder in the everyday and the 
 significance of walking lightly on the earth

 Lynda Roberts, Vox Populi: Climate for 
 Opinion; 2010, live narrow cast radio 
 station with speaker installation

 created a site for participation with Vox 
 Populi: Climate for Opinion; a live narrow 
 cast radio station in situ in a City of 
 Melbourne Creative Spaces street cylinder.

 Lynda had guest hosts run segments in her 
 programming to engage people on the 
 street in conversationabout environmental 
 issues.

  Passers-by could listen to the live 
 broadcast through an installation of steel 
 rods with mounted audio speakers, 
 arranged like grass blades in the square. 

 Roberts invited listening and expression 
 from the diverse public demographic of 
 Melbourne’s City Square.

 Qinglan Huang, Circus, 2010, interactive 
 sculptural installation.

 using a Chinese zoetrope-inspired viewing 
 box as its central component. Through the 
 viewing window, the artist constructed an 
 eerie fictional world where humans rule in 
 a game of life. 

  In fact, all of the works sustained 
 significant damage throughout the 
 duration of the show from deliberate acts 
 interference – perhaps a representation of 
 how people respond when encountering 
 unexpectedly fragile objects in the public 
 realm.

  While the works would have been better 
 protected in a gallery space or comparable 
 environment, it is important to realise that 
 there is a gap in public understanding of 
 how to treat artworks in public spaces. 

  The ecological footprint of this exhibition 
 was minimal as artists chose to rent, 
 repurpose or recycle materials and 
 equipment. A carbon offset was made for 
 anything above this.

 An artist’s response: In Medias Res

 In Medias Res (snow/Canada), 2010, 
 Melbourne City Square, acrylic paint, 
 artificial snow, clay, flocking, glue, 
 ground snow (super absorbent polymer) 
 and snow blowing machine.

 A public art response involving partnership 
 and community engagement activities: 
 Exponential Growth/Exponential Decay

 Joseph Bueys’ monumental and socially 
 engaged environmental work 7,000 Oaks

  ideas of creating art as a catalyst for social 
 change

 A transdisciplinary collaborative 
 response: The Riparian Project

 Transformation is tempered by 
 contradiction  Lucy Lippard (1997)

 The Riparian Project  in Victoria to improve river health

 The analysis included identifying and 
 consulting with stakeholders groups and 
 examining the issue through social, 
 political, legal and environmental lenses.

 identify issue  understand condition

 analyse issue  compare and contrast

 find proofs
 from history records  artworks etc.

 from experts

 analyse solutions

 team up  from different perspectives of expertise (
 disciplines)

 learn to communicate effectively with 
 each other and develop a common 
 language that could assist in 
 communicate effectively with a broad 
 public

 partnership

 pilot project

 an open flow of knowledge, ideas, 
 practices and customs exchange facilitate 
 outcomes and problem solving.

 grant  essential tools and resources to develop 
 the project

 building a website and social media 
 platform

 write a comprehensive business plan

 a framework to identify our purpose, aims, 
 objectives and methods which informed 
 our communications strategy

 an environment for feedback and 
 guidance which assisted with procuring 
 project partners and resource support

 ensure the sustainability of the project and 
 the team

 Aims, Objectives and Methods

 Design and deliver a site and context-
 specific public artwork

 Raise funds to pay for the creation and 
 maintenance of the artwork, community 
 engagement activities and administration 
 costs

 Develop sustainable partnerships 

 Document and disseminate outcomes of 
 the project including briefs to government 
 decision makers, conferences, speaking 
 engagements andpublications

  Evaluate and track our processes to gain 
 learning outcomes

 Gantt chart

 Stage 1 - Community Engagement  to generate collective knowledge

 through the provision of a contemporary 
 environmental artwork, social media and 
 our website, conference presentations, 
 public events, workshops and an 
 animation or mobile application that 
 expands and enhances narratives

 Public Art Advisory Group - Workshop I: 
 Establishing the Design Brief

 The Arts SA Commissioning Guide for 
 Local Councils gives a fairly comprehensive 
 scope of public art practice, which 
 provided a good structure to format the 
 workshop

 Public art is regarded as the artistic expression of a contemporary 
 art practitioner presented within a public arena, outside a gallery 
 environment, where it is accessible to a broad audience. It can 
 reflect a history, an event, issue or local story significant of time 
 and place. It can be functional, site-specific, integrated, 
 commemorative, interpretive, temporary, interactive, decorative, 
 iconic or any combination of the above mentioned (Arts SA Public 
 Art and Design (PA&D), 2006).

 Yue Minjun, A-maze-ing Laughter, 2009

 Jack Mackie, Dance Steps on Broadway (
 detail), 1982

 Lawrence Argent, I See What You 
 Mean, 2005

 Functional, Site-specific, Integrated, 
 Commemorative, Interpretive, Temporary, 
 Interactive, Decorative and Iconic, but also 
 acknowledging that many works cross 
 over more than one type.

 The Design Brief

  Extends the public’s awareness of what

 Invites interdisciplinary collaboration, 
 community engagement and public 
 participation in the development and 
 presentation;

 Concept Development  public art proposal submissions   a design brief
 develops one concept and submits 
 preliminary sketches for review through an 
 adjudication process

 Public Art Advisory Group - Workshop II: 
 Presentation of Artwork Concepts  The Kits

 so much in the world of sustainability and 
 permaculture reinforces DIY ways of living. 
 DIY culture is an empowering mindset 
 with a capacity to transcend most areas of 
 everyday living

 Facilitated discussion and decision-
 making

 What grabs your attention in each 
 concept?

 Describe what you see in the artwork.

 How do you see the artworks functioning 
 in...?

 Do you see any relationships between the 
 sculptural elements and potential sites?

 How do you think the concepts reflect the 
 aims of ...? 

 Reflection on the decision process

 PAAG

 public art from ‘first impression’ to 
 ‘informed judgment’

 an interaction between themselves (the 
 viewer) and the art object

 First impression

 Description

 Analysis

 Interpretation

 Background information

 provide them with more background 
 information about each artwork, such as 
 context, site information, materials and 
 processes, before asking them to reflect on 
 the exercise and to assess if their thoughts 
 or feelings changed since the first 
 impression

 Informed judgement

 record their comments about the artworks 
 on the Post-it notes, and to group the 
 images based on their discussions and any 
 common themes arising from the tour and 
 workshop

 analyse the work by questioning their 
 thoughts and feelings in response to what 
 they described and were seeing

 Talking About Art’ simple guide (
 Appendix 5) and a 2-page list of Art & 
 Public Art terminology (Appendix 6)

 speaking objectively about art and to 
 refrain subjective terminology 

 Stage II - Feasibility study, partnerships 
 and funding  Outcomes and considerations

 It is a process of perpetual responsiveness 
 with a constant shifting ground that is 
 time consuming, strategic, built on 
 relationships, and negotiating constraints 
 and prospects outside of traditional art 
 institutions and frameworks

 How do we best meet the needs of the 
 project and our project objectives, while 
 maintaining a participatory and 
 democratic approach?

 How do we maintain the aesthetic 
 integrity of the artwork without being too 
 literal, overly didactic or proselytising one 
 point of view?

 How do we appease the risk-adverse and 
 conservatism of council and some 
 community members, without hindering 
 trust and engagement with the legacy 
 objectives of the project?

 How do we reconcile these constrains 
 without compromising outcomes?

 How do we reconcile the interface between function 
 and the aesthetics of necessity in environmental public 
 art discourse, namely the possibility of compromising 
 the poetics and criticality of a strong contemporary 
 public artwork in favour of the artwork’s educational 
 and environmental benefits?

 Art & The Anthropocene: Processes of 
 response and communication in an era of 
 critical uncertainty

 my intention that the exhibition reflects 
 some of my approaches to complexity and 
 process in environmental art practice, 
 through mechanisms of placement and 
 display

 Chapter four

 an historical and theoretical overview of 
 what is largely known as ‘environmental 
 art’ based on a model adapted from 
 William L. Fox’s work and upcoming book 
 The Art of the Anthropocene.

 ART & THE ANTHROPOCENE

 OVERVIEW

 how much of this human creativity ends 
 up benefiting non-humans and the earth 
 itself?

 environmental change has accelerated 
 significantly in recent decades

 artists across the globe are responding to 
 some of its complexities, but nonetheless 
 this form of responding also draws from a 
 wide range of cultural traditions including 
 Romanticism

 Some have sought to engage 
 communities with sustainability ideas and 
 methods

 others seek collaborations with decision 
 makers and industry to generate change 
 towards ecological recovery of areas 
 destroyed by anthropogenic activities

 William L. Fox’  The Art of the Anthropocene (2013)

 THE ART OF THE ANTHROPOCENE

 Paul Cruzen

 popularized the concept of the 
 ‘Anthropocene’ 

 denote a period of time governed by 
 human activity

 three stages

 I  the period of Industrialisation (1790’s to 
 post WWII)

 the representation of nature as sublime in 
 landscape painting

 The art of the industrial era was coeval 
 with European Romanticism

 particularly in Britain, France and Germany

 the Romantic emphasis on the 
 imagination and emotion

  the sublime and a new engagement with 
 the experience of nature flourished in 
 literature, art, music, philosophy and 
 politics

 aftermath of the French Revolution of 
 1789

 a general resistance to many established 
 social conventions and resistance to the 
 encroachment of industrialization

 subjective experience and the expression 
 of emotions shifted the role of the artist in 
 society from the margins to the foreground

 Théodore Géricault

 Joseph Turner

 Eugène Delacroix

 William Blake

 focus on human corruption and cruelty in 
 contrast to the power of nature, which 
 seems to threaten a form of merciless 
 reprisal

 Timothy Morton explains, “since the 
 Romantic period, nature has been used to 
 support the capitalist theory of value and 
 to undermine it; to point out what is 
 intrinsically human, and to exclude the 
 human; to inspire kindness and 
 compassion, and to justify competition 
 and cruelty” (2007, 19)

 increased separation of nature from the 
 human sphere of cultural activity  fetishisations of nature  we objectify it to the extent that we 

 longer see ourselves as a part of it

  the Prussian polymath Ernst Haeckel
  understood the limitations of the literate 
 class in understanding Darwin’s book 
 Origins of the Species

 brightly coloured, intricate illustrations 
 of newly discovered species from exotic 
 environments 

 II  the second is the Great Acceleration (from 
 the 1950’s)

 the landscape itself provided the material 
 for earthworks

 shift from geographical and botanical 
 representations of nature in colonial 
 exploration in the first stage to the 
 processes of globalisation in the current 
 era of the Anthropocene,

 to art that catalyses social change by 
 addressing the problem of the human 
 impact on the earth and its biosphere

 “longed for a radical restructuring of art 
 itself and sought ways to communicate 
 more directly with audiences outside of 
 the art world…

 to liberate art from the constraints of 
 commerce and aestheticism, and to 
 make art into a vital force with the 
 world” (Sollins et al., 1990, 3)

 Joseph Beuys

 husband and wife team Helen

 Newton Harrison

 Alan Sonfist

 Ana Mendieta

 Agnes Denes

 Many of these artists merged art with 
 other disciplines including anthropology, 
 history, urban design, science and 
 landscape architecture.

 whether or not the work itself could be 
 better accomplished by experts from 
 another discipline

 it seems to “trespass on the territory of 
 others”

 Joseph Beuys’  7,000 Oaks (1982-87)

 embodied the idea that social sculpture 
 is participatory and enmeshed with the 
 social fabric of our time – where social 
 processes in are intertwined with 
 aesthetic ones.

 “which attempts to shift our 
 understanding of art away from the 
 creation of reified objects and the biases 
 of self-interest, and to channel creativity 
 onto the concrete social tasks that need 
 doing – that is to say, toward the moral 
 shaping of culture itself (Gablik, 1991, 142). 

 Beuys stated that the project was a 
 “symbolic communication with nature”

 the Great Acceleration Era

 a period from the 1950’s onward to 
 roughly the 1990’s

 marked an explosion of human activity 
 largely fuelled by advances in the oil and 
 gas industry

 Environmental art was ‘initiated’ during 
 this period, around the 1960’s

 gained further momentum in the 1970’s 
 and 1980’s

  worked mainly outside of traditional 
 studio and gallery spaces

 In the USA, a number of artists began 
 working with the landscape, primarily for 
 the formal possibilities its scale and 
 materiality offered. 

 often an extension of their sculptural 
 practice

 Michael Heizer, Double Negative, 1969

 created by carving 240,000 tons of earth 
 using explosives and industrial machinery 

 The massive displacement of rock and 
 material destroyed subtle life systems in 
 the area

 “I don’t care about landscape. I’m a 
 sculptor. Real estate is dirt, and dirt is 
 material” (Heizer qtd. in Gablik, 1991, 
 140)

 Robert Smithson

 Glue Pour,  1969

  In Smithson’s earlier works, he was largely 
 captivated by the grandness of using 
 heavy construction equipment to move 
 earth to create his monumental works

 also strongly opposed to environmentalist 
 perspectives on nature

 Asphalt Rundown, 1969, Rome, Italy.

 Broken Circle, 1971, Emmen, Holland.

 Later in his career, Smithson became 
 aware of the potential ecological 
 implications of continuing this body of 
 work in decreasing ‘virgin landscapes’ and 
 approached mining companies to use 
 their industrial sites as what he saw as “a 
 way of recycling the land for aesthetic 
 purposes” (Auping, 1983, 97)

 but not for ecological restorative 
 purposes

 Christo and Jeanne-Claude’s Running 
 Fence (1972-76)

 Walter De Maria’s The Lightening Field (
 1974-77)

 Artists of this generation were less 
 concerned about the environmental 

 impact of their artworks

 The era of Great Acceleration provided a 
 wealth of environmental issues for artists 
 with activist inclinations motivated by 
 ecological sensitivity, justice and/or 
 responsibility. 

 The Harrisons

 Unlike the artists who use the natural 
 environment as their canvas, the Harrison’s 
 ethical relationship to the environment 
 and global concerns is implicit in their 
 work. 

 When investigating an issue like species 
 loss or climate change, the Harrisons 
 integrate themselves within a whole 
 system to achieve systemic change. 

  they believe their ‘non-possessive’ process 
 removes the authoritarian or coercive 
 voice that often prevail and hinder public 
 projects and other planning operations.

 avoid professional dialectic language in 
 favour of language that can be understood 
 through conversational discourse

 Breathing Space for the Sava River, 
 Yugoslavia (1989-90)

 Vision for a Green Heart of Holland (
 1995)

 Greenhouse Britain (2007-2009)

 The Force Majeure: Peninsula Europe III, 
 the Tibetan Plateau & Sierra Nevada (from 
 2008 on)

 Harrisons work is project and problem 
 solving oriented and more about 
 processes than product, underscoring a 
 significant shift in environmental art 
 thinking and practice. 

 III  Earth Systems Science (1990’s to the 
 present)

 CONTEMPORARY ART IN AN ERA OF 
 EARTH SYSTEMS SCIENCE

 The question is not that ‘can art change the world?...the world is 
 changing. The need to transform the egocentric vision that is 
 encoded in our entire worldview is the crucial task that lies ahead 
 for our culture. The issue is whether art will rise to the occasion 
 and make itself useful to all that is going on. 

 Suzi Gablik (1991)

 The role of the artist in environmental art 
 practice has also evolved in this latest part 
 of the era of the Great Acceleration- from 
 documenter and commentator in the 
 Industrial Era to being agents of change 
 and social critics.

 Art has a transformative capacity to 
 critique and reflect upon the “questioning 
 of society by itself and often takes an 
 active role in the search for answers to 
 those questions” (Sonfist, 1983, xi). 

 Mel Chin’s Revival Fields (1990-1993)

 Spaid calls an ‘ecovention’(2002b)

 While Chin had to substantiate the merits 
 of this work as art and transformed the 
 phytoremediation industry through 
 research and commercial enterprise, it 
 failed to engage the public beyond the art, 
 science and economic sectors. 

 Collaboration and the communication of 
 scientific data: HeHe

 In a time when meaningful global 
 communication and intelligent 
 restructuring of our environment is 
 imperative, art can assume an important 
 role. It can affect intelligent collaboration 
 and the integration of disciplines, and it 
 can offer skilful and benign problem 
 solving. A well-conceived work can 
 motivate people and influence how 
 things are perceived.

 Agnes Denes (qtd. in Homer, 2014)

 Scientific data is often experienced as abstract and hence beyond 
 the realm of personal experience for the layperson, where art has the 
 capacity to broader community. In communicating the 
 consequences of significant environmental future scenarios to the 
 public, the language of science may often seem difficult to grasp in 
 time and space 

 (Heartney, 2005, 21)

 HeHe, Nuage Vert (Green Cloud), 2008, 
 laser tracking and projection, Helsinki.

 a contemporary artist-led ecological work 
 using interdisciplinary collaboration to 
 engage the public to change their 
 patterns of energy consumption

 used a laser tracking mechanism to 
 project green illumination on to the 
 emissions cloud emanating from the 
 Salmisaari power plant’s chimney

 During the weeklong installation, local 
 residents were asked to consume less and 
 unplug unessential electrical appliances to 
 watch the physical dimension of the green 
 cloud change

 Controversy and exposure: Peter von 
 Tiesenhausen and Chris Drury

 Ecologically focused artworks are not 
 without controversy like other activist 
 driven or political artworks. 

 environmental works are inherently 
 political to some degree as they often 
 push against or expose dominant 
 institutional norms within government, 
 industry and academia.

 Peter von Tiesenhausen, Ship, 1993, 
 woven willow branches, 33-metres in 
 length, Demmitt, Alberta

 Transforming ecologies: Jason deCaires 
 Taylor and Sebastião Salgado

 Jason deCaires Taylor, The Silent 
 Evolution, 2012

 Jason deCaires Taylor’s underwater 
 sculptures are the synthesis of art and 
 science, created to support coral growth 
 and habitats for marine life, but also to 
 raise awareness about the plight of the 
 world’s oceans

 creates large-scale sculptures out of 
 environmentally friendly materials that 
 promote coral growth

 comprised of 400 life size casts of people 
 from a broad demographic arranged at a 
 depth of eight metres underwater in 
 Cancun/Isla Mujeres, Mexico

 Artist Olek 'yarn bombing' Jason 
 deCaires Taylor's sculpture Time Bomb, 
 2014.

 Sebastião Salgado

 best known for his social documentary 
 photography depicting the plight of the 
 human condition in times of war, famine, 
 migration and hardship

  the Genesis Project

 His intention was to capture and preserve 
 through photography “how the world was 
 before humanity altered it almost beyond 
 recognition” (Salgado, 2004). 

 started off as a pilot project to reforest the 
 area and act as a demonstration project 
 for restoring depleted land in Brazil turned 
 into a major ecological transformation.

 a stand-alone environmental artwork in its 
 own right, its viewing is primarily within 
 cultural institutions to somewhat elite 
 audiences and likely doesn’t benefit the 
 environment directly except to raise 
 awareness

 The couple started Instituto Terra as a not-
 for-profit NGO dedicated to restoring 
 ecosystems

 demonstrate the generative influence of 
 artistic intervention in an ecosystem, 

 showing what can be achieved through 
 art, imagination and collective action. 

 Enabling environmental art and 
 collaboration: Cape Farewell and 
 TippingPoint

 Art is not a monologue

 Cape Farewell and TippingPoint 
 understand the power of art, imagination 
 and collective action.

 David Buckland created The Cape 
 Farewell project 2001

  Working in partnership with international 
 scientific and cultural organisations,

 based on a model of ‘expedition’

 The idea is to invest in the artist’s skill to 
 “uncover the hidden, the unpalatable, the 
 unstated, whether it be in love, ethics or 
 values”, apply it to climate change to 
 uncover new discourses.

 TippingPoint (UK) was founded in 2005 
 by Peter Gingold

 bring together by invitation leading 
 researchers, policy makers, influencers and 
 artists to participated in an informal, but 
 intense series of meetings and activities to 
 provoke and engender collaborative 
 thinking and work.

 the dangers of having art understood to be 
 acting in the service of science, or science 
 acting in the service of art can be avoided

 each represent a shift in artistic practices, 
 and the representation and social 
 conceptualisation of nature.

  ‘art in nature, ‘land art’, ‘earth art’ 
 ‘earthworks’,  ‘ecoventions’, ‘eco-art’ (
 short for ecological art), ‘green art’ and 
 ‘sustainable art’

 Sam Brower (Director of greenmuseum.
 org) points out, “many artists and critics 
 use the words […] interchangeably or at 
 times use the same term to mean 
 different things” (2009)

 recently, many environmental artworks 
 were largely ignored by the contemporary 
 art world, primarily due to the fact that 
 most environmental works exist either 
 temporarily or permanently outside of the 
 white cube

 works are also process oriented

 do not necessarily conform to 
 conventional curatorial modes or to the 
 conventions of the art market

 Bower uses ‘environmental art’ as an 
 umbrella term to describe the whole art 
 movement

 differentiates between earlier Land Art 
 and Earth Art 

  Sue Spaid chooses ‘Land Art’ as a more 
 generic term encompassing earthworks, 
 art in nature, environmental art and 
 ecological art.

  To Spaid, it is ‘environmental art’ that 
 aims to raise awareness about natural 
 forces, and coins the term ‘ecovention’ to 
 art that brings action and ingenuity to 
 environmental issues (Spaid, 2002a, 11)

 Gablik contends, just because an artist 
 uses materials from nature or earthmovers 
 to move dirt, this does not “automatically 
 imply ecological consciousness” (1991, 141) 
 or an engagement with issues such as 
 global climate change

 there has been a significant shift in the 
 conceptual and formal frameworks of 
 environmental practice in art since the 
 1990’s

  contemporary environmental art is a 
 discursive relational and ecological field of 
 practice and scholarship – one in which 
 own interdisciplinary practice is situated

 12 Artists On: Climate Change

 Eco-visualization: Combining Art and 
 Technology to Reduce Energy 
 Consumption

 INTRODUCTION   public art

 The term public art traditionally refers to 
 works of art that have been planned with 
 the express purpose of being sited in the 
 public domain, often outside and 
 accessible to all.

 SUSTAINABILITY DEFINED

 eco-visualization involve an investigation 
 of how resource conservation and 
 philosophical attitudes toward nature 
 manifest in the following related 
 disciplines: responsive architecture, media 
 art, information visualization, and 
 sustainable design

 opment involves: “Meeting the needs of 
 the present generation without 
 compromising the ability of future 
 generations to meet their needs [13]."

 “sustainability” thus links robust 
 economic development with inventive 
 resource management.

 “…Sustainability means living within the 
 earth’s limits. It means living in a world 
 where feeding people does not 
 necessitate polluting groundwater 
 and coastal shorelines...Sustainability 
 means doing things better—not doing 
 without [14].”

 Canadian environmentalist and scientist 
 David Suzuki

 Eco-visualization is an interdisciplinary 
 topic

 visual display of electricity, steam and 
 water usage

 responsive architecture

 media art

 information visualization

 sustainable design

 an interdisciplinary approach to creating 
 items that embrace practices of resource 
 conservation as well as a commitment to 
 the general philosophy of sustainability as 
 previously defined by the author

 chooses energy efficient methods 
 wherever possible

 works to harmonize and not disrupt the 
 natural assets surrounding the project site

 uses materials made from renewable 
 resources or recycled goods

 Despite media art’s reliance on electricity 
 to power the artistic medium, there are 
 surprisingly few precedents for media art 
 that promote the general principles of 
 sustainability or resource conservation

  Information visualization, a term coined in 
 the early 1990’s, incorporates the use of 
 computer-generated visual 
 representations of abstract data [19]

 only a few have taken on the challenge of 
 ecological data display [20].

 If eco-visualization were practically integrated into urban 
 architectures as public art, this hybrid art and design practice could 
 provide a new way of communicating ecologically vital, site-specific 
 data as well as an innovative method for motivating people to 
 conserve resources

 The Carbon Footprint of the Art world  http://dismagazine.com/dystopia/67560/
 the-carbon-footprint-of-the-artworld/

 What does art do to the global warming 
 and ecological crisis

 ECOCORE and DIS asked leading art 
 institutions to provide data on the 
 carbon footprint of their recent 
 exhibitions

 Some actually provided shipping and 
 travel data (Artists Space and Grand 
 Century),

 Some found the topic interesting (New 
 Museum, Serpentine Galleries) but were 
 too busy unpacking crates

 Others didn’t seem to care (David Zwirner,
  PACE).

 Artist Kimmo Modig

 This is also tied to this idea of not buying 
 into the dream of the global art world, 
 but doing your work more locally (local as 
 in both online & irl). As a strategy, it’s as 
 old as dematerialization.

 Since art’s value cannot be traced back 
 to anything in particular, it would be 
 bizarre to claim that art requires certain 
 material conditions to happen. 

 Say, I use cement and LED screens for my 
 installation, or book a flight to Berlin to 
 make it happen. Those are choices I 
 make, and I choose whatever happens to 
 please me.

 If artists and curators want to diminish 
 their professional carbon footprint, 
 where would one begin? 

 How to decide what’s important and 
 what’s just a bad art habit?

 Is flying to an art fair more or less 
 meaningful than flying to a residency?

 You could figure out what the materials 
 and their source of origins tell about an 
 art work.

 The works themselves are a small part 
 of art’s carbon footprint (unless you’re 
 Christo). 

 Mostly, it’s the audience and professionals 
 traveling around to see the shows. More 
 and more, art is seen as part of tourism. 

 instead of individual carbon balancing, 
 a more dramatic change is needed

 Cutting our consumption down 
 drastically is supposedly the best way to 
 fight climate change. 

 This is consumerism as ritual sacrifice: 
 better go and buy that coke.

 If consumerism really is the biggest 
 problem, as I mentioned in the 
 beginning, should we get rid of art 
 market, then? 

 The Carbon Footprint of Art  https://canadianart.ca/features/the-carbon-
 footprint-of-art/

 We’re used to seeing the arts as a 
 torchbearer for environmental 
 awareness: 

 clarion-call documentaries on global 
 warming, even Hollywood films about 
 environmental dystopias; large-scale 
 photographs depicting industrial 
 exploitation; biennials and conferences 
 themed on the Anthropocene. 

 These and so much more have significant 
 carbon footprints.

 Are the creative industries the world’s 
 most hypocritical polluters?

 Julie’s Bicycle

  executive report on Ice Watch  criticized its significant carbon footprint  well-meaning art can indeed be wasteful

  A third wave of popular-culture 
 consciousness around 
 environmentalism, in the early to mid-
 2000s

 we learned that an individual’s efforts to 
 combat climate change can’t match those 
 of large industries, corporations and 
 governments, who must change protocols 
 and laws to make a dent.

 David Balzer

 Alison Tickell

 What is stopping the arts from engaging 
 with climate change and sustainability? 

 climate change really does require a 
 material response. It’s not enough to talk 
 about it

 the UK music industry

 even without things like international 
 touring and production, it generated at 
 least half a million tons of carbon in the 
 UK a year.

 Artists will always do what they want

 This conception that being sustainable is 
 more expensive was terribly common 
 when we started a decade ago

 Antony Gormley interview — the Angel of 
 the North sculptor on his blockbuster 
 Royal Academy show

 https://www.thetimes.co.uk/article/antony-
 gormley-interview-the-angel-of-the-north-
 sculptor-on-his-blockbuster-royal-
 academy-show-2lw8q3mwc

 “I’m sorry, I’ve now railed against the 
 profligacy of the culture industry in which 
 I am embedded. But at the same time, as 
 a result of that, it allows me to do things 
 that stand completely apart from market 
 concerns.”

 Antony Gormley criticises huge carbon 
 footprint of the art world—but admits he 
 is part of the problem

 https://www.theartnewspaper.com/news/
 antony-gormley-carbon-footprint

 raising the issue of art fairs’ impact on the 
 climate crisis.

 Criticize the negative effects of art fairs

 “art fairs serve a minute proportion of the world’s population, and 
 just the export and import and packing, and transport of all the 
 works, and then you add to that all the air fares of all the people 
 who go to them, and there’s no question this is a profligate use of 
 resources.” 

 "I’ve been absolutely hook, line and 
 sinkered by it!” Gormley declined to 
 comment further.

 Art Basel's global director Marc Spiegler   Art fairs would be impossible to have no 
 impact on the environment

 “Let’s put our cards on the table: it would 
 be impossible to stage an art fair or 
 biennial without having some kind of 
 impact on the environment. By definition 
 they are not the most environmentally 
 friendly events because they require travel 
 from people and works of art.” 

 “How can you be carbon-neutral in an 
 environment that is urgent and ephemeral 
 in nature?”

 Why there are urgent and ephemeral 
 events?

 How do art fairs contribute to the 
 climate crisis?

 https://www.ft.com/content/c8f21a30-
 8386-11e9-a7f0-77d3101896ec

 Art Basel's global director Marc Spiegler

 “Art fairs can play a role in putting 
 forward the visceral and emotional side 
 of the issues, but they are not inherently 
 environmentally friendly.” But, he adds, 
 “that doesn’t mean we shouldn’t do what 
 we can to mitigate such issues 
 surrounding our events.”

 Art Basel

 London dealer Kate MacGarry. 

  “Studies show that the wealthier you are, 
 the bigger your carbon footprint, so it’s 
 great that we are now seeing this 
 addressed somewhere like Art Basel”

 Really Addressed?

 new collages by Goshka Macuga  the artist says are “representative of the 
 ecological crisis”

 £15,000 each, they include images of 
 industrial waste, drought and flooding.

 消费环保？

 Goshka Macuga's 'Discrete Model Number 
 022'

 Eco-conscious art is not for everyone. 

 “Artists can be wary of the subject as it’s 
 hard to get right”

 And despite an influx of works that touch 
 on environmental issues, some feel that 
 they are not as forceful as they could be. 

 Andrew Stramentov

 Take-up has come from museums, 
 galleries and, importantly, fine art shippers, 
 who provide single-use crates for works of 
 art and generally dispose of much of it 
 afterwards.

 Art system needs to change

 “The art world might be resistant to 
 change but there is a growing consensus 
 that people want and need to do so. The 
 system has been grossly inefficient and 
 everyone knows it“ 

 the trappings of the art world
  including the countless planes that will fly 
 in and out of Basel next week, are hardly in 
 the interests of a fragile planet.

 Does the effect of artworks limited by 
 spcce and social communities? 

 Can they really let more people feel the 
 climate change? 

 Relating Artists

 Vasily Kylukin  I'm using art to highlight the plague of 
 plastic waste which is killing our planet

 https://www.independent.co.uk/voices/
 plastic-waste-art-environment-oceans-
 rubbish-trash-vasily-klyukin-earth-planet-
 a8541656.html

 Addiction of using plastic
 I would compare our use of plastic to 
 smoking: a combination of a mindless 
 habit and an addiction. 

  The harm comes from sustained, 
 continuous use.

 History of Plastic

 Invented in 1807 

 started being mass-produced only 100 
 years later

 In some three quarters of a century, 
 humanity was addicted.

 I don’t believe that one single person can 
 fight the world’s corporations and force 
 them to stop producing plastic en masse 
 and switch to, say, glass. 

  Olafur Eliasson’s Ice Watch

 Was Olafur Eliasson Bringing 30 
 Icebergs to London a Sustainability Own 
 Goal?

 https://frieze.com/article/was-olafur-
 eliasson-bringing-30-icebergs-london-
 sustainability-own-goal

 Minik Rosing

 Environment is facing worse situation, it'
 s worth to make a piece like Ice Watch to 
 inspire people.

 ‘An iceberg like that? Greenland loses 10,
 000 every second so you can take 30 of 
 them: it’s not going to change anything, 
 or hopefully it is going to change 
 something: an awareness of what is 
 happening, so maybe we’ll make 
 changes in our behaviour.'

 Inspiration is more important than 
 inculcation

 Years spent in education, he says, have 
 shown him that you can’t teach people 
 anything: all you can do is inspire them to 
 want to learn

 ‘Art can inspire someone to want to do 
 something,’ he says. ‘But science can tell 
 them what to do and how to do it.’

 Why It Often Takes Time To Know 
 Whether A March "Worked"

 marches that we view as "useless" or 
 disruptive now could be seen in years to 
 come as world-shifting, and ones that 
 seem to be changing the course of history 
 could in fact be a damp squib

 Moises Naim  Why Street Protests Don't Work  without much political weight behind 
 them to create change

 "Behind massive street demonstrations, 
 there is rarely a well-oiled and more-
 permanent organization capable of 
 following up on protesters’ demands and 
 undertaking the complex, face-to-face, 
 and dull political work that produces real 
 change in government."

 environmental artwork - protest 在形式上的
 相关性及其缺陷的相关性

 The carbon footprint of Ice Watch has 
 been monitored by the environmental 
 NGO Julie’s Bicycle

 roughly that of a London school class 
 taking a trip to Greenland.

 Art of Change and Olafur Eliasson’s Ice 
 Watch: “Art has great potential for 
 changing the world”

 https://www.artichoke.uk.com/art-change-
 olafur-eliassons-ice-watch-art-great-
 potential-changing-world/

  the third part of the Ice Watch series  first took place in Copenhagen in 2014 and 
 then again in Paris in 2015

 all launched to coincide with a global 
 environmental event

 How it transfer to London

 The free-floating ice blocks were fished 
 out from the Nuup Kangerlua fjord in 
 Greenland after they began to melt into 
 the sea

 transported to London in fridge containers, 
 normally used for frozen prawns

 Thinks artwork can let people to feel 
 something in another perspective

 Eliasson has said “facts alone are not 
 enough to motivate people; at times, they 
 even create the opposite effect. We need 
 to communicate the fact of climate 
 change to hearts as well as heads, to 
 emotions as well as minds”

 hopes that the artwork has the potential 
 to turn climate knowledge into climate 
 action in a way that news bulletins, reports 
 and images can’t

 达尔文 插画

 In our time of ever-increasing 
 consumption, is Ice Watch irresponsible 
 or is it the eye-opener we need?

 Is it worth?

 Olafur Eliasson installs giant blocks of 
 glacial ice across London

 https://www.dezeen.com/2018/12/12/ice-
 watch-olafur-eliasson-installation/

 "I'm not naive, I understand that this one 
 project probably will not suddenly tilt 
 something major around, but I do 
 honestly believe that I am part of a 
 movement," he said.

 Art review of Olafur Eliasson's Ice Watch 
 Paris

 https://www.academia.edu/19593839/Art_
 review_of_Olafur_Eliassons_Ice_Watch_
 Paris

 Eliasson is known for re-creating, or 
 presenting, natural phenomena through 
 artificial means,

 geologist Minik Thorleif Rosing (whose 
 work on photosynthesis in the Greenland 
 sea beds reset the date for the beginning 
 of life on Earth from 2.8 billion years ago to 
 3.7 billion)

  drag to harbor from Greenland’s Davis 
 Strait twelve immense iceberg chunks

 lift them up by heavy cranes  place them in storage in large icehouses
 transfer them in six refrigerated containers 
 from Nuuk to Aalborg to Denmark by 
 container ship

  take by road a ten-hour petro-truck to 
 Paris

 weighing 80 tons

 The installation is tied to COP 21  the category of art made in wake of the 
 Anthropocene

 The process art movement of the 1970s 
 and the Environmental Art movement are 
 directly related,

 especially Puerto Rico born Rafael Ferrer’s 
 process-oriented 50 Cakes of Ice (1970)

 showed melting in the Abby Aldrich 
 Rockefeller Sculpture Garden at the 
 exhibition Information at the Museum of 
 Modern Art

 In process art, as in the Arte Povera 
 movement, nature itself is lauded as art 
 and the symbolization and representation 
 of nature is often rejected

 Simon Critchley has described in 2010 as 
 Contemporary Art’s dominant trend: the in-
 authenticity of mannerist situations of 
 reenactment

  goes on in 2012
 “taste for appropriation and reenactment 
 that has become hegemonic in the art 
 world.”

 Chris Hedges
 is the record of lofty rhetoric and 
 ineffectual cosmetic reforms typical of 
 climate summits.

 “Since the first summit more than 20 years ago, carbon dioxide emissions have 
 soared. Placing faith in our political and economic elites, who have mastered the 
 arts of duplicity and propaganda on behalf of corporate power, is the triumph of 
 hope over experience. There are only a few ways left to deal honestly with climate 
 change: sustained civil disobedience that disrupts the machinery ofexploitation; 
 preparing for the inevitable dislocations and catastrophes that will come from 
 irreversible rising temperatures; and cutting our personal carbon footprints, which 
 meansdrastically reducing our consumption, particularly of animal products.”

 As openly stated in the project’s Executive 
 Summary, the carbon footprint resulting 
 from the exhibition of Ice Watch Paris is 30 
 tons CO2e

  from the Nuup Kangerlua fjord outside 
 Nuuk in Greenland to Paris accounts for 
 the majority of the emissions: 28.03 tonnes 
 CO2e (93%). The exhibition Ice Watch Paris 
 results in 0.45 tonnes CO2e (2%).

 The remaining 1.53 tonnes CO2e (5%) are 
 from the travel undertaken by the team 
 from Olafur Eliasson Studios and sponser 
 Julie’s Bicycle (a London based global 
 charity) travelling to Paris for the exhibition

 placed to melt so as to sensitize us to the 
 larger issue of climate change, may be 
 itself a sign of what is going wrong: scale

 “Art has the ability to change our 
 perceptions and perspectives on the world 
 and Ice Watch makes the climate 
 challenges we are facing tangible. I hope it 
 will inspire shared commitment to taking 
 climate action.”

  Inspire whom, I might ask?

 Chris Hedges points out, “The global elites have no intention of 
 interfering with the profits, or ending government subsidies, for the 
 fossil fuel industry and the extraction industries. They will not curtail 
 extraction or impose hefty carbon taxes to keep fossil fuels in the 
 ground. They will not limit the overconsumption that is the engine of 
 global capitalism.”

 Clarity and Obscurity
 An analysis of ecological engagement
 in artworks by Mel Chin and Olafur 
 Eliasson

 Patricia Bondesson Kavanagh

 Revival Field by Mel Chin  (1991 - ongoing) 
 began as a field test conducted by Chin in 
 collaboration with senior agronomist Dr 
 Robert Chaney

 It tested the potential for plants known as 
 hyperaccumulators to extract heavy 
 metals from contaminated soil during 
 their growth process. 

 Green river by Olafur Eliasson   (1998 - 2001) 
 Olafur Eliasson dispersing a non-toxic dye 
 known as uranine into water, which results 
 in chosen river turning a fluorescent green.

 On no occasion was the authorities or 
 public notified that the spectacle would 
 take place

 clarity and obscurity

 respectively interpreted from theory by 
 contemporary art scholar Nicholas Flint 
 Collins and 18th century writer Edmund 
 Burke

 Clarity  employs reasoning and logic to engage 
 the viewer

 Nicholas Flint Collins, Site responsibility: 
 Eco-art and Environmental Ethics in the 
 Anthropocene, (Diss. Louisville: University 
 of Louisville, 2016)

 Obscurity  focuses more on emotional engagement 
 via the Sublime

 Edmund Burke, A Philosophical Inquiry 
 into the Origin of our Ideas of the Sublime 
 and Beautiful, (New York: P.F. Collier & 
 Son, 1994), 11.

 Purpose, Questions and Structure

 Critical Previous Research

 Environmental Passivity   Living in Denial: Climate Change, 
 Emotions and Everyday Life  Kari Marie Norgaard  explain the reason for public apathy and 

 passivity towards environmental issues

 Challenge information
 deficit model

 argues that public non-engagement stems 
 from a lack of easily digested information

  climate change is in fact not a complex 
 issue, rather we know there is a direct link

 in fact a wealth of information passed on 
 to the public by governments, media and 
 the scientific community regarding 
 climate change

 being informed does not necessarily 
 equate becoming engaged

 individuals collectively distance 
 themselves from information because of 
 norms of emotions, conversation, and 
 attention by which they use an existing 
 cultural repertoire of strategies in the 
 process.

 Ecological Art  burgeoning in the 1960s  as an offshoot to Environmental and 
 Systems Art as well as Institutional Critique  Art and the Ecological Consciousness 1972   Gyorgy Kepes

 Kepes observes that humanity is entering 
 into a new era where the monsters of the 
 natural world (i.e. natural phenomena 
 such as weather) are being replaced by 
 those manufactured beasts of the 
 industrial era

 The Sublime  the Sublime in relation to Contemporary 
 Art

 an Art & Design issue from 1995 titled The 
 Contemporary Sublime: Sensibilities of 
 Transcendence and Shock

 Limitations and Future Research

 Theoretical Approaches and Method

 1.4.1Introducing Clarity and Obscurity

 In interviews with ordinary Norwegian 
 citizens Norgaard found that many of 
 those individuals who where educated on 
 climate change still admitted that their 
 awareness of such issues did not interfere 
 with their everyday lives.

 Norgaard dubbed this cognitive 
 phenomena the double reality

 one reality was the collectively 
 constructed sense of normal everyday life

  For Norgaard an important mechanism in 
 challenging such structures is emotion. 
 Without forming appropriate emotional 
 bonds the individual may end up loosing 
 touch with reality.

 forming the, "...moral values that are part 
 of a social movement framing process, 
 shape social movement goals, provide 
 motivation for potential participants to 
 enter movements, and form the basis of 
 solidarity among movement participants."

 1.4.2Interpreting Clarity

 the analysis of clarity will be divided into 
 the three categories of ecological art as 
 defined by Flint Collins

 documentary

 politicising

 remedial mode

 clarity is related to an artwork being 
 ethically binding  this bindingness is based on reason

 ecological artworks tend to differentiate 
 themselves from so-called earthworks on 
 the basis that the eco artist more often 
 than the Land Art artist acknowledges the 
 site of the artwork as an independent 
 ecosystem and habitat.

 Barbara Matilsky in Fragile Ecologies summarises the shift from one field to the 
 other, "In contrast to earlier artists who mediated a balance between people and 
 nature through painting and sculpture, contemporary artists actually restore and 
 re-create natural ecosystems. (...) Not only are many of these sites made inviting for 
 native species of plants and animals, they are conceived as public spaces where 
 people can develop a closer relationship with nature."

 2Barbara C. Matilsky, Fragile Ecologies (
 New York: Rizzoli, 1992), 3.

  For Flint Collins site specificity, along with 
 environmental ethics, is a unique theme of 
 the eco art field.

  "...well beyond physical location to 
 encompass artworks' broader system 
 sociopolitical and interdisciplinary 
 interconnections."

 Rhinewater Purification Plant 1972

 Hans Haacke

 By additional media I refer to those 
 secondary materials (such as photography, 
 video or documents) which can be 
 exhibited in a gallery or museum, when 
 the primary artwork is located someplace 
 beyond the gallery sphere. 

 1.4.3Interpreting Obscurity

  site-specific installation

 Olafur Eliasson’s Sundial of Melting 
 Icebergs Clocks In at Half-Past Wasteful

 That reduction of consumption may have 
 to include exorbitant works of art, like Ice 
 Watch Paris.

 outlined in the project’s Executive 
 Summary

 the carbon footprint resulting from Ice 
 Watch Paris is 30 metric tons (~33 US tons) 
 of carbon dioxyde

 The transportation of the 12 blocks of ice, 
 weighing a total of 80 metric tons (~88 US 
 tons), from the Nuup Kangerlua fjord 
 outside Nuuk to Paris accounts for the 
 93% of the project’s emissions

 or 28.03 metric tons (~30.9 US tons)

 The exhibition itself is generating just 2% 
 of the project’s total emissions, or 0.45 
 metric tons (~.5 US tons)

 The remaining 5%, or 1.53 metric tons (~1.7 
 US tons)

 from the travel undertaken by the team 
 from Olafur Eliasson Studios and sponsor 
 Julie’s Bicycle (a London-based global 
 charity) to Paris for the exhibition

  Arte Povera movement

 In process art, as in the Arte Povera 
 movement, nature itself is lauded as art 
 and the symbolization and representation 
 of nature is often rejected. 

 content

 The scale of artworks are getting larger, 
 what does it mean for audiences? 

 Comparison between art and fashion

 Analysis

 Audiences

 Artists & artworks
 Olafur Eliasson
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