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3.4 Herethere

3.4.1 Place

What does it mean for a work of art to be a place? What then happens 
to the work of art? Erasure or expansion? Or Both? And what about the 
place? On what map does the new Hybrid appear? Where might we 
track it down? (Wagner, 2005, p. 267).

Through my artistic discussion with the walkingcountry described in this Exegesis 

so far, it is evident that place is a dominant concept underlying the fieldwork/fieldwalk-

ing project. To tease apart what might be meant by place and how it is manifest in my 

work I will begin in this section of the Exegesis with a particular situation which I call the 

Section 3.4 explores two aspects of the fieldwork/fieldwalking project by thinking through 
a number of artworks. It explores the question, in what way can two places be bridged in a 
manner that expands on conventional representational models? The motif of the “herethere” 
is proposed where the here is the gallery, and the there is the field. Two herethere artworks 
from Semi (2004) are described. The reader is directed to Appendix A.8 where five differing ap-
proaches to the herethere by other artists are briefly outlined in support of the main argument. 
What connects these seven very disparate artworks is a more transformational relationship 
between the here and the there, and the space in-between. Section 3.4 discusses how each 
place is imbricated upon the other and the space in-between is sensitively incorporated.

Figure 3.4.2 Fire in the Great Sandy Desert that has burnt as far as the eye can 
see and generated the cumulus clouds that can be seen in the background. 
Photo taken from moving Greyhound bus, February 2004.
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“herethere”. In the world of the familiar everyday, this is here, and the walkingcountry is 

there. One is, say, a gallery in Fremantle where my final exhibition is being held, and the 

other is a place in the Kimberley: here and there. Moreover, what is the significance of the 

space in between? What is the implication of the road mileage of 3555 kilometres (driven 

in four days, bussed in 48 hours, or flown in four hours) from Perth to the walkingcountry? 

Pause for a moment in the world of Sandfire Roadhouse halfway between Port Headland 

and Broome with its diesel fuel prices 20% higher than metropolitan Perth�.

3.4.1.1 Translation of places

Is this place significant in the context of the fieldwork/fieldwalking project? In 

Sections 3.3.6 and 3.3.7 I discussed the implications of the representational impulse in 

art and the limitations of representing someone (human or more than human), and of 

repeatedly re-presenting an issue. Here I wish to investigate re-presenting one place 

somewhere else. I will begin by considering the historical example of the Non-site. Table 

3.3 comes from my Masters Thesis, Objects in the Field (�999).

Chronologically, Robert Smithson’s Non-sites were made between �968 and 

�969, between The Monuments of the Passaic (Smithson, �967) and Spiral Jetty (�970). 

His goal was to distinguish between the Site (outdoors) and its manifestation in the  

gallery (the Non-site). The Non-site artworks used “real” materials and maps (see Figure 

�.2) to represent the Site2. Smithson’s list of binary terms in Table 3.3 sets out precise 

oppositional categories that typify the dialectical approach that he took to many theo-

retical issues in his work and writings. In his quest for abstraction Smithson’s aim was 

to disconnect realism from representation to create a “’new sense of metaphor’ free of 

natural or realistic expressive content” (A Provisional Theory of Non-Sites, Smithson, 

�996/�968). The space between becomes “physical metaphorical material devoid of nat-

ural meanings and realistic assumptions. Let us say that one goes on a fictitious trip if one 

decides to go to the site of the Non-Site. The ‘trip’ becomes invented, devised, artificial…” 

1  290 kilometres from Port Hedland and 320 from Broome, Sandfire is the only fuel stop 
for 6�0 kilometres. It is said to have been named after the effects of the desert heat.
2  i.e. the Site is the signified and the Non-site is the signifier.

Figures 3.4.3 and 3.4.4. Sandfire Roadhouse, picture taken by Swiss tourist Erwin 
Hunziker in 2003 (2003a, 2003b).
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(Smithson, �996/�968). In other words when one stands in the gallery and encounters 

the Non-site the space in between here and there is a matter-less, conceptual journey. 

“A full reconciliation of the actual site is possible only in the mind” (Hogue, 2004, p. 55). 

The Site is seen (negatively) as an absence: “the site is where a piece should be but isn’t” 

(Smithson, �979, p. �77). 

The recurrent use of mirrors in Smithson’s works reflects his preoccupation with 

a concept and its abstraction: the mirror and its reflection. When I stand in the landscape 

front of the mirror I see my reflection. There is the subject (me, or a landscape), the 

mirror and the reflection. Smithson defines the Non-site as the mirror and the Site as its  

reflection (see Table 3.3). In his schema the Non-site is the primary, physically present, 

mirror. The Site is the evidence thrown back from the mirror (and not the central (or 

primary) subject being reflected). The Non-site represents the Site but it can never  

represent the entirety of the Site. The Non–site signifies the absence of the Site through 

its own materiality, and thus whilst it points back to its point of origin (the Site), it does so 

by denying the “truth” of its materials (in the gallery) to represent the “truth” of the Site. 

This is the dialectical relationship of the Non-site and Site. The audience stands in front of 

Sites Non-Sites

Open limits Closed limits

A series of points An array of points

Outer coordinates Inner coordinates

Indeterminate certainty Determinate uncertainty

Subtraction Addition

Scattered information Contained information

Reflection Mirror

Edge Centre

Some place (physical) No place (abstract)

Many One

from Smithson (�979, p. ��5)

Heather Angel’s Wildlife  
Photographic Hints

�. Hold your camera steady and level

2. Make sure that the subject you are  
photographing fills a large part of the picture 
you see through the viewinder

3. Pictures come out best if taken on bright 
days.

4. It often gives better results if there is  
something of particular interest towards the 
front of the picture

5. Make sure that branches are not too close to 
the camera lens

6. Sunny, open glades of broadleafed woods 
will give better results

7. To give an idea of scale, for example you can 
include a friend in the scene

Heather Angel’s wildlife photographs have appeared in 
over 700 books including 28 she has written herself (An-
gel, unknown) 

Table 3.3 Sites, Non-sites and Heather Angel’s wildlife photographic hints
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the Non-site, their thoughts arrow outwards from the gallery to the Site, but are repelled 

by the impossible Site back to the Non-site. What is proposed as a dialectic is strangely  

imbalanced. The Site is denied agency. For Smithson, “the gallery [is] the locus of an 

inevitable return… No matter where or how far you travelled, the gallery cannot (and 

should not) be left behind” (Wagner, 2005, p. 267). 

Undoubtedly Smithson’s realisation of the imperfection of such a model of  

translation between Site and Non-site influenced his decision to make land art projects 

at the Site and this stands as a historical precedent for much site-specific art as seen 

today. There is something alarming however in the way that the Site and the Non-site are 

seen as dead things, for all their vaunted dialogue. It puzzles me that despite Smithson’s  

interest in geological time, he seemed to deal with the glass, rocks, soil and wastelands 

as if they were without material consequence. This is part of his fascination with the 

negative processes of entropy and decay. It would seem that in the Non-site works, 

Smithson focused his efforts on the impossibility of conversation. 

It is impractical to take viewers to the walkingcountry, and, if one adopts the  

position of Smithson, the walkingcountry can never be fully represented. It seems churl-

ish not to state that having to re-present (i.e. have a manifestation of the project in Perth) 

was an insoluble presence in the project, and this is why I was interested in the more 

nuanced distinction of presenting the world described by Dewsbury, Harrison, Rose and 

Wylie (2002) in Section 3.3.7.

Figures 3.4.5 to 3.4.8. Images from Walking around taking photographs, digital print 
installation series, 2006. Perth road atlas stranding # 1 (July 2005 to February 
2006).
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Figure 3.4.9 Bower of Mr Tip, (a great bowerbird, Chlamydera nuchalis) underneath 
low dense vegetation, July 2004, the walkingcountry. Showing south display 
area and avenue of sticks. North display area is visible through bower. Zones of 
green glass are visible left and right of entrance. Note fall of light onto display 
area.

Figure 3.4.10 Detail of display pile, July 2004, the walkingcountry. 
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3.4.2 Herethere

It was with more than a little frustration that I threaded the here and the there 

into the Semi show in 2004. Dissatisfaction in this case led to a direct approach: the two 

galleries were labelled at the doorway as you came in with here and there (see Figure 

3.4.�2). In the Spectrum Project Space (Beaufort Street, Northbridge) there was a pile 

of materials that were similar in colour to what the great bowerbird, Chlamydera nucha-

lis, collects. In the Kurb Gallery (William Street, Northbridge, about ten minutes walk 

away) there was a similar pile. These objects formed the starting points for a sound walk 

called herethere. At the same time in Spectrum there was the installation (also called 

herethere) with a bird hide whose internal wall showed a projection of an uncut looped 

52 minute long video of the bower of Sandy.

Figures 3.4.4 and 3.4.5 shows the arrangement of parts in a bower. In the great 

bowerbird it is characterised by an avenue of tightly woven twigs with the two piles of 

display material at either end. The bower is not a nest (a common error3). It is where mat-

ing takes place. The male makes the bower and collects the objects for display in order 

to impress females. When a female approaches the bower the male flies down to the dis-

play areas at either end and begins to call, dance and pick up objects in his beak. If she is 

interested she flies down and positions herself in the avenue to watch the male perform. 

He continues to perform more and more intensely spreading his pink crown feathers and 

flashing it to the female. At the 49-minute mark of the herethere installation, Sandy per-

forms for a female who can be seen crouched in the avenue. The stick avenue is thought 

to have evolved as a safe place from which the female can watch the male display and 

may be related to not being attacked by other males or not being mounted until she has 

made her choice (Borgia, �995). Males take no part in the nesting and raising of young.

3  For example, in Elizabeth Grosz’s plenary paper, Vibrations, at The New Constella-
tions Conference in March 2006 (Grosz, 2006). She may be taking her lead from Deleuze and  
Guattari’s reference to the Tooth billed Cat Bird in A thousand plateaus (Deleuze & Guattari, 
�988, p. 3�4) which is also a member of the bowerbird family but also does not use the bower as 
a nest.

Figures 3.4.11 and 3.4.12. Images from Walking around taking photographs, digital  
print installation series, 2006. Perth road atlas stranding # 1 (July 2005 to  
February 2006).



The fourth saunter: herethere   196

Bowerbirds do not collect objects indiscriminately (as is sometimes said) and 

each species has very specific criteria of size, colour, shininess and roundness. The 

piles in the galleries were comprised of similar shaped things like rocks and small balls 

of Alfoil. There were small things that had been found on the streets outside the gallery. 

There were plastic and wooden human things had been painted the right pale greyish 

colour (although they were probably too long and spiky to pass as the things of Chlamy-

dera nuchalis). 

The rough (if fanciful) allusion that was made in the herethere soundwalk was 

that the participants listening to the soundtrack walked the streets between the galleries 

(that were lined with elderly pollarded London plane trees) were the equivalent of the 

female bowerbird observing the displays of the male bowerbird in the galleries. And by 

extension the route travelled by bus or plane or car is also the avenue of sticks between 

Perth and the walkingcountry�.

Extracts in the soundtrack included facts about the bowerbird, descriptions from 

bird books, hints for birdwatchers and direct questions to the walker. The herethere 

soundtrack combined the birds as seen by scientists and amateur birdwatchers, with 

the sounds of the birds themselves. The walker experienced the ambient noises of the 

streets strolled through. Each of the participants was asked to take material from one 

4  In June 2005 I placed �8 books between East Fremantle and the walkingcountry at truck 
stops and rest areas and registered these at the bookcrossing website: http://www.bookcrossing.
com/ “bookcrossing n. the practice of leaving a book in a public place to be picked up and read 
by others, who then do likewise” (“AskOxford: Some of the New Words in the Concise Oxford Eng-
lish Dictionary”, 2004).

Figure 3.4.13 Herethere installation with video projection, Semi, Spectrum Project 
Space, 2004.
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display pile to the other display pile. This was a marking of the passage between the two 

venues and also reflects the way male bowerbirds raid other bowers to steal objects5.

5  And to destroy the rival’s avenue!

Figure 3.4.14 Herethere installation with video projection, Semi, Spectrum Project 
Space, 2004. Detail of interior of hide with bower bird performance. At a certain 
point in the 52:52 minute looped movie the male bowerbird performs for a guest. 
The male is moving on the left hand side of the screen, the guest can be seen 
silhouetted in the bower.

Figures 3.4.15 and 3.4.16. Images from Walking around taking photographs,  
digital print installation series, 2006. Perth road atlas stranding # 1 (July 2005 to  
February 2006).
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3.4.3 Transformations

The herethere artworks have been summarised here as a means of access into 

the way that theories of site-specific6 have affected my practice. They reflect the way that I 

am investigating the conversation that the here and the there, the walkingcountry and the 

gallery, are having. Smithson’s Site/Non-site dialectic operated at the level of producing 

an equivalence or translation from one place to another. The art object tries to be faithful 

to the original meaning (and hence the use of objective knowledge such as the maps). 

The word translation is often used when artists talk about places. However translation 

6  Of course the strandings and events that I created in the walkingcountry are also closely 
bound up in issues of site specificity.

Figure 3.4.17 Herethere soundwalks, Semi, Spectrum Project Space and Kurb  
Gallery, 2004. A pair of sound walks between the Kurb Gallery and Spectrum 
Project Space and back again. Shirts were provided to participants. The large 
pocket is for the personal CD player.
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often implies faithfulness to the original. To translate is to re-present, but to transform is 

to renegotiate these relationships between places. In the case of the here, the there and 

the space in between, what I intuit is firstly a folding up of the space in between (and not 

it’s erasure) and secondly, an interdigitation or involution of the two places. To make a 

site-specific work in the gallery in Perth is to let these places converse.

Figure 3.4.19 Herethere installation and soundwalks, Semi, Spectrum Project Space 
and Kurb Gallery, 2004. Each space had a pile of material made to resemble the 
bower of the great bowerbird, Chlamydera nuchalis. Detail of contents. 

Figure 3.4.18 Herethere installation and soundwalks, Semi, Spectrum Project Space 
and Kurb Gallery, 2004. Each space had a pile of material made to resemble the 
bower of the great bowerbird, Chlamydera nuchalis. 
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3.4.4 To Place

The fieldwork/fieldwalking project has been a process of investigating what 

kinds of tactics lead to transformation. A number of other artworks that contain elements 

of the transformation of more than one place are described in Appendix A.8. They vary 

in media and style but all give clues how one might go about transforming one place 

onto/into another. The final example, Paula Levine’s San Francisco <-> Baghdad (2003) 

is but one example of a suite of recent locative mapping projects critically engaging with 

notions of place, which have in turn been accompanied by a burgeoning field of theoreti-

cal investigations into locative media7. The growth in locative media in the last 3 years 

complements recent developments in site specificity from practitioners and theoreticians 

in the visual and performance arts (e.g., Doherty, 2004; Kaye, 2000; Kwon, 2002) which 

for reasons of space I cannot discuss here. Instead I will complete this section with a few 

thoughts about place.

Places are about connections. They are a matrix of things and events. In places 

things (people, tools, plants, rocks, animals) are brought into relation by events. These 

connections might be the wind and the rain or they might be networks of economic and 

social effects. Places are never preordained (existing before we get there) but become 

intelligible with use: they are performed. “Places take place in their passing” (Thrift, �999, 

p. 3�0). Places are specific, not because they are fixed, but because of the complexity of 

connections they contain. No two spaces have exactly the same connections and each 

place changes like Heraclitus’s river. 

7  For example: whether it is more about annotating physical spaces or whether the art-
works are more to record the phenomenological experiences of the subject (e.g., Tuters & Varnelis, 
2005); the agency of the technologies involved; issues of access to the technology of mapping, 
questions of Cartesianism commercialism and militarism (e.g., Sant, 2004); authorship and own-
ership (e.g., Galloway & Ward, 2005); and languages of how to describe the spaces constructed 
(e.g., Fleuriot & Dovey, 2005).

Figure 3.4.20 Herethere installation and soundwalks, Semi, Spectrum Project Space 
and Kurb Gallery, 2004. Participants in the sound walks were asked to pick up 
something from this pile and to take it with them to the other gallery and put it in 
the other pile.
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Like living things places both move or change, and have constancies and pat-

terns of persistence8. They are lively and messy. Places are a gathering of practices of 

habit over time (Massey & Thrift, 2003). Familiar places are full of familiar habits. Some 

habits are more durable than others9. A rock moves slower than spinifex. It is in the nature 

of places for there to be unexpected events. These may be strange events, or they may 

be our unfulfilled desires that are in excess of the habits of that place: “though places are 

gatherings that are diagrammed by the various networks of organisations, they are also 

confluences for all kinds of planes of affect that exceed these networks, even as they are 

manipulated by them” (Massey & Thrift, 2003, p. 295). For example, we might walk down 

to the deli every morning to buy the paper, or alternatively we might be running helter 

skelter down the street to the doctor because we have accidentally cut our hand, or we 

might be bored with where we live: walking down the street bores us. The familiar, the 

strange and the unfulfilled are all part of places.

These events outside of habit produce tensions and opportunities. People can 

work through places to come up with new alternatives. Transformation is about not show-

ing a place as it is, but as it could be. It takes energy to take part in (or perform) places 

and to engage in change, and since we are in the world (enfleshed with the world) bodily 

and poly-sensually, our experiences past and present shape how we see it. For example, 

age, gender, past experiences, cultural background, all affect our experience of places.

8  i.e., organisation.
9  “The concept of attachment is key for understanding the aesthetics of place” (Haapala, 
2005, p. 49).

Figure 3.4.21 Herethere soundwalks, Semi, Spectrum Project Space and  
Kurb Gallery, 2004. The walks started at the entrance of the galleries.



The fourth saunter: herethere   202

Figure 3.4.22 Detail of the exhibition showing dam view and bower bird stones, 
Semi 2004, Spectrum Project Space.

Figure 3.4.23 View of the Semi exhibition showing dam view and table for viewing  
Ordinary Wilderness: Murmuring Polyphony 2004, Spectrum Project Space.
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Different agents (people, things) have different abilities to act: rocks talk less than 

people. The powers of the connections within places and between places are unevenly 

expressed. Particularly in modern society, external connections between places are 

compelling and may lead to a flattening of places. Fortunately, places have a material 

aspect�0. For example, places are as much related through the way that we might drive 

3555 kilometres, as through the way that they are linked economically. They are full of 

unruly things that tell their own stories. There are many different spatial stories in any 

one place

10  A comparison can be drawn to Rebecca Solnit’s literary strategy of writing that is muta-
ble, ambiguous, unstable, site-specific, performative, bodily, sensory, tangible, feminine, complex, 
impure, contextual, local, specific, contingent, fecund, shifting and immanent “generating what 
would have once been a contradiction: a spirituality that emphasizes the bodily, the mortal and 
the material” (Solnit, 200�, p. 58). Solnit mobilises the concept of substance to exemplify the art 
that she admires. It is the way that artists concentrate on the materiality of something and not its 
form. “Substance suggests that meaning is inherent in the world rather than something that needs 
to be inscribed upon it, and it proposes meanings that can be read from the world itself…” ((Solnit, 
200�, pp. 52-53). Substance allows one to interrogate the physical phenomena of an object, its 
origins and destinations, its interactions with the subject and the far and near beliefs about it.

Figures 3.4.26 and 3.4.27. Images from Walking around taking photographs, digital 
print installation series, 2006. 

Figures 3.4.24 and 3.4.25. 
Images from Walking 
around taking photo-
graphs, digital print in-
stallation series, 2006. 
Perth road atlas strand-
ing # 1 (July 2005 to  
February 2006).
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Figures 3.4.28 to 3.4.36. Image from 
Walking around taking photographs, 
digital print installation series, 2006.  
Perth road atlas stranding # 1 (July 2005 
to February 2006).
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Figure 3.4.37 to 3.4.46. Herethere soundwalks, Semi, Spectrum Project Space and 
Kurb Gallery, 2004. Some images of the streets in between.
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Figure 3.4.47 Herethere soundwalks, Semi, Spectrum Project Space and Kurb  
Gallery, 2004. View of installation at the Kurb with bower pile on the window sill.

Figure 3.4.48 View of the Semi exhibition showing Upsidown tent 2004, Kurb  
Gallery. The Kurb was the “there”.
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3.4.5 Conclusion

For all the reasons I have outlined above we are fortunate in that we can develop 

passionate and compassionate encounters with places. We have opportunities to appre-

ciate the agency of others in a condition of situated engagement (Suchet, 2002). The 

challenge of the herethere is to create more transformational relationships between the 

here and the there, and the space in between. As the examples of artworks have shown, 

each place is imbricated upon the other. Understanding place in the way that I have 

outlined helps us to sensitively incorporate the material nature of places, and the space 

in-between. These matters are further explored through the practical example of the 

strange strolls exhibition and my work discussed in Appendix A.2.

Figure 3.4.49 to 3.4.52. Herethere soundwalks, Semi, Spectrum Project Space and 
Kurb Gallery, 2004. Installation at the Kurb.
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Figure 3.4.53 Pruinosa Photopoint looking south, February 2004, the walkingcountry.


