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Abstract
This doctoral research is an investigation undertaken through artistic practice,
that focuses on the artistic direction of the project, Illuminated by Fire. This
artistic practice utilises several art forms to create a large-scale artwork, and the
doctorate demonstrates the artistic methodology whereby the artistic director
initiated, developed and interrogated working processes. The artistic director
implemented and delivered a multi-sited, multimedia arts project on the theme of
fire with 15 artists and over 50 other collaborators. The broader premise of this
practice-led enquiry is identification of a working process for making arts projects
with communities and artists from across the state of Victoria.
The role of the freelance artist, working outside mainstream institutional theatres
and galleries on large-scale projects, is difficult to categorise; but this area of
artistic endeavour has nonetheless recently become an area of employment for
artists. It tends to subvert traditional hierarchies of access, as it generates new
ways of working in arts practice. In this thesis these ideas are considered in
relation to an analysis of community arts, although the artistic director places her
methodology within a framework of culturally democratic arts practices which
have been influenced by socially progressive movements.
This doctorate argues that successful culturally democratic art projects require
the development of strong conceptual frameworks, which achieve clarity as to
the role of each artist and practitioner; through strategies that came out of the
art in working life movement and involve a variety of project management skills
combined with artistic vision and creative practices. The exegesis provides
documentation of the arts processes realised in the large-scale public production
that was the substance of the doctorate, and outlines a model for ways of
working to create multiple artworks outside mainstream arts institutions.
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Introduction
This doctoral research is an investigation undertaken through artistic practice,
which crosses several art forms to create a large-scale project. It presents a
practical model for use in creating multiple artworks outside mainstream arts
institutions, and asks what can be understood about arts practices through new
ways of working. It extends the concept of community arts (Fotheringham 1987,
p. 20), updating it to a 21st-century practice while reframing the integral value of
art in working life (Kirby 1992, p. 7). This exegesis supports the artistic project.
The artistic director initiated, developed and interrogated the processes required
to implement and deliver a multi-sited and multimedia arts project on a large
scale, on the theme of fire. This included developing the initial conceptual
framework and then working as an artistic director to implement this vision
through a highly developed process of project management. From November
2008 until July 2011, Regional Arts Victoria contracted the artistic director to
develop and artistically direct the project, entitled Illuminated by Fire, which is
the central work presented for this doctorate.
The doctorate presents for examination the artistic practice, demonstrating
specialist knowledge and expertise in the field of artistic direction of large
community based projects. The premise of this practice-led enquiry is
identification of the process of making arts projects with communities and artists
from across the state of Victoria and nationally, incorporating both paid artists
and volunteers. It presents a comparatively new model of transdisciplinary arts
practice.
The artistic director was central to the decision-making process and selection of
artists from eleven regional areas across the state of Victoria, Australia, for

Illuminated by Fire. The artistic director then directed, supervised and supported
those artists while they worked with and within their local regional communities,
to explore the theme of ‘fire, art and resilience’ through a range of artistic
modalities. These modalities included site-specific theatre (see Allain and Harvie,
2006, p. 148); installation (Allain and Harvie 2006, p. 162); verbatim theatre
1

(Anderson and Wilkinson 2007, p. 154); choral work, photography and
pyrotechnics. This was the main research project undertaken; however, two
other arts projects – Dust, a community theatre presentation; and an outdoor
event entitled Kayak Ballet – are referred to for purposes of comparison and
discussion.
There were eleven outcomes in local regions, for which the artistic director was
responsible, in the Victorian towns of Creswick, Dunkeld, Ballarat, Swan Hill,
Maldon, Kyneton, Briagolong, Flowerdale, Lakes Entrance, Hurstbridge and
Portland, from October 2010 to January 2011. Ten of these were then installed in
and around Federation Square, a central site in the city of Melbourne, as an
important feature of the 2011 Light in Winter festival, curated by Robyn Archer.
The artistic director directed the placement of the artworks in Federation Square
and devised theatrical site-specific tours of the artworks, which occurred both
during the day and at night from Wednesday 29 June to Sunday 3 July 2011. An
audience of over 5,000 viewed the work (Allen 2011a, Section 4, p. 32).
The role of the freelance artist – working outside mainstream institutional
theatres and galleries – is difficult for the general public, arts industry and
academic enquiry to categorise, assess, compare and evaluate. This area of
artistic endeavour has nonetheless become an area of employment for artists.
The pathways used by artists to move into this sector of the industry tend to
subvert traditional hierarchies of artistic roles and generate new types of arts
practice.
This study asks the following research questions:
•

What processes support the creation of an event such as Illuminated by

Fire?
•

What are the areas of arts practice from which this project, Illuminated by

Fire, emerges?
•

What is the role of the artist in directing large-scale projects outside
mainstream institutions, and how can this be analysed?

•

Is it possible to categorise and discuss where the concept for an arts
project such as Illuminated by Fire comes from?
2

•

What are the project management tools required to work on multi-sited,
multi-art-form projects such as Illuminated by Fire?

•

Is it possible for other practitioners to utilise components of this approach
to working?

The practice-led artistic direction comprises 100% (80,000 words equivalent) and
is complemented by the written exegesis component. It presents competencies in
three main areas for examination, which can be summarised as follows:
1. Direction of a state-wide arts project; including directing, collaborating
and managing a range of arts practitioners, key stakeholders, social
constituencies and participants (see chapter three).
2. A conceptual framework created by the artistic director for arts
processes, incorporating aesthetic and analytical ideas and a clear
decision-making process, which could be of use to other arts practitioners
(see chapters one to four).
3. Project management skills that can facilitate complex and diverse
aesthetic processes across numerous geographic sites, with a range of
artistic media and at significant scale (see chapter two).
This exegesis has several sections. Chapters one to four report on the project as
a whole and include images from each of the eleven regional projects.
Appendices include a production planning manual, postcards, Federation Square
site map, evaluation report, budget, a newspaper article, the artistic director’s
curriculum vitae, and a 12-minute documentary DVD of Illuminated by Fire.

Illuminated by Fire emerges out of a body of works undertaken by the artistic
director, which include community theatre productions and large-scale circus
productions and events; these have been created using variations of the artistic
director’s process. As such, the exegesis presents an advanced version of the
artistic director’s methodology and uses Illuminated by Fire as a springboard for
discussion of the processes used to create large-scale arts projects outside the
parameters of theatres and art galleries. It aims to present the process in a form
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that could by utilised and further developed by other arts practitioners. This area
of arts practice is under-represented in available research; hence this practice-led
research thesis documents an arts process with the intention to present a model
for ways of working.
The development of Illuminated by Fire resulted in a national arts project entitled

One River, which was offered to the artistic director and her two colleagues in
2013. This later project took place across four Australian states and used the
same arts process but focused on the theme of the Murray–Darling Basin. The
artistic director was able to further test the methods reflected in this exegesis
while working on an even bigger scale. Ten communities were engaged across
four states, with resulting local outcomes in each area. All ten arts projects were
brought together and directed by the artistic director in an exhibition and
performances mounted for one weekend at the Belconnen Arts Centre, as part of
the Centenary of Canberra, on 24 August 2013.
The arts project label and description as ‘state wide projects’ was instigated
in 1998. The artistic director and then-CEO of Regional Arts Victoria,
Peter Matthews, created it. This occurred during an earlier initial project
titled such fertile ground. While outside the scope of this research, this
process was recognised as:
The projects were facilitated by Regional Arts Victoria (RAV) and Hubcap
Productions, the latter company supplying the services of Donna Jackson,
(the overall Artistic Director). Together they formatted a process for
involving regional communities in general cultural development and
specific project consultation. (Pitts 2002)
The artistic director’s past work has been discussed in the publication cited
above, such fertile ground: Critical Essays, commissioned by the Australia Council
for the Arts and Regional Arts Victoria in 2002. (This discussion will be referred to
and supported by scholarly references to community arts and community theatre
processes in Chapter two).

4

Methodology
This research is practice-led, achieved by the making of artworks for audiences.
As Carol Grey explains:
the practitioner is the researcher; from this informed perspective,
they identify researchable problems raised in practice, and respond through
practice. The role is multifaceted – sometimes generator of the research
material – art/design works, and participant in the creative process; sometimes
self-observer through reflection on action and in action, and through discussion
with others; sometimes observer of others for placing the research in context,
and gaining other perspectives; sometimes co-researcher, facilitator
and research manager, especially of a collaborative project. (Grey 1996, p. 13)
Robin Nelson writes of increasing recognition of ‘artists engaging in inquiry
through their practices’ to achieve insights and knowledge which equates with
other forms of intellectual inquiry and academic scholarship (2013, p. 3). As one
important area of practice led research, performance might be ephemeral but it
has become conceptual and central to some important new interdisciplinary ways
of thinking (Nelson 2013, p. 4). Performance as research is generally
characterised through case studies and a high degree would be expected to
involve the submission of the practice as the substantial component of the thesis.
Nelson specifies the differences between a practitioner and a practitionerresearcher as involving: a nominated field of inquiry; a time; critical reflection;
documenting a process; capture of insights; locate similar practices; and link up
to broader debates (Nelson 2013, p. 29).
The practitioner is researching a way of working in the arts by undertaking this arts
practice. But it requires a range of research practices. The methodology of this
practice-led research also involves observer participation, in that the researcher is
observing her work with individuals and groups as she undertakes research. For this
project, this involved keeping notes at the time. For this reason the artistic director’s
own field notes and notebooks are drawn on and referred to. She also traces the
origins of her methodology and influences to ideas of access and opportunity from
5

within the history of culturally democratic arts practices, influenced by the art and
working life moment (Filewod and Watt 2001, p. 50).
Background
This doctorate focuses on one of the several state-wide arts projects that I have
developed and presented, using a process that I have been exploring and
developing since my first experience in a large-scale community arts project in
1986. I completed a Bachelor of Education in Drama and English at Melbourne
State College (now the University of Melbourne) in 1985. I then worked at a
feminist women’s refuge in Melbourne’s western suburbs. Through this
experience I observed the need to educate the public on the issue of domestic
violence. In 1986 I joined with like-minded refuge workers to become a
foundation member of The Women’s Refuge Theatre Troupe. The group then
partnered with WEST Theatre, (see Filewod and Watt 2001, p. 219), which was a
large and experienced community theatre company based in Moonee Ponds,
Melbourne. Here I was employed as assistant director, and worked to develop a
touring show then entitled No Myth (see Cameron 1993, p. 142). Over a period
of three years this group and show toured Victoria and travelled to Western
Australia. As part of this project I was central to developing a television
announcement and school curriculum materials on domestic violence, which were
widely circulated and viewed. The project appeared to influence the Victorian
government, as (three years after initiating No Myth), it began to make funds
available for community education projects on the issue of domestic violence. As a
result of this success, I was inspired to work in the area of creative activism as a career.
The art forms I engage with vary, and include film, circus, theatre, cars and
machinery, fire, puppetry and landscape installation. I work in a range of media,
as I am attracted to ideas rather than a particular art form. Some of the specific
areas I have produced work in include: directing circus and theatre shows with
40–60 performers on stage; writing scripts; devising and performing my own
one-woman shows; and working with multiple artists and multiple communities
at one time, on one theme, across a state or states in Australia. Over these
numerous projects I have been developing and refining a process of working,
6

which I have documented in this exegesis. A more detailed curriculum vitae is
included in Appendix I.
After graduating in 1985 I received ongoing support and mentorship from Meme
McDonald, who was the Artistic Director of WEST Theatre. This informal apprenticeship
continued for over a decade. I also undertook a Certificate in Shot Firing: a course in
the use of explosives at Box Hill College of TAFE. This enabled me to work on
firework displays and to use fire and pyrotechnics in a range of art projects.
I have been influenced by time working as the Theatre Department Coordinator
at Footscray Community Arts Centre from 1987 to 1996. When I was first
employed, the Centre had been set up and was still under the ‘mentorship’ of
founder George Seelaf. Seelaf worked with the Meatworkers Union for 40 years,
then became the first Victorian Trades Hall Arts Officer in 1976. The influence of
Seelaf was pervasive throughout the life of the Centre, which made it possible to
set up projects that would not have been accepted in other, more mainstream,
environments. This was an environment that welcomed plays about the collapse
of the West Gate Bridge, which I directed in 1990 with the local community (see
Milne 1992, p. 71). It was also an environment that supported the setting up of a
circus for women only. The Women’s Circus (see Richards 1992, p. 96) was a
company I founded at Footscray Community Arts Centre; I was the company’s
Artistic Director from 1991 to 1996. First preference for membership was offered
to women who were survivors of sexual abuse. The company offered circus skills
as a vehicle for women to connect positively with their bodies. In this company I
directed groups of up to 80 performers in productions, and worked in sites that
included warehouses, deserted brickworks, on barges, and outside in areas along
the Maribyrnong River. In 1995 I directed a company of 15 members in
performances as part of a tour to Beijing, China, in partnership with Amnesty
International. The group performed to an international audience at the United
Nations World Conference on Women.
It was through WEST Theatre and Footscray Community Arts Centre that I connected
to ideas of fairness, equity and social activism; which continue to influence the tone,
politics, content, process and style of the artworks I currently create.
7

In 2010 I completed a Master of Arts by research through La Trobe University; my
supervisor was Geoffrey Milne. The topic for the exegesis was ‘Processes of making
arts projects involving social change using the development and production of the
theatre work, Dust, as the focus of enquiry’ (Jackson 2010). Dust was a theatre
production that I wrote, directed and produced on the topic of asbestos. It had a
variable cast of between 40 and 80 performers, and toured to several areas in
Victoria and to South Australia and Brisbane between 2007 and 2014.
I have worked under a range of job descriptions and titles. Most often I have
been referred to as a community arts worker. I often have to vary the title for my
work, according to the source of funding and/or the employer. As a result I have
worked under the following job descriptions: artist in the community, cultural
development worker, arts activist, community cultural development (CCD)
worker, contemporary community arts practitioner, artistic director or artistic
adviser. As I am more engaged in the ideas and processes of collaborating to
create art projects than the labels, I work happily under a range of titles. As I
was employed as an artistic director during the research period for this doctorate,
I refer to myself as the artistic director in this exegesis.
The aim of this exegesis is to extend and explain my knowledge of my work
practices. It is also to create materials for other practitioners who work outside
mainstream institutions to reflect on, debate and utilise.
Chapters
In the first chapter the artistic director places her work in a conceptual
framework within the context of community arts history in Australia. She locates
her work within processes of ‘cultural democracy’ rather than the
‘democratisation of culture.’ The influences of art in working life and verbatim
theatre are explored, as well as community arts; and the variable versions of this
latter term are explored, encompassing ideas of community cultural development
and socially engaged arts. The artistic director reflects on the work of Marnie
Badham, who provides a segue into the discussion of art for, with or by
8

communities (Badham 2010, p. 87). Also discussed is the preference of the
artistic director for working on arts projects with communities.
The second chapter presents the main research project, Illuminated by Fire. The
history, context and reasoning behind state-wide projects are reflected on. The
project management processes created for Illuminated by Fire are described;
including the selection process and its rationale, and a description of each of the
eleven projects that were chosen.
The third chapter focuses on the role of directing large-scale works outside
mainstream institutions. The role of an artist directing state-wide arts projects is
described using Neil Cameron’s notion of the artist as an architect (Cameron 1993,
p. 45). Other possible roles under which this type of work is conceptualised are
discussed, including the artist as ‘special person’, (Filewod and Watt 2001, p. 224),
‘artist as therapist’ and artist as ‘sharman’ (Cameron 1993, p. 15), and lastly, artist
as ‘provocateur’. The approach as an artist/architect is explained for the research
project Illuminated by Fire. Elements are presented as: having a vision; having an
understanding of place/site-specific theatre; creating a set of foundation documents;
and having a clear decision-making process. The role of artist/architect is
demonstrated practically, by discussing Illuminated by Fire in detail.
Chapter four presents research analysis and the conceptual framework behind

Illuminated by Fire. Notions of artistic inspiration are aligned with analysis and
evaluation through case studies. The artistic director considers the stimuli of:
solving a problem through art; attraction to a compelling story; and finding a
physical site in which to create an artwork. These three starting positions are
analysed and compared to the research project Illuminated by Fire and two
smaller projects, Dust and Kayak Ballet.
The conclusion considers the outcomes from the research project. It proposes six
recommendations for artists who work in this area of practice outside
mainstream institutions.

9

Chapter One: Democratic Art Making
This chapter explores commentaries on comparable strategies and artworks, by
way of analysis of community participation over recent decades. In this
discussion the artistic director justifies the need for her approach. There are four
main areas of influence: the theory of cultural democracy, verbatim theatre, ‘art
in working life’, and community arts. As each of these areas has numerous subgroups and constituencies, it is necessary to pursue some definitional clarity for
the purpose of the research project.
These four major areas frame a preferred model of community arts practice for
the 21st-century, and they are summarised in this section.
Steve Capelin explains the phrase ‘cultural democracy’ through the meaning of
this term and also its lineage:
Prior to 1970 discussions had centred on the notion of the
‘democratisation of culture’, by which was meant making culture – defined
as the high arts – more accessible to the socio-economically
underprivileged or ‘ordinary people’. When converted into government
policy this had tended to mean subsidised ticket prices to the opera, the
establishment of theatre buildings and art galleries in less fashionable
suburbs and the like. By 1970 it had become clear that the policy had
failed to alter the basic privileged audience for such activities, and this led
to a major change in thinking. The notion of ‘democratisation of culture’
was cast aside in favour of the much more radical notion of ‘cultural
democracy’. This entailed broadening the definition of ‘culture’ far beyond
just ‘the arts’, which was seen as a minority culture enjoyed by a
privileged few, to a more sociologically-based definition of it as […] a
continuous process of creating behaviour patterns, the attitudes, values
and interdicts, and common stock of intellectual and affective data that
form the framework of life for any man or woman anywhere, at any time.
(Capelin 1995, p. 27)
10

The point here is that artworks need to come from the community rather than be
delivered to it. This is an idea of democracy in which artistic practice is available
to everyone and reflects their experience. Capelin adds that:
‘Culture’, then, defined in this broad sense as ‘a way of life’, is not
singular: there is no one culture but there are communities and no one of
them is necessarily ‘better’ than any other. (Capelin 1995, p. 27)
As a consequence, art can emanate from a variety of non-traditional cultural
inputs and create multiple artistic outcomes that result in new cultures.
The notion of cultural democracy frames the work of the artistic director in a
broad sense and is supported by the practice of verbatim theatre. The latter is
described by Michael Anderson and Linden Wilkinson as follows:
Verbatim Theatre provides a platform for diverse, authentic voices,
unheard in popular media. Evolving from Documentary Theatre, Verbatim
Theatre plays began in regional Britain in the 1960s. Complex local stories
were told by distilling diverse personal narratives woven into a theatrical
framework. (Anderson and Wilkinson 2007, p. 154)
This type of theatre not only reflects the experiences of members of a community
but also puts their ‘voices’ into the artwork. The words and ideas of the
community members themselves are transposed into the public arena.
The third area of interest is an arts process labelled ‘art in working life’. Drawing
on the objectives of this practice defined by the Australia Council for the Arts,
Alan Filewod and David Watt explain the aims of art in working life:
1. to encourage art practice and policy which is informed by the
concerns and issues affecting workers’ own lives and which
acknowledges working class tradition and the multicultural nature of
that tradition.
11

2. to encourage the development of opportunities for workers and their
families to gain access to the arts and to enjoy opportunities for
creative self-expression and participation.
3. to promote communication within the trade union movement and
between trade unions, artists and arts organisations.
4. to encourage community, trade union, private sector, local, State and
Commonwealth Government support. (Filewod and Watt 2001, p. 50)
This is art that draws directly on non-art based community organisations to
partner in art making. It suggests that the idea of community can be where
people work as much as live or spend their leisure time. In a further elaboration,
Richard Fotheringham (1987) describes the term ‘community’ in reference to a
style of theatre work, in a way that is relevant to this research project (although

Illuminated by Fire contained several art forms in addition to theatre – e.g.,
sculpture, photography and installation). As Fotheringham explains,
’the community’ is a particular sub-group of people who are assumed to
have interests in common. The community is defined by geography (the
inhabitants of a small mining town, a rural area, a suburb with a
recognisable identity); by work experiences (railway workers, miners,
chicken factory workers); by institutionalisation (a secondary school, a
welfare centre); or by organisation (a migrant centre, a youth centre, a
disabled people’s group, a trade union action group, a pensioner’s club).
This community approaches, or is approached by, a group of professional
theatre workers. Together the community and the artists devise a
performance project with the intention, not only of entertaining, but also
of saying something about the community’s life experiences, memories of
the past, hopes and fears for the future. The theatre professionals
contribute their skills in co-ordination, artistic direction, writing, design and
sometimes acting, with major input on as many levels as possible from the
amateur community participants, who may be re-enacting key moments in
their lives; celebrating or criticising local events, personalities and people;
expressing their attitudes to life. (Fotheringham 1987, p. 20)
12

This comprehensive definition explains how artists collaborate in a range of art
contexts to make art. The community is a shifting group. While the artists might
be the most stable group in this context, the artwork will also reflect the diversity
of these groups if the artists are effective. Therefore the artworks will be
innovative to the extent that they come out of and reflect a particular and unique
community. This plurality reflects a democratic art movement in culture.
Cultural democracy
Placing cultural democracy within a historical perspective, Marnie Badham reflects
that the effort to democratise culture stems from 1973, when the Australia
Council for the Arts instituted a Community Arts Committee. Badham locates
Australian efforts to break down economic and social barriers within a global
context (Badham 2010, p. 88). At this time, the idea that everyone be allowed
access to the arts was being rethought as to how this might realistically be
achieved.
Badham argues that is it useful to discuss community arts under the separate
categories of ‘art for’, ‘art with’ or ‘art by’ communities. She links these ideas to
the notion of cultural democracy and the democratisation of culture, as follows:
Artists interpreted this as cultural activity with community and also art by
community. A conscious shift was made from the ‘democratisation’ of
culture (as access) to a notion of cultural democracy in which communities
were seen to have more control of their own cultural trajectory. (Badham
2010, p. 89)
Badham confirms Capelin’s delineation of this shift. The notion of the cultural
democracy may appear fair, equitable and reasonable; however, broad access to
arts spaces to view work, for example in theatres and galleries, remains an issue.
Similarly, the question of who has the right to present in these spaces has long
been contested. This tension between democratisation and community is central
to this research project and the work of the artistic director, which functions
13

primarily outside large mainstream institutions. A further related issue is that of
the legitimisation of professional artists who work in this specialised area.
Badham explains how community based arts or art that originates in a
community is undervalued. Badham writes:
This particular paradigm was met with resistance from the other
traditional art disciplines (performing arts, visual arts, etcetera), which
challenged the status of community arts as a professional arts practice.
This resistance, in turn, received criticism from community arts comrades,
who saw it as an attempt to extend access to the already privileged or
elitist art forms, such as regional touring of symphony orchestras or giving
free tickets to the national art gallery for ‘at risk’ youth. Either way, the
debate was about art ‘for’ community to participate in as audience. This
global project of democratisation aimed to propagate a mainstream
aesthetic and the values attached to it, and to disregard other notions of
plural culture(s) as being marginal or less important. In other words,
democratisation was about extending access to, not ownership of, cultural
products for all. (Badham 2010, p. 88)
The hierarchical relationship between art ‘for’ and art ‘by’ remains an issue in
Australian art. While political organisations welcome this idea of arts ‘by’, the arts
world is not necessarily so forthcoming. Some artists, however, recognise the
importance of making this work. This need to make culture accessible to a crosssection of participants was stated bluntly by Nigel Jamieson, when he delivered
the Rex Crampton Lecture at Melbourne’s Malthouse Theatre in 2008. The lecture
was titled ‘Make It Relevant’, and Jamieson states:
One thing I found tiresome in Britain was that, increasingly, making work
within traditional theatre venues, one got to speak to a very, very select
audience. Frankly, like here, it was pretty much largely made up of white,
affluent middle-aged people. It seemed that if theatre was actually going
to be relevant to the process of a country trying to re-define itself, then it
needed to be a relevant part of people’s lives. I think that the focus of arts
funding in England and Australia since World War II, on high art and the
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professionalisation of the industry – the production of work for people as
passive spectators, rather than developing skills about how to involve
people in using their own creativity – has been sad and counter-productive
and has narrowed the potential audience base for arts as well. […] Culture
is something to be engaged in, not to merely watch. (Jamieson 2009, p.
110)
Jamieson presents the case for the artist who works outside major arts
institutions. Nonetheless, this makes it difficult to explain the art making; hence
the need for this research project, which examines new ways of working. It is not
simply an issue of making art, however: it is also how it is made accessible and
to whom.
Jamieson reflects on the ideas of access and cultural engagement, which
complements the conceptual framework of the artistic director. These concepts
were demonstrated, for example, in Illuminated by Fire, which was presented in
the centre of the city of Melbourne for free, permitting a cross-section of socioeconomic groups to access the works. Therefore, not only did the art-making
process reflect democratised arts, but the mode of delivery also reflected these
principles.
The artworks were placed where the audience/public were able to experience
them as they walked through Federation Square. The artists were not invisible
and they were directed to be present at and to act as hosts at their artworks.
This viewing structure enabled the artists to present in person the ideas behind
the artworks and answer questions, demystifying the processes and concepts
behind each of the artworks.
A majority of the artworks were also designed to be touched. This expands on
Jamieson’s idea of culture as something to be engaged with, and not merely to
be observed. The idea of touching artwork fundamentally challenges the
conventional gallery delivery of art.
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Claire Bishop (2012) outlines a history of participatory art that can be traced back to
the early twentieth century avant garde. While criticising aspects of some
participatory art, Bishop advocates a political approach that presents its
nonprofessional artists fully as participant-subjects. This aligns with the artistic
director’s own understanding of cultural democracy. Bishop picks up on ideas of
Rancière to argue that participatory art must remain oblique in order to not be coopted by economic and political systems and remain political and potent. Perhaps it is
stronger if the artwork conveys its ideas in striking and affecting ways that do not
elude the public as to their significance. Culturally democratic art encourages
demystification of art and its processes while upholding professionalism and vision.
Verbatim theatre
Verbatim theatre fits within the frame of cultural democracy, as it provides
community members with the opportunity to recount stories in their words and to
have stories told as part of an artwork. Participants are not only given a place in
the artwork, but are integral to its formation; they no longer function only as
spectators of artworks. This is summed up as ‘giving voice’ when spoken word is
involved. Anderson and Wilkinson outline the process of giving voice to a wide
range of experience, as follows:
Voices could be heard for the first time in a framework and vernacular
endemic to place; fixed in a locale, the text inspired relatedness and
identity. Memories, typically free from analysis, raw and vivid, were
gathered through interviews. Hours of tapes were then transcribed, edited
and frequently fed back to the community as a play by the same actors
who first collected the stories, as a way of triangulating the data. The
theatre projects that came out of this process represented a way of
understanding a shared past, a traumatic present, a diversity of truths.
Verbatim Theatre provided a forum for debate by exposing similarities and
differences; its purpose was to reveal truths in a simple and accessible
way through authentic personal narratives. (Anderson and Wilkinson 2007,
pp. 154–7)
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There is an understanding that verbatim spoken-word theatre can reflect actual
experience. It is presumed to be more truthful and/or authentic than some other
types of art. It is the logical outcome of art seeking to reflect difference.
This genre of practice is used by the artistic director not only because it reflects the
idea of cultural democracy, with its notions of fairness and access; but also because it
can create interesting and complex works aesthetically. The layering of works with
ideas and first-person words, often spoken by participants, creates a compelling and
interesting effect. Anderson and Wilkinson share this perspective:
But perhaps Verbatim Theatre is performing an even more powerful
transformative experience for an audience than the dissemination of
narrative understanding? This, we suggest, is because it tells authentic,
credible and diverse stories, and has the capacity to connect with its
audience through both intellect and emotion. (Anderson and Wilkinson
2007, p. 167)
Certainly the credibility and diversity of projects are apparent with this way of
working. During the research period, the methodologies of verbatim theatre were
integral to the work of the artistic director; it is used with a range of artistic
mediums to support a central notion of cultural democracy.
In addition to the works produced by the artistic director, Illuminated by Fire
featured the work of filmmaker Malcolm McKinnon, who interviewed a crosssection of community participants about their relationship to fire. These became
verbatim stories in short films that were presented around the site of Federation
Square on large and small screens. They enabled community members to have a
direct means of communicating ideas and experiences of fire to audiences.
In relation to another convergence of these ideas in the work of the artistic
director and the filmmaker, Briagolong artist Maxine Salvatore recorded the
voices of her local community members telling stories of past bushfires in the
region as they sat working on her artwork. These stories were edited into an
audio soundtrack that could be heard when the work was installed in Federation
17
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Installing chandelier artwork
in Federation Square
Briagolong
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Photographer

Maxine Salvatore
Federation Square, Melbourne, Victoria
Donna Jackson

Presentation of chandelier artwork
in Federation Square
Briagolong
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Place
Photographer

Maxine Salvatore
Federation Square, Melbourne, Victoria
Lindy Allen

Square. Salvatore’s intention was for the public to sit and watch the giant
chandelier that she created change colour as they listened to the stories told
about fires from her area of Gippsland in Victoria.
The artistic director worked with Salvatore over eight months to arrive at this
interweaving of verbatim stories and artwork. Similarly, she assisted Creswick
artists Ken Evans and Rebecca Russell, who used verbatim theatre by interviewing
scientists about the nature of bushfires and the regeneration of forests after their
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occurrence. The voices of the scientists were mixed with music to become the
soundtrack to an outdoor, site-specific shadow and theatre presentation.
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Complex ideas can be dealt with through verbatim theatre, and its techniques are
central to the conceptual framework used by the artistic director. During the
research period, three regional projects used verbatim techniques to
communicate ideas on contentious themes. Fire was spoken of as both a
protective strategy and a destructive force in Illuminated by Fire, which explored
our relationship to fire some months after the tragic Black Saturday bushfire in
the state of Victoria, in which 173 people died.
The artistic director’s two other comparative projects also used verbatim
techniques. Dust was a community theatre production presented on the theme of
the dangers of asbestos, in which personal stories of exposure to asbestos were
recorded on film and presented within the theatre installation. Kayak Ballet was
an outdoor site-specific performance on the foreshore at Mandurah in Western
Australia, with verbatim stories recorded by both Indigenous and non-Indigenous
performers. These two groups had very different relationships to the landscape,
which was spoken of and presented within the performance.
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Illuminated by Fire, Dust and Kayak Ballet enabled the voices of a cross section of
community members to be recorded and used as central elements of the artworks.
They told a variety of stories and contributed to layered narratives – which is
imperative when directing arts projects with contentious themes. Although these three
projects drew on a range of media, the core principals of what Anderson and
Wilkinson identify as verbatim theatre were evident. Traditionally, verbatim theatre
explores a range of perspectives, a variety of truths (Anderson and Wilkinson 2007, p.
155). The personal truths of members of the community could be fairly and accurately
represented within the three projects.
Art in working life
A strong philosophical influence on the artistic director’s approach is that of a
sub-group of community arts practice referred to under the term ‘art in working
life’. Filewod and Watt describe the ideals from which this arts practice emanates
historically:
The working class culture that theatre activists sought in their initial
encounters with labour was comprised of diverse, often tenuous practices
and expressed a vast range of local and regional traditions which
frequently intersected with other spheres of popular culture. Within labour
traditions, cultural activism showed the formative influence of the Second
International Workingmen’s Association Congress in Paris in 1889, a loose
worldwide alliance of trade unions and social organisations. The
intellectual orthodoxy established by the Second International held sway
within the labour movement until its collapse with the outbreak of war in
1914, and vestiges of this orthodoxy have never gone away […] the task
of education was taken on in full seriousness, and the late nineteenth
century saw the emergence of an elaborate network of workers’ education
organisations, self-education groups, social clubs, amateur drama clubs,
workers’ choirs, debating societies and the like […] Art and culture, and
theatre other than ‘popular’ forms like melodrama, were seen as a means
of emancipation from working class experience under capitalism. (Filewod
and Watt 2001, pp. 28–9)
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This practice has a longer history than is widely acknowledged. While recognising
the long-standing origins of art in working life, the artistic director notes further
initiatives in recent decades with direct influence on Melbourne, Australia. The
ideals of education and emancipation through engaging in art projects can be
tracked from the Second International Workingmen’s Association Conference and
into a range of arts projects initiated by partnerships between union officials and
arts workers in the 1970s and 1980s in Australia. The first Trades Hall Arts
Officer in the State of Victoria, George Seelaf, was appointed in 1976 after 40
years working as a meat worker and time as a union organiser. He was central to
the founding of Footscray Community Arts Centre, which is a space and centre
for this work and has been influential in the development of projects labelled ‘art
in working life’ in Melbourne. Seelaf’s approach to access to the arts, and also his
connection to the ideas of the Second International Workingmen’s Association
Conference, reflect ideas of class struggle for Seelaf. He explains:
If the working class are deprived of cultural activities or deprived of the
right to participate in cultural activities, they’re back to the slave days and
that’s what we’ve been fighting against. All progressive humanity over
history have been fighting against the slave concept.
(Seelaf, cited in Kirby 1996, p. 26)
This belief – that equitable politics are served by art – is evident. Seelaf elaborates: ‘If
you don’t take responsibility for your own culture then someone else will impose theirs
on you’ (Seelaf, cited in Footscray Community Arts Centre 1992, p. 1).
The artistic director began employment at Footscray Community Arts Centre in
1988, while the centre was still under the influence and patronage of Seelaf. She
learnt art in working life as an arts practice through observation and then in a
hands-on and practical process. This experience has been influential upon
decades of her artwork, culminating in the three artworks considered here, and
in particular, Illuminated by Fire.
To illustrate how the artistic director worked with artists developing art in working life
strategies in particular, several regional parts of Illuminated by Fire are explored.
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Firstly, artist Deanna Neville created an artwork in the community of Maldon in which
she photographed members of the Country Fire Authority (CFA) in their firefighting
uniforms. As well as representing firefighters at work and dressed for work these
images provide strong symbolism of the work of fighting fires. Neville enlarged the
photographs to 4 metres in height; suggesting the heroism of firefighters as workers.
The artworks also presented images of volunteers and members of family groups who
worked together extinguishing fires – there is a tradition of members of family groups
participating in the CFA. This reflects TEXT
an aspect
of the first of the four main elements
AREA
of the Australia Council’s objectives of art in working life. It is, as indicated, arts
practice about workers’ lives.
Secondly, members of the Maldon CFA attended the art installation at Federation
Square and participated in a performance/presentation of the art on three
evenings and the weekend. This reflects the Australia Council’s second art in
working life recommendation, which is concerned with creative self-expression,
access and participation.
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The third example of the resonance of the conceptual framework of art in
working life for Illuminated by Fire was the building of the scaffold set for the
presentation of the Creswick installation by artists Ken Evans and Rebecca
Russell. The artistic director drew on her experience of developing artworks with
the support of unions, to facilitate and enable a section of the Illuminated by Fire
installation in Federation Square to be constructed by members of the training
unit of the Construction, Forestry, Mining and Energy Union (CFMEU). At her
invitation, project leader Paul Allwood worked with the artists to design the
scaffold and then build it with the labour of four building industry trainees.
Allwood also arranged for the scaffold to be delivered to Federation Square and
supplied, erected, dismantled and removed at no cost. This was made possible
through a legacy of the art in working life movement, whereby some unionists
and unions are still sometimes prepared to contribute to arts projects in kind, in
the form of labour and/or materials. This demonstrates a direct link to a third
objective of art in working life, which is to encourage engagement and
involvement between trade union members and artists in art projects.
The ideals and approach of art in working life inform the process of working
undertaken by the artistic director, in which art making is a utilitarian endeavour.
This approach, as Filewod and Watt note begins with Meyerhold’s theories of
biomechanics. They note that the American factory time-and-motion advocate
Taylor had influenced Meyerhold in the 1920s. Filewod and Watt explain this
history of industrial values in theatre through language and ways of working:
In the theatre, these industrial values foregrounded proletarian principles
of craft, discipline and rigour; in a fairly obvious analogy, theatrical work
was seen as replicating the dynamic and physicality of industrial labour,
and the artistic form it produced was, like the automobile rolling off the
lines in Detroit, a technical artefact. And like an automobile, its properties
were defined by its method of production and social function. When
radical troupes in the 1930s spoke of agitprop as a ‘weapon’ they weren’t
simply romanticising the political stance of the artist, but describing the
depersonalised industrial quality of the work they produced, just as a later
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development of community theatre workers would refer to their artistic
forms as ‘tools’. (Filewod and Watt 2001, p. 33)
The legacy of this aspect of the art in working life movement is apparent in the
work of the artistic director. This ‘depersonalised industrial quality’ is a tone and
style of working that marries with the art in working life philosophy and practice;
reflecting a workman-like approach to art making emerging from ideas of cultural
democracy and art in working life.
Within Illuminated by Fire, the regional artists agreed to work within a labour
force framework, which was evident in job descriptions, a hierarchy of decision
making, and the need to deliver a product (an arts outcome) within set timelines
that were linked to financial payments. The notions of craft, discipline and rigour
align with the idea of an industry, and were reflected in the craft used by the
artists to create the artworks. This process utilised workplace strategies to meet
set timelines for presentation and delivery, both in regional presentations and at
Federation Square in Melbourne.
Community arts
The fourth area of influence on the conceptual framework of the artistic director
is the practice of community arts. This can be considered as a separate category,
as argued here, although Sandy Kirby places it under the banner of cultural
democracy. Kirby contends that:
The community arts movement had its origins in the social and political
struggles of the 1960s and 1970s that developed around the focal issues
of the war in Vietnam, feminism and Aboriginal land rights. The
understandings generated by these movements were reflected in the
emergence of the concept ‘arts workers,’ as opposed to ‘artists’, and in the
portrayal of art as the result of the production, marketing and
consumption of culture. These insights, coupled with the experience of
arts workers in protest groups, resulted in a movement seeking ways of
involving wider audiences in the arts through direct participation and
24

greater access, rather than perpetuating art for a cultivated elite. This
thrust towards greater cultural democracy in the arts received official
support with the election of the Whitlam government when the
Community Arts Committee of the Australia Council for the Arts was
established in 1973. (Kirby 1991, p. 19)
Certainly a new movement in the arts was evident at this time and Kirby’s
assessment provides a recent history of community arts as a movement, but it
limits this form of art making to Australia. In the conceptual framework of the
artistic director, however, community arts is a broad term used for a range of
artistic media. It is a contested area and is without a cohesive explanation across
publications. Gay Hawkins reflects this view below:
Despite a more than thirty-year history of community arts in Australia,
practitioners engaging in transformative practice, and government support
for projects, there is no definitive understanding or comprehensive theory.
(Hawkins, cited in Badham 2010, pp. 85–6)
Hawkins summarises the confusion around the term community art. The terms
used to describe this arts practice have changed since the inception of funding at
the Australia Council in 1973. They have included a number of terms and titles
including community arts, community cultural development (CCD), art in the
community and contemporary cultural practice. This proliferation of naming is
reflected in the following compilation from Badham:
The practice is known by many names: community art, participatory arts,
community-engaged arts, socially engaged arts, arts for social justice,
artist and community collaboration, relational or dialogical art, applied
aesthetics, and community cultural development. (Badham 2010, p. 86)
These terms serve the broad field by suggesting a wider importance than is
evident in non-professional community art. They serve the artistic director’s
conceptual framework of community arts as a collective hub concept for
foundation notions of cultural democracy, art in working life practice and
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verbatim techniques. She refers to this convergence as community arts. Badham
frames the area as ‘socially engaged arts’, which is another useful term. But this
latter ideal of socially engaged arts contains a presumption that arts can deliver
social benefits. For Badham:
For the purposes of this paper, the term socially engaged arts will include
all of these community and cultural development art processes that intend
positive social change and facilitate individuals and communities in active
participation in their cultural identity. (Badham 2010, p. 86)
Artist to artist transmission of community arts practices
As the naming of this area of arts practice is contested looking at which history is
acknowledged reveals an explanation of some of this divergence. For example,
the Craigmillar Society in Scotland had a strong influence on two of the major
community arts companies of the 1980s in Australia: WEST Theatre in Moonee
Ponds, Melbourne; and Street Arts in the West End of Brisbane. The work of
community artists Neil Cameron and Meme McDonald demonstrates the
fundamental international influences on their work:
Cameron and McDonald had worked together in Melbourne’s working class
western suburbs at WEST Theatre Company, which emerged in the late
1970s. Two bodies of experience informed Cameron’s work. The first was
from his time with Welfare State International, the pioneer of large-scale,
community-based outdoor ceremonial performances in Britain. The second
was his knowledge of community cultural development practice at
Craigmillar, a poverty-stricken housing estate on the outskirts of
Edinburgh where he worked in the 1970s. The Craigmillar Festival Society,
established in 1964 by local residents, had run a series of arts-based
activities as part of a community self-help program for a number of years.
As a pioneering grass roots venture in the use of cultural activity for
community development, the Festival Society was a major influence on the
development of community arts practice and funding policy in Australia
and elsewhere. (Filewod and Watt 2001, p. 219)
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The key point in this example is that the artists developed art projects as a
response to influences from specific companies. But even more direct is the
contact between companies and individual practitioners within Australia and
internationally, which suggests artistic lineages in operation. Brisbane based
Street Arts founders Pauline and Denis Peel had also worked for the Craigmillar
Society in Scotland. Watt (1995, p. 26) explains that Steve Capelin, also from
Street Arts in Brisbane, came to work with WEST and Neil Cameron and during
his Craigmillar influenced directorship of the company.1 The influence of the
Craigmillar Festival Society practices on Australia suggests the international scope
of democratic arts. There are several generations of arts practitioners who have
worked with each other and embraced, experimented and modified these broad
ideas of creating art with communities.
Art by, for or with communities
Badham suggests discussing community arts (or socially engaged arts, as she
prefers to name it), by dividing it into ‘art for community’, ‘art with community’ or
‘art by community’. ‘Art for community’ is art presented to a community in which
the community is a voyeur or receiver of the work, as an audience. Art ‘with’ a
community is a joint process, where the community and artist create an arts
project through collaboration. Lastly, art ‘by’ a community gives the community
autonomy to take a leadership role in the art making. These propositions define
different power relationships used to create and present art projects.
This framing of community arts into divisions through the prepositions ‘for’, ‘with’
and ‘by’ is a useful delineation, which complements the work of the artistic
director. Terms are important: artists on the research project Illuminated by Fire
were instructed to work in partnership ‘with’ their regional communities. They

1

The artistic director is placed within this history through having worked at WEST Theatre in 1986, developing a theatre
production on domestic violence entitled No Myth, which was directed by McDonald. This is reflected upon by McDonald:
‘This spark kept spreading for years. Women from the group who had never performed in their lives before formed street
theatre groups, wrote and performed in experimental plays and eventually established the outstanding Women’s Circus
inspired and directed by Donna Jackson. As one of the Women’s Refuge workers in No Myth, Donna was the driving force
initiating the project and assisting me with direction’ (McDonald, cited in Cameron 1993, p. 142).
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were not contracted to make art ‘for’ their communities, as this would have been
reverting to older notions of non-participatory culture.
Badham’s last category, of art ‘by’ community, is useful for discussing community
arts. She writes:
Lastly, art by community suggests that the makers of art, and the
understanding of what art even is, need to be reconsidered, questioned
and ultimately, reinterpreted. (Badham 2010, p. 87)
The notion of art by communities, in which the artist is expected to follow the
community, who determine the artistic outcome, is demonstrated in the following
quote by Jane Crawley, discussing a project involving residents of Melbourne’s
Kensington Housing Estate:
The open ended approach, with outcomes left up to the collaborative
processes, was hard to negotiate, since identifiable outcomes are normally
what attracts funding. But this project was in essence about the process of
engagement between artists and residents, with residents able to
determine how things evolved. (Crawley 2010, p. 51)
Art by community can also lead to a focus on welfare aims rather than artistic
and aesthetic outcomes. Badham notes reasons why this detracts from artistic
achievement. She writes:
This ‘social turn’ in art practice has been criticised as a way of providing
social services on the back of artists with the result that the work of artists
is diminished. The ability to critique such art practice is also complicated
as it is difficult to critique work that appears to be of social merit, even if it
does lack innovation. (Badham 2010, p. 92)
The artistic director does not favour the practice of art by communities, as it is a
model where an artist is asked to serve a community rather than work in a
partnership with a community. The social benefits may accrue with most
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approaches, but the quality of the art can be undermined if social engagement is
given priority.
Conclusion
The conceptual framework of the artistic director has, at its core, notions of
cultural democracy supported by influences from the practices of art in working
life and verbatim theatre. Artworks created by artists working in partnership with
communities are the focus of, and basis for, her preferred model of practice. Her
practice focuses on artworks that are created by artists working in partnership
with communities. This is the basis for the preferred model of practice.
The arts projects undertaken for this research, including Illuminated by Fire,

Kayak Ballet and the community theatre production, Dust, were all developed
and executed via the artistic director’s working method, with over a dozen
communities across three states of Australia. They are presented here for further
debate and discussion, with a focus on Illuminated by Fire.
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Chapter Two: Managing Fire
This chapter sets out the parameters of the research project Illuminated by Fire,
including its background, the development and framework of the project, and the
program of activities undertaken. It is presented to quantify and clarify the
artistic project. This chapter also outlines project management processes, which
were developed to facilitate complex and diverse aesthetic processes across
numerous geographic sites, with a range of artistic media.
Overview and background
The artistic project under investigation took place over a three-year period from
2008 to 2011, during which time the artistic director was contracted to work on
the community arts project, Illuminated by Fire. The project was initiated and
managed by Regional Arts Victoria (RAV): a not-for-profit, non-government arts
organisation that provides arts projects and supports arts events and touring
theatrical productions across the Australian state of Victoria.
Eleven communities were selected to participate in the project in 2009, overseen
by the artistic director. Artists were employed to engage with the communities
to create artworks in a range of media, around the theme of ‘fire, art and
resilience’. The artworks were presented in Victorian regional areas between June
2010 and January 2011. In June 2011, ten of the eleven works were remounted
in Melbourne as part of the Light in Winter festival – a program of winter arts
activities held in Federation Square in the centre of Melbourne, from June 27 –
July 4, 2011. This site-specific installation featured presentations of the artworks,
debate and discussion around the themes of the artworks, and theatrical tours of
the artworks both during the day and at night. An audience of 5,000 viewed the
installation over a period of five days.

Illuminated by Fire began as the idea of a board member of RAV: “Stephen
Routledge,” who suggested an arts project around the theme of fire. The artistic
director was employed to develop this idea and to facilitate a project reference
group in late 2008 with representatives from the Country Fire Authority (CFA),
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Department of Sustainability and Environment (DSE), experienced regional artists
and RAV staff.
The major outcome of these three facilitated meetings was a plan to create a
partnership between RAV and the CFA. The function of this partnership was to
enable artists to base themselves at CFA sheds across the state of Victoria,
where they could engage with CFA members and local communities around the
theme of fire.
The last consultation occurred on 6 February 2009. During this meeting the CFA
representative commented that he was not looking forward to the next day, due
to the extremely hot weather and wind predicted. The next day was 7 February
2009, which was later named Black Saturday. Fires broke out over several days,
during which 173 people lost their lives and a large section of the state was
burnt; 2,133 properties were destroyed. Shock and grief followed this major fire
event, reflected in a sample of newspaper headlines:
DAY OF HORROR
More than 40 feared dead
Bushfires threaten Melbourne
Hundreds of homes destroyed
(The Sunday Age, 8 February 2009, p. 1)
In response to this event, the role of RAV as an organisation turned to supporting
regional communities and artists in the recovery processes after the bushfires.
The CFA was at this time focused on cleaning up after the fires, both physically
and administratively. This change of priorities resulted in the partnership
between the CFA and RAV dissolving.
Development
The project Illuminated by Fire was paused for the first half of 2009, as the
project’s executive committee – which consisted of the CEO of RAV, Lindy Allen,
filmmaker Malcolm McKinnon, and the artistic director Donna Jackson – waited to
31

see whether the project could move forward in an appropriate and respectful
manner.
In June 2009 a decision was made to continue the project, but to not focus
primarily on the tragedy of bushfires. The executive committee decided to focus
the arts project on the necessity, for societies and regional communities, to have
an ongoing relationship with fire. It was planned to use art to enable
communities and artists to explore fire as an elemental tool, which is used in
daily life.
As it was no longer practical to base artists in CFA sheds across the state of
Victoria, a new partnership was developed with the Neighbourhood House
Network (NHN) of Victoria, which agreed to host and assist artists based at their
centres. It was planned that artworks based on the theme of fire would be
developed and presented in each local regional area. These were then to be
remounted as a group of artworks, at Federation Square in Melbourne.
The artistic director and the executive committee together envisaged that the
artworks would add to general public understanding of the diversity of
relationships with fire. This idea is reflected in the language used to describe the
second version of the project:

Illuminated by Fire is a project about the places we care about and the
story and role of fire within those places. Working across Victoria, the
project aims to share stories, increase understanding and create
astonishing art. (Appendix A. Project Outline: Illuminated by Fire, p. 1)
New aims were also developed to frame the project. A selection of these are
presented below, with the complete version available in Appendix A:
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•

[…] demonstrate best practice in the development and management of
an initiative which is strongly embedded in community identity and
aspirations

•

demonstrate the value of creative approaches in addressing complex
issues around fire ecology and the role of fire within local environments

•

facilitate an arts project which can combine unique regional
experiences and artworks and combine them into a resolved and
strong joint presentation which has a Melbourne outcome […]
(Appendix A. Project Outline: Illuminated by Fire, pp. 2–3)

These aims reflect the practice of the artistic director, who has an ethos of
valuing complex ideas explored through arts processes with communities, while
aspiring to use best-practice in project management.
Precedents

Illuminated by Fire is one of several projects undertaken by the artistic director
referred to as state-wide projects. It uses a model that enables arts projects to
take place across the state of Victoria, that may employ a theme and/or an
artistic medium to link communities or artists. As previously mentioned the
artistic director originally developed this method working in partnership in 1998
with the then CEO of RAV, Peter Matthews. The first state-wide project was titled

such fertile ground. Here, Graham Pitts describes it:
[…] such fertile ground […] was a major component of the Australian
Centenary of Federation in 2001. Regional artists, arts workers and
communities erected, in local landscapes, large-scale and temporary
landscaped images or icons which were the result of community
reflections and artistic interpretations of the past 100 years. The images
were aerially photographed and re-produced as 120,000 postcards, which
were distributed throughout Victoria, Australia and overseas. They have
also been placed with this critical analysis of the project on the web-site of
the national media, The Australian Broadcasting Corporation (ABC) […]
The projects were facilitated by Regional Arts Victoria (RAV) and Hubcap
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TEXT AREA
Productions, the latter company supplying the services of Donna Jackson,

(the overall Artistic Director). Together they formulated a process for
involving regional communities in general cultural development and
specific project consultation. (Pitts 2002, p. 1)
Due to the large scale of such fertile ground, which involved twelve regional
communities, the artistic director developed a process of project management in
order to manage and support the artists, their communities and the development
of the artworks; which were installed site-specifically on land and water and used
a range of non-traditional materials.

TEXT AREA

Illustration

5

Description
Information

Illustration

6

Description
Information

Such Fragile Ground, landscape installation
using surfboards and wetsuits
One of twelve projects of such fertile ground.
A project of Regional Arts Victoria.
Artistic director Donna Jackson

Artist
Place
Photographer

A map of the Geelong area formed by painting
and placing live sheep
One of twelve projects of such fertile ground. A project of
Regional Arts Victoria. Artistic director Donna Jackson

Mark Trinham
Anglesea, Victoria, Australia
Chris Bunston

Artist
Place
Photographer

Glenn Romanis
Geelong
Chris Bunston
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The central notion was to enable each community to reflect its particular identity
through a locally created artwork, which also linked the community, through an
artistic medium or a theme, to other communities and places in the state of
Victoria. For such fertile ground, the medium was site-specific landscape
installations in twelve places across Victoria. As Julie Sheils describes:
such fertile ground […] is an ingenious way of making impermanence
permanent. Once seen, these monumental installations remain etched in
the mind’s eye. The intensity of this experience is a significant part of the
project’s success. It not only has the capacity to catch the imagination of
the community that participated in creating it, but can also have the same
AREA(Sheils 2002, p. 1)
effect on the local and largerTEXT
audience.

The project management structure instigated for such fertile ground was carried
through to later state-wide projects also instigated by RAV and the artistic
director. An important element of this structure was to have an artistic director
responsible for final aesthetic decision making across the project.
Another precedent for Illuminated by Fire was Bute Utes, which was presented at
the 2002 Melbourne Festival. This work was created by artists working with four
regional communities, to create sculptures developed from utility vehicles – or
‘utes’ as they are colloquially called – which reflected a story about their area or
town.
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A Holden utility was transformed to reflect a local story
of Magpies
One of four projects of Bute Utes. A project of Regional
Arts Victoria. Artistic director Donna Jackson

Artist
Place
Photographer

Catherine Larkins
Lakes Entrance
Catherine Larkins
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The artistic director has had several opportunities to repeat her experience of
instigating, creating, managing and evaluating state-wide arts projects; giving
her the means to develop this practice as a specialised area of arts activity. Such
state-wide projects have been useful to RAV, including elements as described by
CEO Lindy Allen in the following extract:
At this time in Australia, Regional Arts Victoria is the only organisation
regularly undertaking multi-sited arts projects […] These State Wide
Projects have the following distinguishing hallmarks: […]
•

a clarity of purpose in the use of artistic practice to respond to the
identified need […]

•

rigorous processes and check-in points to support multi-sited activity

•

training and mentoring to thoroughly support local artists and
artsworkers and extend their skill base […]

•

a local outcome aimed at strong engagement with the local
community coupled with a presentation outcome in Melbourne with
the objective of lifting the profile of regional artists and arts projects
to a wider audience. (Allen 2011, Section 4, p. 7)

In summary the partnership between the artistic director and RAV staff from
1998 until 2011, culminating in Illuminated by Fire, has supported the
development of a process of project management that can facilitate, support and
manage numerous artists and communities to collaborate on very large arts
projects.
Management
In the executive committee of three for Illuminated by Fire, Lindy Allen, the CEO
of RAV, was executive producer, Donna Jackson was artistic director and Malcolm
McKinnon was the curator of stories.

The executive producer
As the executive producer, Allen had final decision-making authority within the
executive committee, as she reported to the board of RAV. Her role encompassed
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financial and legal management, including fundraising, contracts, insurance and
memoranda of understanding with partners. Allen adopted the state-wide project
process developed by Jackson and Matthews; which used a set of foundation
documents consisting of aims, job descriptions, timelines, milestones, budget and
an evaluation methodology. Allen worked with the other two members of the
executive in managing the budget, which was $440,000 for the overall project
(Appendix B. Budget: Illuminated by Fire).

The artistic director
The role of the artistic director focused, in the early stages of the project, on
working with the executive producer to ensure the project management
structures created for Illuminated by Fire supported the conceptual framework
and aims. The allocation of the budget was also of primary importance to the
artistic director, as this had a direct effect on how the project would be managed
and supported. In the course of the project, the artistic director’s role evolved
from briefing artists about the nature of the forthcoming project, to engaging in a
process for selection of artists, to finally assisting the artists in their development
of artworks in their regional areas. The role then extended to directing the joint
presentation of the artworks at Federation Square in Melbourne. The artistic
director also devised and directed theatrical tours around Federation Square, led
by the regional artists. This enabled audiences to engage with the artists and art
and to hear first-hand the narratives behind the artworks.
The artistic director had final artistic and aesthetic decision-making authority for
the overall project. This might be compared to the leadership role a theatre
director takes when working with the creative production team, including lighting,
set and costume designers, and other artists in a theatre production. The artistic
director’s involvement featured collaboration such as would happen with a writer
and with a director. This is evident in the extracts from the role description
below:
[The artistic director will:]
•

Work closely with the Curator of Stories to ensure the Symposium is
strongly linked to the artistic and community outcomes of this two-year
initiative […]
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•

Work with the Executive Producer to plan and manage the
documentation for the project including style, content and outcomes
[…]

•

Work as a member of the Executive Team along with the Executive
Producer, and the Curator of Stories (Appendix C. Roles and
Responsibilities: Illuminated by Fire, pp. 2–3)

The curator of stories
The role of Malcolm McKinnon as curator of stories was created to utilise his skills
as a social historian and filmmaker. McKinnon researched fires in Australia and
also the science behind fires, and acted as a resource for research materials;
which added depth and content to the regional artists’ works and the project
overall. McKinnon found the title of the project, Illuminated by Fire; a phrase
from a book on fire ecology, Burning Bush: A Fire History of Australia (Pyne
1991, p. 420). McKinnon also created and delivered a series of nine short films
on fire, which were presented in and around Federation Square as a component
of the installation. For this site he also initiated, curated and managed a
symposium in which speakers presented talks on fire, from a range of social,
scientific and political viewpoints.
The project structure of Illuminated by Fire demanded ongoing and clear
communication. For this reason an administrative role was created to facilitate
communication from a central point to the regional artists and projects across
that state. Joe Toohey undertook this role in 2010, followed by Julia Early in
2011; both were based at RAV.

The regional artists
Due to the number and diversity of artists employed – a total of fifteen artists
working in media ranging from photography to pyrotechnics - it was important to
clarify the role the artists were undertaking while working with their local
communities. It was also important that they agreed to work within the
hierarchical decision-making structure of the project and within the agreed
budget parameters. This is reflected in the local artist position description extract
below:
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The local artist will:
•

[…] recognise that the project follows the ‘artist in partnership with the
community’ model and therefore needs to engage the broader
community

•

attend all Melbourne workshops including the project briefing over 23
and 24 April, and the evaluation workshop on Sat 23 July 2011

•

[…] work under and with the support and direction of the Artistic
Director to completion of all required milestones including submission
of a final production plan, delivery schedule and any other
requirements considered necessary for the safe and successful
completion of the local outcomes

•

[…] work within the agreed allocation of the budget as specified in the
contract (Appendix D. Local Artist Contract: Illuminated by Fire, p. 5)

An important component of the project structure was an agreement between
RAV and the Neighbourhood House Network (NHN). Participating Neighbourhood
Houses were paid a fee to assist local artists with administration and to network
information about the project through the local community, as well as providing
spaces where art making and workshops could take place. This agreement
resulted in local support for regional artists in many instances. The outcomes of
this partnership locally, however, depended on the skills of the Neighbourhood
House worker and his or her interest in the Illuminated by Fire project.
Selection of artists and communities
Potential regional artist participants and projects were solicited through a variety
of processes and communication channels. RAV has a network of over 80 local
arts groups that are members of the organisation. The project was also promoted
through local councils, art galleries, other art groups, Neighbourhood Houses, fire
support services, and five regional art development officers.
During March 2010 the executive committee visited areas across the state,
delivering information sessions in Whittlesea, Camperdown, Inglewood,
Wangaratta, Warragul and Lakes Entrance. Artists as well as Neighbourhood
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House coordinators, members of local CFA fire crews and interested community
members attended.
As a result of the information sessions project artists worked in partnership with
their local Neighbourhood House to developed proposals. The Neighbourhood
House and Learning Centre (NHLC) network, as a state body, had formally
agreed with Regional Arts Victorian to support Illuminated By Fire across the
state of Victoria. The executive producer Lindy Allen negotiated this agreement
after the relationship with the Country Fire Authority had dissolved. For this
reason NHLC coordinators hosted the project at their community centres for a
small administration fee and assisted in promoting the projects in the local
community. Applications consisting of a six page project proposal combined with
information requested in an Expression of Interest form, (Appendix E) were
requested. Project proposals answered a set of guidelines, in which the artist
was required to demonstrate an ability to develop an artwork, which would
explore narratives around co-existence with fire while working in partnership with
their community. Applications had to demonstrate an innovative idea,
community support and the time and skills to deliver the idea to fruition. There
was no limit to the type of artistic medium, which could be used. The project
required a public outcome in the regional area and the ability to be remounted
and presented in Federation Square in Melbourne at a later date. A wide variety
of proposals were received from across the state of Victoria, which were of a
high standard and reflected projects in which artists were attracted to the theme
of fire and were inspired to find ways to engage with members of their local
community. A total of 34 Expressions of Interest were received.
The decision-making process for selecting eleven projects from the applications
reflected elements of peer-assessment processes used by state and federal arts
funding bodies in Australia. Seven regional artists who had not applied to
participate in Illuminated by Fire were paid a fee to read the applications and
attend a meeting at Regional Arts Victoria with members of the executive
committee. The artistic director facilitated a process in which a range of criteria
were examined, including selecting projects to create a geographic spread of
across the state of Victoria, the expected quality of art and community
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engagement outcomes, and the experience and skills of the artists involved. Due
to time constraints, only eight of the eleven possible projects were decided by
this process of peer assessment, at a day-long consultation.
The remaining three projects were then discussed within the executive
committee and the selection was finalised by the artistic director. It was decided
to work with two fire-affected communities out of eleven arts projects. This
decision echoed the aspiration to create an arts project that privileged ongoing,
complex relationships with fire rather than focusing primarily on the dramatic
narrative of fire as a destructive force. It was also envisaged that fire-affected
artists and communities may require a greater degree of consideration and time
with the artistic director. It was important
to appropriately estimate the amount
TEXT AREA
of time required for the artistic director to support the selection of artists and
their range of skill levels over the eleven projects, in order for Illuminated by Fire
to be successful. At the completion of these deliberations, fifteen artists were
appointed to eleven regional projects; three projects had more than one artist
working on them.

Illustration

8

Description
Information

A map of Victoria with the names
of artists and areas listed
Artwork from marketing material for
the project Illuminated by Fire

Graphic Design Regional Arts Victoria
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Briefings and creative exchanges
The selected artists were invited to Melbourne for a two-day briefing facilitated
by the artistic director, on 15 and 16 May, 2010. The artists were specifically
briefed on the project management aspects of Illuminated by Fire, including
budgets, insurance, clarification of roles and communication processes.
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9
Donna Jackson (right) briefs artists
Catherine Larkins, Deanna Neville
and Malcolm McKinnon.
Administrator Joe Toohey
in background
Melbourne
Lindy Allen

Over these two days the artistic director also facilitated presentations from each
of the artists. These presentations enabled an exchange of information and skills,
as some of the artists generally worked in isolation in their regional areas without
ongoing contact with other artists. This process also demonstrated respect for
the artist and his or her work, as it facilitated the larger group of artists listening
and learning from each other. After this weekend the artists returned to their
regional areas and began work. The artistic director visited each of the artists
during this time. She was also in phone contact engaging in a process of support,
idea development and information gathering to different degrees with all eleven
projects.
On 31 July and 1 August, 2010, there was a second Melbourne based two-day
briefing in which the artists reported on their projects, and learned about the
development of each other’s projects, their processes and experiences. This
second briefing, led by the artistic director, also focused on the next stage of the
development of the artworks, which included processes of production planning,
practical logistics and health and safety (see Appendix F. Production Manual:

Illuminated by Fire).
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Visiting each artist in situ
An important element of Illuminated by Fire’s project development and
management were the visits made by the artistic director to each of the artists in
their communities across the state. The artistic director offered skills, support
and information according to the skillsets and requirements of the artists and the
communities with which they were engaging. Some artists required additional
support and visits; an example of this is Flowerdale artist, Sharon Collins, who
was undertaking her first large-scale artwork (see chapter three).
Regional presentations
The outcomes of the eleven arts projects in regional areas across the state were
the artistic director’s responsibility. Ten were presented in 2010; due to
inclement weather the presentation of the Portland artwork was delayed until 26
January, 2011.
At the conclusion of the regional projects the artists participated in a debriefing
meeting, held in Melbourne on 4 and 5 November, 2010. An outcome of this
meeting was the artistic director’s decision to invite ten of the eleven projects to
present in Federation Square in 2011. The Swan Hill project was not included in
the Federation Square presentation (see below).
Project management – regional projects
The artistic director led, assisted and supported fifteen artists across the state of
Victoria in eleven communities for the regional presentations; and thirteen artists
from ten communities for the Federation Square installation. This required the
negotiation of a series of creative collaborations between the artistic director and
the artists commissioned for Illuminated by Fire, in which the inspiration,
conceptual framework, project management and relationship to the local
community varied.
For the purpose of reflecting on managing a project of scale, each of the eleven
projects is discussed below, with attention to the role of the artistic director’s
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work with each artist; the theme of fire; and the local, regional and Federation
Square outcomes.

Creswick
Artists Ken Evens and Rebecca Russell were inspired to collaborate with scientists
from the Department of Forestry and Ecosystem Science at the University of
Melbourne (based in Creswick), and a cross section of community members.
Together they developed an outdoor theatrical performance, which featured
TEXT AREA
shadow, fire and verbatim recordings in which notions of forest fires and
regeneration were explored. The artists had a strong vision and worked in
partnership with the local community. The role of the artistic director was to
assist and to support in both the area of project management and the process of
working outside and with a community group, which was new to the artists. The
artistic director utilised her expertise to developed and devise a wet-weather plan
with a timeline and a decision-making hierarchy which she gave to the artists.
Due to inclement weather in the local outcome, the artists utilised this plan. For
the Federation Square installation the artistic director was able to provide
material infrastructure to realise the artwork. She facilitated the donation of
scaffold from union contacts within the CFMEU, which enabled the building of
sections of the set.
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A wood chopper presents
his skills as a feature of the
performance
Creswick

Regional area
Artists
Place
Photographer

Ken Evans and
Rebecca Russell
Federation Square,
Melbourne, Victoria
Lindy Allen
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A shadow screen becomes a home
as part of the performance
Creswick

Artists
Place
Photographer

Ken Evans and Rebecca Russell
Federation Square, Melbourne, Victoria
Lindy Allen
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Dunkeld
Artist Trevor Flinn was inspired to make a series of films in which he would
interview Dunkeld community members, focusing on woodcutting and cooking on
wood fire stoves. His intention was to present these films in the Dunkeld Hall as
a two-screen video artwork. The artistic director visited Flinn in Dunkeld and
heard of his plans to also use a real wood fired stove at the launch. She
encouraged Flinn, who has created site-specific installations in a variety of prior
projects, to include this skillset wherever possible and to use the unique and
quaint Dunkeld Hall to create an event which was of equal importance to the
films and installation. During a discussion Flinn came up with the idea of setting
up an area where children around the age of twelve years could be taught how
to light fires and how to extinguish them, by members of the CFA. Also discussed
was the idea of starting the event outside and leading the audience into the hall.
This site-specific performative idea was developed much further by Flinn after
this one visit by the artistic director, to include a wood-chopping installation, a
display of kitchen memorabilia and the creation of a cookbook containing local
recipes for wood fired stoves. At the launch in Dunkeld, Flinn directed a
competition in which children were taught to light fires. The first child to boil a
kettle and make their kettle whistle received a prize. The audience were then led
into the hall, where they viewed and experienced a working wood fired oven, and
cooking and wood-chopping demonstrations. On display were the films created
by Flinn as well as cooking utensils, a country-style supper and scones that had
been cooked as part of the installation. The fire workshop for children, films and
installation were recreated for the Melbourne outcome at ArtPlay, a venue
adjacent to Federation Square.
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A man chops wood in one of a series of films
by Flinn on wood chopping and wood fired stoves
Dunkeld
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A fire with a kettle placed
on it as part of a workshop
for children
Dunkeld
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Trevor Flinn
Outside Dunkeld Hall
Donna Jackson
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Trevor Flinn
Dunkeld Hall
Donna Jackson
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Ballarat
Artist Tracy Bourne’s aim was to create a site-specific work at Lake Wendouree in
Ballarat, in which the audience would walk to several sites for a performance at
dusk led by an Indigenous storyteller. The work featured songs and stories from
the local area, based on the theme of fire. The artistic director spent considerable
time in a process of mentoring Bourne, as this was her first time directing an
outside site-specific performance, and there was a cast of over 40. The artistic
TEXT AREA
director spent time in Ballarat walking the site with Bourne, envisaging and
solving aesthetic and production problems. She advised on the use of fire in the
performance and the process of working with pyrotechnicians, which included
insurance processes, industry standard health and safety procedures and creating
cues. For the actual performance the artistic director briefed, directed and
managed a group of volunteer marshals, who controlled the large audience. For
the Federation Square installation, Bourne and the artistic director collaborated to
rework the songs from the work to feature choirs, as well as Bourne and two
other singers performing in the BMW Edge theatre and around the Federation
Square site.
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Songs on the theme of fire were
sung by choristers around the site
as part of the performance
Choirs from Melbourne and Ballarat
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Place
Photographer

Tracy Bourne
Yarra River adjacent to
Federation Square, Melbourne, Victoria
Lindy Allen
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Swan Hill
The inspiration for this project came from the local regional arts development
officer, Kim Bennett, who was working in partnership with Indigenous elder,
Uncle Bruce Baxter. The project aimed to develop local community members’
skills in dance and ceremony while also exploring Indigenous fire practices. As
there were no local artists who had the skills required for the project, two artists
based in Melbourne – Jacob Boehme, a dancer and choreographer, and Margie
Mackay, a fire artist – were invited to work in Swan Hill. Members of the local
Swan Hill Indigenous community joined
members of the Sikh Punjabi
TEXTwith
AREA
community to develop dances that were inspired by the two groups’ approaches
to fire and its use in ritual. The role of the artistic director on this project was to
help facilitate the employment of outside artists to realise this project. But this
did not prove collaborative for a number on reasons, including the difficulty of
meeting in Swan Hill at the same time as the two artists who were working with
the local community. One visit in situ was possible before the regional
presentation. At the conclusion of the regional presentations the artistic director
decided not to include this work in the later Federation Square presentation. One
major issue was the financial cost of compensating the artists for the ten-hour
drive to and from Swan Hill, as well as their time working with the community.
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Dancers from the Indigenous and Sikh
Punjabi communities perform, lit by flares
Swan Hill

Artists
Jacob Boehme and Margie Mackay
Place
Swan Hill
Photographer Donna Jackson
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Maldon
Artist Deanna Neville was inspired to initiate the creation of photo portraits of
members of the Maldon Group Fire Brigades, which were 4-metres high, 1.2metres wide images on canvas banners. She also taught photography skills to
members of the local brigades, which enabled them to take photographs while
out on fire trucks during training and at fire events. A collection of photo portraits
of 36 CFA volunteers, each with an accompanying story, were produced by the
members and installed site-specifically, with the large-scale images at the Mt
Tarrengower Fire Tower for a one-night event and celebration. During the
presentation, members of the fire brigades told stories of the meaning of
membership of the CFA, as individuals, family groups and community members.
This was a well-thought-through project comprising works that the artist could
produce. The role of the artistic director was to collaborate with Neville to create
the site-specific event at the Mt Tarrengower Fire Tower for the launch and
display of the artworks; and included technical advice on health and safety, sight
lines, lighting and sound requirements. In Federation Square, the artistic
director’s design enabled the hanging of the large-scale images outside on the
stage in the square; one was also placed in the BMW Edge theatre. In Federation
Square, Neville managed the majority of the installation and performative
elements of her installation, following on from the support provided to her in the
regional presentation.
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Banner portrait of a Country Fire Authority (CFA) volunteer is
lowered at a rehearsal at the fire tower on Mt Tarrangower
Maldon

Banner portraits of Country Fire
Authority (CFA) volunteers on stage
in the centre of Federation Square
Maldon
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Deanna Neville
Mt Tarrangower
Donna Jackson

Deanna Neville
Federation Square, Melbourne ,Victoria
Matthew Murphy
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Kyneton
Artist Kathryn Portelli was inspired to explore the notion of fire as an element of
cremation. Portelli invited members of the Kyneton community to create vessels
to contain ashes of friends or relatives and to design these vessels in creative
ways that represented important aspects of the deceased person. The role of the
artistic director was to advise on this interesting but challenging project idea.
This resulted in the artistic director recommending that a grief counsellor be
available at all workshops where community members were creating vessels.
Community members created nine vessels to hold ashes or as objects of
remembrance. Portelli also created a set of sculptural vessels entitled What if?,
which represented notions of the loss of buildings and people at different stages
of life. The exhibition of vessels locally took place in and around the chapel of T J
Scott and Son, who are local funeral directors in Kyneton. In the development of
this event the artistic director gave logistical and theatrical advice about the use
of the venue for the launch. She worked on the floor with Portelli prior to the
event, giving advice for the placement of the vessels around the site as well as
the running order of the event; which included elements of ritual including the
lighting of candles, and singing, which acknowledged the grief of some of the
participants.
For Federation Square the artistic director made the decision to place the vessels
in a walkway around the edge of the BMW Edge theatre. By this placement and
design decision the audience for the works were forced to enter from one end,
where they were presented with a short film about the process of creating one of
the vessels. By this means the artistic director attempted to ensure that the
audience comprehended the significance of the vessels before viewing them.
They were then able to proceed on the walkway, where they could view most of
the vessels individually as single artworks. The aim of these design decisions was
to enable the importance and significance of each vessel to be recognised by
offering the artworks as much space and integrity as possible.

52

TEXT AREA

Illustration 18

Description

Regional area

Illustration 19

Description

Regional area

A member of the public views the
artworks, in the form of vessels for
the holding of ashes
Kyneton
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Kathryn Portelli
Federation Square, Melbourne, Victoria
Kathryn Portelli

A night-time view of the walkway
where the vessels designed for the
holding of ashes could be viewed
Kyneton
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Kathryn Portelli
Federation Square, Melbourne, Victoria
Matthew Murphy
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Briagolong
Artist Maxine Salvatore’s approach to the theme of fire was to create a large
chandelier in the form of an aluminium frame from which hung hundreds of
organza buds. The work was 4 metres high by 4 metres wide and was designed
to be lit theatrically. The concept was to create an installation that community
members could sit around and watch, as one sits around a fire, and hear
community remembrances and stories of fires that had occurred in the local area;
from the 1930s bushfires to recent fire events. Originally Salvatore planned to
install the work outside over a gorge
at Freestone
Creek, at the Blue Pool, a local
TEXT
AREA
swimming area; however, she was unable to secure permission from local
Indigenous elders to do so. As a result the work was first presented at the
Briagolong Mechanics’ Institute Hall.
The artistic director worked on this project with the artist, offering theatrical
advice on lighting design, cues and lighting board operation. Other components
of her contribution included guidance about the use of verbatim theatre as a tool
for collecting and presenting local stories on the theme of fire. For the Federation
Square installation, the artistic director assisted in the time-consuming work of
problem-solving rigging issues prior to the installation in Federation Square.
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The original site planned for the artwork,
Freestone Creek, Briagolong
Briagolong
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Maxine Salvatore
Briagolong area
Donna Jackson
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Presentation of chandelier artwork
in Federation Square
Briagolong
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The first presentation of the
artwork. The artistic director
Donna Jackson with Maxine
Salvatore at the Briagolong
Mechanics’ Institute Hall
Briagolong
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Maxine Salvatore
Briagolong area
Donna Jackson
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Maxine Salvatore
Federation Square, Melbourne, Victoria
Matthew Murphy
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Flowerdale
Artist Sharon Collins lost her house as a result of the Black Saturday bushfires.
While living in temporary housing she applied to create an artwork inspired by
ideas of renewal and friendship and the support she was experiencing. The
artistic director supported her artwork and the process of creating it. This is
discussed in detail as a case study in chapter three.
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Resin hands on display
in Federation Square
Flowerdale
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Sharon Collins
Federation Square, Melbourne, Victoria
Lindy Allen
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Lakes Entrance
Artist Catherine Larkins was inspired to create a lounge room in collaboration
with Gunai/Kurnai artists Lennie Hayes and Frances Harrison and Lakes Entrance
community members both Indigenous and non-Indigenous. The work referenced
the process since time immemorial of people meeting around the warmth of
fires; once outdoors but culminating
in contemporary
modern lounge rooms. A
TEXT
AREA
3.6-metre high chimney and fireplace was built out of briquettes, accompanied
by a mock electric log fire and a couch covered in kangaroo skins. Larkins had
worked on other state-wide projects with the artistic director, who visited her in
situ. Larkins required less input, support and advice as she had experience and
knowledge in a range of artistic media and processes. She had strong links with
other artists and community members in the area of Lakes Entrance, which made
the project feasible in terms of Indigenous community protocols. As part of the
process of installing the work in Federation Square, the artistic director had to
hold several meetings with the occupational health and safety representatives of
Federation Square, on Larkin’s behalf.
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Catherine Larkins sits on the kangarooskin couch with Lennie Hayes
Lakes Entrance
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Photographer

Catherine Larkins, Lennie Hayes
and Frances Harrison
Federation Square, Melbourne, Victoria
Matthew Murphy
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A chimney created from
Gippsland briquettes, painted
with fire-tail finches
Lakes Entrance
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Photographer

Catherine Larkins,
Lennie Hayes and
Frances Harrison
Federation Square,
Melbourne, Victoria
Lindy Allen
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A bull terrier dog figure
with Gunai/Kurnai symbols,
created to sit by the fireplace
Lakes Entrance
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Catherine Larkins,
Lennie Hayes and
Frances Harrison
Lakes Entrance
Matthew Murphy
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Hurstbridge
Artist Leanne Mooney was inspired to create a series of artworks with members
of her local community who had lost properties and personal belongings in the
Black Saturday bushfires. Damaged and burnt items were selected by the
community and were examined and discussed. The items were valued and
memorialised by placement in a set of ten perspex boxes, called Memory Boxes.
Strong emotional narratives were embedded in this project; this is reflected in
the work by Gay Chatfield in which the burnt frame of a violin made by her
brother is presented in a Memory Box.

Illustration
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Description
Regional area
Artist
Place

A Memory Box created by Gay Chatfield, which
contains a burnt violin and other burnt objects
Hurstbridge
Leanne Mooney
Hurstbridge

Photographer

Lindy Allen

Prior to creating this community-engaged work, Mooney had been a gallery and
landscape-based artist. She was deeply committed to this project, as she had
personal and social connections within the fire-affected communities in the area.
For this reason the artistic director discussed with Mooney the need to avoid
taking on the role of a therapist while working with these communities. (This
notion of the artist’s role is discussed in detail in chapter three).
The artistic director and Mooney also engaged in debates regarding Mooney’s
right to edit works to ensure the Memory Boxes were not too cluttered. The
artistic director considered that as Mooney was leading the project locally, it was
her role to ensure the quality of the artistic outcome for the viewing audience. A
disagreement arose over the process and the final work outcome. Mooney was
understandably concerned to protect the sensitive experiential process of
community members in the creation of the artworks, and therefore, not to
exclude deeply personal contributions. After a process of negotiation,
compromise and editing, the final presentation of ten Memory Boxes worked
cohesively as a group, in the opinion of the artistic director.
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Illustrations 28 and 29

Description

The Memory Boxes presented as a group
installation designed by Leanne Mooney
Regional area Hurstbridge

Artist
Leanne Mooney
Place
Federation Square, Melbourne, Victoria
Photographer Lindy Allen
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Portland
Artist Carmel Wallace explored two ideas related to the theme of fire. The first
involved a fire that burnt in the Portland harbour in 1853, on the immigrant ship

The New Zealander, the wreck of which can still be observed in the sands below
sea level. The second was an endangered orchid believed to be extinct until a fire
in the area created the right environment for the reappearance of the orchid.
Wallace created a boat 18 metres in length, built out of wire, sailcloth and wood.
She then undertook a process of facilitation in which community participants
sewed, wove and painted giant orchids made of wire and fabric, which were then
placed in the boat. The boat was later floated in the Portland harbour, where
pyrotechnics were used to simulate the boat and orchids burning.
As Wallace had worked with the artistic director on a previous regional arts
project, and had experience as both a gallery installation artist and a community
artist, the role of the artistic director was to consult and give advice and
information on working with pyrotechnicians. This included attention to timelines,
health and safety, language and terminology, pricing, cue sheets and audience
sight lines. For the Federation Square presentation, the Illuminated by Fire
artistic director, administrator and executive producer spent a number of days
and a large percentage of the allocated budget to gain approval for this artwork;
because extensive permits and permissions were required to close the Yarra
River to boat traffic, in the centre of the city of Melbourne, for the pyrotechnic
elements of the work. Wallace and the artistic director worked with a local events
company, Right Angle Events, and fireworks company ShowFX, to enable the
work’s successful presentation on three nights in Melbourne as part of the

Illuminated by Fire night tours.
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Illustration 30

Description
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Illustration 31
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Regional area

Illustration 32
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Artist
Place
Photographer

Members of the Portland community inspect
a large orchid created for the artwork
Portland

TEXT AREA

Artist
Place
Photographer

A member of the Portland community inspects
the boat installation before its launch
Portland

A sculpture of a boat containing large
orchids ‘burns’ on the Yarra River
Portland

Artist
Place
Photographer

Carmel Wallace
Portland
Donna Jackson

Carmel Wallace
Portland
Donna Jackson

Carmel Wallace
Yarra River adjacent to Federation
Square, Melbourne, Victoria
Matthew Murphy
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Presentation in Federation Square
For the presentation of the site-specific works in Federation Square, the artworks
and installations were placed in and around the BMW Edge theatre, which
functioned as a gallery during the day. Work was also placed in the Federation
Square Atrium, next to a fire in the centre of the Square, along the Yarra River,
and at ArtPlay – a venue a short walk along the river from the main site.
During the day, from Wednesday 29 June until Sunday 3 July 2011, the public
were able to undertake self-directed tours. To serve this purpose, a set of
postcards were developed that featured information about each artwork (see
Appendix L. Ten Regional Postcards for Federation Square Presentations); as well
as a further postcard with a map pinpointing where all the artworks could be
viewed on the site (Appendix G. Postcard with Map for Self-Guided Tours).
Observers were invited to collect a set of the postcards and to take themselves
on self-guided tours.
Artists were in attendance at their artworks during the day. They took part in a
series of three symposiums developed by Malcolm McKinnon, in his role as
curator of stories, in which guest speakers gave talks and presentations around
the theme of fire from the areas of science, emergency services and the arts. At
the conclusion of the symposiums the artists led audiences on tours of their
artworks, gave talks and hosted discussions on the works.
There were three night tours during the presentation of Illuminated by Fire in
Federation Square, on Thursday 30 June, Friday 1 July and Saturday 2 July 2011.
The audience began in the BMW Edge space, where they were seated and
introduced to the artists and concepts behind the site-specific installations. They
were then led around the site to the artworks in a 45-minute presentation. This
concluded with artist Carmel Wallace’s boat ‘burning’ on the Yarra River, and with
tea and scones served in the hall at the ArtPlay venue, hosted by artist Trevor
Flinn.
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For the five days that the works were presented in Federation Square, a
timetable was developed that aimed to provide for interaction by the public with
the artworks both day and night. There were volunteers who acted to host the
public at each of the ten artworks through the day; organised and invited by the
regional artists. Artists were allocated a space that complemented their artworks
by the artistic director (after negotiations and discussion). The exhibition was
open to the public and there was no entry fee.

Illustration 33

Description

A view of the BMW Edge theatre
at night during the Illuminated by
Fire installation. This installation was
designed by the artistic director

Artist
Place
Photographer

Donna Jackson
Federation Square, Melbourne, Victoria
Lindy Allen
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The description below from Lindy Allen’s final report for RAV, reflects the
activities undertaken in Federation Square.
In 2011, local artists worked with the Artistic Director to refine, re-work
and rehearse the 2010 projects into a form, which could be presented in
Melbourne at Federation Square as part of the Light in Winter Festival,
directed by Robyn Archer, in late June 2011. This final stage of the project
saw the presentation of a cohesive site-specific installation involving
artworks from 10 of the 11 communities that took part in 2010.
Approximately 280 regional volunteers accompanied the artists and the
work to Fed Square and assisted in a variety of ways, acting as
performers, ‘sitters’, assisting with guided tours through the various
projects and some working in more technical areas including lighting and
staging […] The Melbourne outcome enabled us to present astonishing
regional art that is grounded in personal experiences to a much wider
audience. The day program invited visitors to interact with artefacts from
the 10 local artist projects. We enlisted our schools touring program
arts2GO and also Fed Square’s Education Program Fed Ed to engage
schools in the Symposium discussions. (Allen 2011, pp. 7–8)
The 24-hour nature of the presentation in Federation Square is reflected in the
schedule below:
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Illuminated by Fire Federation Square Schedule, 29 June – 3 July 3,
2011
Every day
Wed 29 June
Thu 30 June

Fourteen films by Malcolm McKinnon screened 24 hours a day from
Monday 27 June to Sunday 3 July on the Big Screen, the Atrium Screen
and the BMW Edge screen.
10.00am–4.00pm General public accessed self-guided tours
throughout the site using a map.
10.00am–4.00pm

General public accessed self-guided tours
throughout the site using a map.

12.30–2.00pm

Day tours began with a symposium at BMW Edge
around the broad themes of fire, arts and resilience.
Symposium convenor Malcolm McKinnon introduced
panel members Kevin Tolhurst, Rob Gell and
Illuminated by Fire artistic director Donna Jackson.
Following the discussion, all the artists gave a brief
overview of their work before audience members
were invited to take part in a guided tour around the
work with the artists.

6.00–7.00pm

Official VIP opening. The project was formally
opened in Fed Square by RAV’s patron, the
Honourable Alex Chernov AO QC, Governor of
Victoria. Other speakers included the Right
Honourable the Lord Mayor of Melbourne, Robert
Doyle; former Emergency Services Commissioner
Bruce Esplin; Rose Hiscock from the Australia
Council; Jane Sydenham-Clarke on behalf of Fed
Square; and the Chair of the RAV Board, Dennis
Goldner.
The first of the night tours. The audience was
briefed at BMW Edge and invited to view the
artworks with the artists, then witness a number of
performance elements including a shadow and
smoke installation from Creswick, the Fire Choir
from Ballarat, the burning boat installation from
Portland on the Yarra River, and the tea-and-scones
installation from Dunkeld at ArtPlay.

7.00–8.30pm

Fri 1 July

10.00am–4.00pm

General public accessed self-guided tours
throughout the site using a map.

12.30–2.00pm

Day tours began with a symposium at BMW Edge
around the broad themes of fire, arts and resilience.
Symposium convenor Malcolm McKinnon introduced
panel members Bruce Esplin, John Schauble and
Simone Blair. Following the discussion, all the artists
gave a brief overview of their work before audience
members were invited to take part in a guided tour
around the work with the artists.
66

Sat 2 July

Sun 3 July

7.00–8.30pm

Night tour: The audience was briefed and invited to
view the artworks with the artists, then witness a
number of performance elements including a
shadow and smoke installation from Creswick, the
Fire Choir from Ballarat, the burning boat installation
from Portland on the Yarra River, and the tea-andscones installation from Dunkeld at ArtPlay.

10.00am–4.00pm

General public accessed self-guided tours
throughout the site using a map.

2.00–3.30pm

Day tours began with a symposium at BMW Edge
around the broad themes of fire, arts and resilience.
Symposium convenor Malcolm McKinnon introduced
panel members Robyn Archer, Arnold Zable and
Danielle Clode. Following the discussion, all the
artists gave a brief overview of their work before
audience members were invited to take part in a
guided tour around the work with the artists.

7.00–8.30pm

Night tour: The audience was briefed and invited to
view the artworks with the artists, then witness a
number of performance elements including a
shadow and smoke installation from Creswick, the
Fire Choir from Ballarat, the burning boat installation
from Portland on the Yarra River, and the tea-andscones installation from Dunkeld at ArtPlay.

10.00am–4.00pm

General public accessed self-guided tours
throughout the site using a map.

3.00–4.30pm

Day tours began with a presentation by all the
artists about their work. Following the discussion,
audience members were invited to take part in a
guided tour around the work with the artists.

(Allen 2011, pp.8-9)
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Evaluation
The process of evaluating Illuminated by Fire was developed to satisfy the
requirements of the main federal funding source, which was the Australia Council
for the Arts. The requirement was for both quantitative and qualitative evaluation
measures. An extract from the evaluation report (Allen 2011) is contained in
Appendix H. Presented below is a small sample of the comments collected from
the public during the presentation of the work in Federation Square, and reflects
qualitative responses received:

•

‘Stunning, what a clever way to capture an incredible amount of
TEXT AREA
emotion.’

•

‘I thought the whole exercise was a very powerful and moving
effort. For me, the evening tour was where it all came together
best. Congratulations to all involved. It was a great event.’
(Allen 2011, Section 4, p. 27)

To build quantitative data, figures of attendance for Illuminated by Fire were
collated, as indicated below, for the combined eleven regional presentations and
the five-day Federation Square installation:
These artists produced work, which included a total of 45 new works with
81 public outcomes, 57 exhibition days and 240 public workshops to 534
participants. A total of 51 artists were employed along with 22
administrative staff. 882 participant/volunteers registered to take part in the
11 projects and put in a total of 10,606 participant/volunteer hours. (Allen
2011, Section 4, p. 7)

Illustration
Description

Artist
Place
Photographer

34
A view of an audience attending
the BMW Edge theatre in
Federation Square prior to
a night tour of the artworks.
This tour was created by the
artistic director
Donna Jackson
Federation Square,
Melbourne, Victoria
Lindy Allen
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The parameters of the research project Illuminated by Fire have been presented
here to outline the process undertaken,
tasks initiated and completed
TEXTthe
AREA
within the project, and its management by the artistic director. The project
accommodated complex and diverse aesthetic processes across numerous
geographic sites and across a range of arts practices. This way of working was
developed beginning in 1998, and the precedent was such fertile ground. This
chapter has presented the framework of the research project Illuminated by Fire.
The artistic director took the leadership role in developing this model while
working with staff from RAV over more than a decade and collaborating with
artists on large-scale arts projects, which engage and involve communities.

Illustration 35

Description

Regional area

A sculpture on the Yarra River. It features the
historic whale boat The William Dutton, rowed
by members of the Portland community
Portland

Artist
Place
Photographer

Carmel Wallace
Yarra River adjacent to Federation
Square, Melbourne, Victoria
Lindy Allen
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Chapter Three: Building Arts Projects
This chapter discusses the role undertaken by the artistic director working on the
research project Illuminated by Fire and creates a stronger foundation with which
to analyse large-scale arts projects outside mainstream institutions.
The role of the artistic director is described below by using Neil Cameron’s notion
of the artist as an architect (Cameron 1993, p. 45). Cameron is recognised as a
pioneer of community arts events in Australia. Other possible roles under which
an artist could conceptualise this work are also discussed, including the artist as
‘special person’ (Filewod and Watt 2001, p. 224); ‘artist as therapist’; artist as
‘shaman’ (Cameron 1993 p. 15); and lastly artist as ‘provocateur’.
In expanding on the notion of the artist as architect, the artistic director presents
the practical elements reflected in her process on the research project

Illuminated by Fire. These elements are presented as: the idea of having a
vision; an understanding of place/site-specific theatre; and utilisation of a set of
foundation documents, which leads into a clear process of decision making.
Cameron seeks another way of explaining artistic work combined with project
management: this becomes the idea of an architect. The role of artist/architect is
then demonstrated practically, by discussing the development of one of

Illuminated by Fire’s regional arts projects in detail.
The artist as community architect
In arts administration, the artistic director’s contracted position generally
encompasses artistic directing and work that involves designing and building art
projects; and also designing and configuring programs and processes to create
large-scale arts projects. It assumes an artistic process of collaboration between
the artistic director and numerous artists, who are then subcontractors in this
process. Cameron describes this subcontracting, as well as the building and
developing of arts projects as follows:
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The building of a piece of theatre in the community can be likened to
building a house and the work of the director can be seen in the same
light as that of an architect. Both the architect and the director receive a
budget and ideas about what people want and they then design a
‘blueprint’ consulting the client at each step of the way, keeping as closely
to the ‘brief’ as possible. They get together a group of ‘builders’ who are
best suited to the particular project and then put the whole project
together.
They then present the finished plan to the clients and make changes if
they are not happy and when everyone is satisfied then the project moves
forward. (Cameron 1993, p. 45)
This framing of the role of an artist as similar to an architect encapsulates
complex arts projects that need to be managed in a cohesive manner. The work
of artist as community architect (henceforth ‘artist/architect’) complements the
more utilitarian aspects of the artistic director’s work methods when directing
arts projects outside mainstream institutions.
One way of expanding the description of the work of an artist/architect is to
include the concept of working as an artist/builder. These descriptions are
deployed in order to reflect the artist’s engagement in creating artworks, which
varies considerably and involves initially drawing up the structure of the overall
project. For Illuminated by Fire, the overall role would be described as an
artist/architect. However, when the artistic director is required to work ‘hands on’
on the floor with artists as part of the actual building, finishing or presenting of
the artworks, then the role is conceptualised by the artistic director as
artist/builder.
This extension of Cameron’s notion of the artist as an architect has enabled the
artistic director to frame a method of conceptualising, structuring and delivering
arts projects that is extended across a range of media including sculpture,
performance, installation and pyrotechnics.
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Comparisons
This section discusses alternative descriptions of the role of artist, other than that
of artist/architect. The diversity of artists working in a wide range of artistic
media nationally and internationally means that there are numerous ways in
which their roles are described and analysed. Alan Filewod and David Watt
discuss the role of the artist as a ‘special person’, at May Day events in Darwin in
1989.
Artists, particularly visual artists, are still trained on the romantic
assumption that the production of art is the result of an intersection
between skills, which can be taught, and ‘talent’, or even ‘genius’, which
separates the ‘artist’ from the mere artisan, and certainly from the rest of
us. No amount of rhetoric about ‘ownership’, ‘empowerment’ or
‘community consultation’ has ultimately broken the notion of ‘art’ as an
individual practice and the province of special people. (Filewod and Watt
2001, p. 224)
As this quote explains, the artisan-like approach does not always stop the
perpetuation of the ‘special person’ myth. This undermines the artistic
achievement, as it clouds its artistic purpose. 1
When artists work in areas that are socially useful and engage with community
members who have experienced a trauma, the role of the artist can be confused
with that of a therapist. In the research project, Illuminated by Fire, although
there were two artists and communities engaged who had experienced trauma in
the Black Saturday bushfires of February 2009, a conscious decision was made to
broaden the discussion around fire beyond the destructive potential of bushfires.
To explain the subject of art and trauma, Jill Bennett supports this approach:

11

Stephanie Bunbury, in The Age newspaper, reviewed the artistic director’s direction of a Women’s Circus performance

in a similar way: “Donna Jackson, who puts all these women and their tights together, looms amazingly in my
imagination: surely she must be an inspirational angel, super vixen or both at once’ The Age 22 November 1994).
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To identify any art as ‘about’ trauma and conflict potentially opens up new
readings, but it also reduces work to a singular defining subject matter in
a fashion that is often anathema to artists, who construe the operations of
their work as exceeding any single signifying function. (Bennett 2005,
p. 3)
Therapeutic value needs to coincide with the art, rather than drive it. Within the
research project, a broad approach to the theme of fire was maintained. By
working in the role of artist as community architect, rather than artist as
therapist, the artistic director facilitated a means by which the participants could
use art projects for self-development and empowerment, should this eventuate
as an added benefit.
The artistic director is not trained in the area of art therapy, although
she has worked to design and build arts projects that facilitate personal
empowerment. The Women’s Circus, a community circus company founded by
the artistic director, is an example of this effect. Women who were survivors of
sexual abuse were invited to join the circus so that they could use circus skills to
explore – in their own time – ideas of risk and trust. The Women’s Circus also
provided time and space for the membership to run their own support group for
survivors of abuse. As one of the members explains:
As an incest survivor, I found the physical aspect of the circus very
challenging – it made me aware of how disconnected I felt from my body
at times. I was interested in meeting other survivors, with the aim of
learning from our shared experiences. So I organised a support group.
(North 1997, p. 43)
The artistic director then took advice from these meetings, to manage and
structure the artistic and training processes. Thus, a clear decision was made to
avoid working in the role of artist as therapist, early in the artistic director’s
development of ways of working.
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While attempting to work as an artist/architect directing the Women’s Circus, the
artistic director’s role was sometimes also considered in terms of the artist
provocateur. For example, presenting a different gender perspective may be
misunderstood as deliberate confrontation of orthodox perspectives, as in the
performance by 80 women entitled Sport, directed by the artistic director. The
subject matter was competition between sporting people, and the work was
presented outside on the grounds of Footscray Community Arts Centre in 1993.
This work brought criticism from some male audience members. What may have
caused provocation was the artistic director’s process of directing this
performance from the viewpoint of what she, as a female director and an
audience member, would like to see in the production.
The perception of an ‘esoteric’ nature of arts practice and its ability to transform
both materials and people means that the role of the artist is sometimes linked to
that of the magician or shaman. Cameron discusses this idea:
The theatre became the tribe’s vision of its own beliefs and in so doing
had a deep effect on what those beliefs were. Therefore, the practice of
performance was in the hands of the shaman, the priest or witch doctor
who harnessed the tribe’s spiritual aspirations and channelled its creativity.
Theatre expressed their understanding of the world about them and it was
natural that the process, the theatre act itself, should become filled with
that same sense of magic. (Cameron 1993, p. 15)
But art is not magic. The idea that art is magical negates the requirement for
inspiration to be connected with practical endeavours, in order to create largescale art projects.
Artistic director’s vision for the site
The artistic director was required to have a vision for the arts project. It should
be noted that this vision involved ideas about both the process of working, and
about outcomes. The following thoughts were not viewed publically and were
listed in the researcher’s field notes:
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•

To create an environment where the artists and I work with mutual
respect for our different ways of working.

•

To create a process where there is enough time and planning and
consideration and funding so there is space and grace in the air when the
project is installed in Federation Square.

•

To be creative myself and create a night tour of the works which will use
my creative skills and extend them.

•

To ensure the art is all placed on the site of Federation Square with
integrity.

•

To ensure the artworks are easy for the public to access and understand.
(Jackson 2009)

In many way, the sites also assisted the vision. For the Federation Square
installation, the artistic director as artist/architect was required to develop an
understanding of the place where the art was to be presented site-specifically:
Federation Square is built over the old Princess Bridge Railway Station and is
owned by the Victorian state government.
How was the role of an artist/architect used to develop, create and build

Illuminated by Fire? As explained, the artistic director established a vision for the
structure of the project, which was communicated to all participants with clarity;
and a set of foundation documents was developed that supported the vision and
put in place elements to manage and frame the idea. A clear process of decision
making was thought through and analysed, including denoting which parties had
the control, responsibility and authority for decisions across the project and subprojects in the local regional areas.
There were restrictions on both the vision and the working processes. During the
development of the Federation Square installation, staff warned the artistic
director that income was generated from renting shop space to tenants, so the
function of art events and installations was to bring people to the area to shop as
well as to have a cultural experience. For these reasons any artwork, or a moving
audience (as was the case with the Illuminated by Fire day and night tours),
could not block a shop window or entrance or offend shoppers.
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It appeared to the artistic director that the state government, as the manager of
the site, had developed a culture that was both bureaucratic and risk-averse. It
was also difficult to access information and staff at Federation Square. Given
these circumstances, the artistic director had to take a personal approach, by
spending every Tuesday for several months camped in Federation Square so that
she could ‘run into’ staff members and clarify components of the site-specific
installations and events on the spot.
The artistic director reports on the process of establishing a vision for the
Federation Square site in the first person below:
In the planning stages of the installation I had a viewing of the tunnels
under Federation Square. In them I could hear the rumble and feel the
vibrations created by trains passing from Flinders Street Station. I
considered using one of these tunnels to present the urns made to contain
human cremated ashes and created by the Kyneton community with artist
Kathryn Portelli. The tunnels were atmospheric but they also had an
unpleasant odour. I disregarded this area as I envisaged it would take too
long to lead a group of people down stairs with a guide into the tunnel
area and then back up again within the time allowed for the night tours.
In the second half of 2010 I spent many hours walking the Federation
Square site and sitting in the BMW Edge theatre space imagining the ten
artworks placed in different configurations. I did this early in the morning,
in the heat of the day, at dusk and night time. I wanted to understand
how light worked across the site. I also developed an understanding of the
flow of pedestrian traffic through the area.
I decided stylistically Federation Square was an architecturally designed
space in which angles; glass, metal and undulating floors had been used
to surprise and interest the public. Due to this very strong style I was
concerned that some of the artworks I was presenting had a rustic feel,
which suited the area and place in which they were created but that they

76

may not complement the sleek ambiance of Federation Square. As a result
I was very particular in the placement of the artworks around the site.
On the first day of the installation in Federation Square the Executive
Producer of Illuminated by Fire Lindy Allen invited Wurundjeri elder Aunty
Joy Murphy to come and speak to the artists and to welcome them to the
site. This was viewed as important as we were placing ten artworks on a
piece of land in Melbourne in an area that had a long history before white
settlement. We wanted the regional artists and all participants involved in
the project to be aware of the place they were working in and on and
some of the untold history of that place. This was held privately for the
artists and was not a public event. (Jackson 2011a)
Foundation documents
To enable this complex arts project to progress the artistic director, executive
producer Lindy Allen and administrative support staff formalised foundation
documents about roles and responsibilities. Although administered together, the
regional artists were able to each build their unique regional artworks separately,
and then remount them in Melbourne in Federation Square.
The foundation documents were integral to clarity about the progression of this
large-scale arts project. Elements of these documents are discussed below,
including aims, roles, resources, contracts and health and safety management.
This level of management is necessary when working with professional artists;
and this level of detailed arts project management is a core element in the
success of a project like Illuminated by Fire. Foundation documents provide a
way of supporting and managing a diverse range of expectations, artistic
processes, practices and relationships between artists and communities. They
minimise mistaken expectations from all areas.
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Guiding the project
The regional artists were asked to agree to a set of aims (see chapter two).
These aims became the focus of the artistic collaboration, rather than merely
setting out the varying methods or the different artistic styles. This process of
setting of aims has been used by the artistic director as a central element of her
practice as an artist/architect. It evolved out of work with the Women’s Circus,
which had a membership of over 120 women with very diverse political views
performing in productions. For this reason, it became imperative to have aims
that acknowledged difference while setting parameters for behaviour; and that
framed creative aspirations that would allow collaboration.
Through their contracts, Illuminated by Fire artists were informed of the overall
projects aims and how the project as a whole would be evaluated. Each artist
was also invited to develop and articulate local aims, which they could reflect on
in the process of evaluation. As well, artists and participants were provided with a
reading list, which offered an opportunity to develop a deeper and more nuanced
grasp of the topic of fire, beyond their personal, local experience.
The written clarification of roles specifies who has authority, responsibility and
control of different areas of the project. The inclusion of all the roles of all
members working on the project, from the executive producer down to the role
of front-of-house ushers, enables participants on a large arts project to
understand what tasks and decisions are undertaken and by whom.
The allocation of resources is important when working with a large group. For
this reason resources were explained clearly in the contracts, and these clarified
who had access to which funds, equipment, space and administrative support
and at what times.
A component of the project documents was a Production Manual, for the
creation of which the artists were asked a series of questions about the technical
requirements of their works and the resources required to develop, install and
show their works. By completing the requirements to create this manual, the
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artists demonstrated that they had considered and planned all components
needed to install their work, both locally and then again within the very strict
health and safety regime in Federation Square. Completion of the Production
Manual was also linked to one to the artists’ payments, which ensured its
successful acquittal (see Appendix F. Production Manual: Illuminated by Fire).
The foundation documents were not viewed by every participant or person
employed on the project. They were a collection of documents and a resource
from which sections could be taken and used to inform, manage and support
members of the large team working on the project.
The contracts were central to the process of managing, supporting and directing
a large group of artists. The contracts listed specific tasks to be completed in
certain time frames, as artists’ payments were linked to check-off points in the
contract for the artistic, technical and community engagement aspects of their
projects. For Illuminated by Fire these tasks included:

•

attendance at a series of briefings in Melbourne, where artists discussed
and responded to the structure, culture and content of the project

•

delivery of the Production Manual in which artists documented the
technical installation of their work in minute detail

•

attendance at the evaluation workshop session, and reporting back for
evaluation at a set date after the artworks were completed.

An extract from the artists’ contracts for the second year of their involvement in

Illuminated by Fire is presented below, in order to demonstrate these
requirements.
2. Payments
(a)

In consideration for completing the work described in Schedule

One, Regional Arts Victoria agrees to pay the Local Artist the sum of $5,000
+ GST for the 2011 year. This fee comprises payment for:
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ACTIVITY

Sub-Total

TOTAL

2 day induction workshop 30 April – May 01
Fee based on $35 per hour, 5 hours per day

$350

LAHA, $50 per day

$100

Installation delivery
Preparation, installation and week in Melbourne,

3,500

100 hours allowed @ $35 per hour

1 day project evaluation workshop 23 July 2011
Fee paid for one day, 5 Hours @ $35
LAHA

$175
$50

Melbourne installation
LAHA, 8 days at $50 per day

400

Travel to and from Melbourne and incidental costs

425

TOTAL FEE FOR 2011

$5,000

(b) These payments will be made following the receipt by RAV of valid tax
invoice and following the full and satisfactory completion of work as outlined
below:
ACTIVITY

Date due

Fee
due

Attendance at 2 day induction workshop in April
Acceptance of a Production Manual for the

27 April

$450

4 May

$2,500

27 June

$1,550

22 July

$500

installation at Fed Square by the Artistic Director
At commencement of installation week at Fed
Square
Attendance at the project evaluation workshop (23
July) in Melbourne
TOTAL FEE FOR 2011

$5,000

(Extract of 2011 contract formulated by the executive committee and written
up by Allen. Appendix D. Local Artist Contract: Illuminated by Fire, pp. 2–3)
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Decision making
The artist/architect created a structure for decision making which was central to
TEXT AREA
enabling the success of Illuminated by Fire, as a large-scale arts project taking
place outside mainstream institutions. There was agreement between
subcontracting artists as to which parties had the control, responsibility and
authority for decisions across the many layers of the project. This was
communicated through the contracting process, and briefings and discussions
with the artists as a group in Melbourne. The framework for decision making for
the project to run effectively was:

Control

Artistic director
Artists
Regional communities
Authority

Illustration 36

Responsibility

Triangular framework for decision making

The artistic director asked key questions of the executive committee, the board
of Regional Arts Victoria, regional artists and host organisations (Neighbourhood
House coordinators) to clarify the decision-making process. These can be
considered under these three headings: control, responsibility and authority.
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Control
•

Who decides when the finished work is ‘good enough’?

•

Who decides whether the narrative/content of the work links strongly
enough to the topic of fire?

•

Who decides whether the project has engaged the local regional
community in a meaningful and authentic way?

•

Who is allowed to talk to the media about the project locally, in Melbourne
and nationally, and in what manner?

•

Which part of the budget is managed regionally and which centrally in
Melbourne?

•

Who can stop or allow the project/s to move forward?

•

Who decides whether an artwork or action is safe or not?

Responsibility
•

Who is responsible for the security of the artworks while these are in the
regional areas, and who is responsible when these are in Federation
Square?

•

Who is responsible for the overall look and style of the ten works to
ensure they work as a unit?

•

Who is responsible for decision making should there be a conflict between
the artistic director and an artist from a regional area? Or the artist and a
member of their local community or host organisation?

•

Who is responsible to ensure insurance coverage is in place and is
understood by all involved?

•

Who is responsible for payment should any area of the project run over
budget?

Authority
•

Who should report to the board of Regional Arts Victoria as to the financial
state of the project?

•

Who has the authority to contact Federation Square, the Light in Winter
director Robyn Archer, the publicist?

•

Who has the authority to change the artworks physically when they are on
display?
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•

Whose opinions as to the value of the art are important?

•

Should the project receive controversial press coverage, who would
respond?

These three domains were managed through the development of the contracts
and foundation documents; which set out, in a transparent way, who had the
control, responsibility and authority for each area of the project.
To reflect on a selection of answers to these questions is useful.
The artist/architect worked in partnership with the regional artist; however, she
had final say and therefore control over the following issues regarding when the
work was finished and ready for public display, and whether the work explored
the theme deeply enough and whether the community was engaged in a
productive and meaningful way. She could also stop or enable a project to move
forward by the stopping or releasing of funds. Regional artists were asked to
prepare a production plan in the form set out in a manual created by the artistic
director. The artistic director then used this manual to assess the viability and
safety of the development of an artwork.
The regional artist was responsible for the security of the artwork while it was in
their regional area, and also for any local controversies and political problems. If
he or she had complaints about the artistic director he or she was to take these
to the executive producer. If the regional artist ran over budget, he or she was
responsible for this payment.
The artistic director had the responsibility to ensure the artworks worked to the
theme and as a unit when presented at Federation Square in Melbourne. She was
also responsible for the artistic quality of the outcomes of the artworks and the
safety of the work processes used to develop, transport and present the
artworks. The executive producer had the responsibility to ensure all areas of the
project were covered by insurance and that all parties understood the legalities
of this coverage.
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Only the executive producer had the authority to contact Robyn Archer, the
director of the Light in Winter festival at Federation Square, the project publicist
and the board of Regional Arts Victoria. In this role Lindy Allen was also
responsible for the overall budget and the managing of any controversial press
coverage in Melbourne. When the artworks were on display, however, the
authority to change them lay with the artistic director who would do this after
discussion with the regional artist. The artistic director had ultimate authority and
control over, and responsibility for, the eleven regional arts outcomes as well as
the presentation in Federation Square.
The complexities and subtleties of this decision-making process were discussed
and clarified at briefing meetings, which all the artists attended in Melbourne. As
a clear structure of decision making was developed before Illuminated by Fire
was commenced, there was little conflict during the actual project development
and presentations.
Artist/architect in practice
One project will be discussed here at length in the first person by the artistic
director, to give an example of how the project Illuminated by Fire was
developed through the role of artist/architect, the careful negotiation required, as
well as artistic contribution. This explanation develops summaries from the
author’s field notes (see Jackson 2011b).
In my role as artist/architect I worked with, supported and collaborated
with artists from across the state of Victoria from the areas of Creswick,
Dunkeld, Ballarat, Swan Hill, Maldon, Kyneton, Briagolong, Flowerdale,
Lakes Entrance, Hurstbridge, and Portland. I have selected one project to
demonstrate how I worked on Illuminated by Fire, as an artist/architect in
collaboration with other artists. I have selected the Flowerdale project
initiated by artist Sharon Collins, as it is the clearest example of how this
role works in collaboration and problem solving. As a background to the
Flowerdale project: it was one of the two communities in Illuminated by

Fire which had been affected by the Black Saturday bushfires of 7
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February 2009. In the area 201 houses had been destroyed. Collins was
one of the community members who had lost her home. When I visited
the area in late 2009 I realised the community was deeply traumatised,
even though there were signs of vegetation regrowth in the landscape.

TEXT AREA

Illustration 37

Description
Regional area

The artistic director’s car parked close to Flowerdale,
showing regrowth and blackened trees
Flowerdale

Photographer

Donna Jackson

Sharon was living in a temporary village of very small portables, which
was at the centre of the recovery process. This was both a very supportive
environment in which to work as an artist, and at times a very stressful
environment.

Illustration

38

Description

Regional area

Sign to Flowerdale
Recreation Reserve;
the home for 18 months
of artist Sharon Collins
Flowerdale

Photographer

Donna Jackson
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TEXT AREA
Illustration 39

Description
Regional area

Portable facilities and housing
utilised by artist Sharon Collins
Flowerdale

Photographer

Donna Jackson

Illuminated by Fire, as an arts project in Flowerdale, aimed to be part of
the recovery process by building upon a sense of community identity. It
also aimed to communicate, to wider audiences, ideas of resilience and
cooperation. In her initial application, Sharon’s idea for the artwork was to
cast community members’ hands in resin; and to then attach these hand
sculptures to the trunk of a large tree that was to be cut down as part of
the rebuilding process.

Illustration
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Description
Regional area

The large tree Collins originally
aimed to utilise for Illuminated by Fire
Flowerdale

Artist
Place
Photographer

Sharon Collins
Flowerdale area
Donna Jackson
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As the artist/architect overseeing the project I had concerns, as the tree
was 9 metres tall and over 3 metres in width at the base of the trunk. It
was my role to support Collins and her community in Flowerdale and I was
of the opinion that when the tree was cut down it would be very hard to
manoeuvre without a crane, both locally and at Federation Square. It
TEXT
would also require a foundation
ofAREA
many tonnes of metal to enable it to
stand as a sculpture, and this was not affordable within the existing
budget. I spent many hours in Flowerdale working on the project as an
TEXT
AREA
artist/architect, looking at the
huge
tree with Sharon and workshopping

ideas in an attempt to solve these problems. I was convinced the main
elements of the project, which focused on hands and trees as symbols of
resilience and renewal, were appropriate. Sharon informed me – and
indeed I witnessed – that after the fires people were putting their hands
out to greet and support members of the community in practical and
symbolic ways. Hands were viewed as an important symbol of support,
nurturing and community. By casting community members’ hands after
the fire, Sharon was also creating a record of the age and shape and
texture of members of the community at an important time in their
history.

Illustration
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Description

Regional area

The artist Collins casting
a Flowerdale community
member’s hand in resin
Flowerdale

Artist
Place
Photographer

Sharon Collins
Flowerdale
Donna Jackson
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The symbol of the tree was also important and appropriate as it
represented ideas of growth, and renewal after the fires. Sharon and I
discussed the fact that trees have traditionally been planted in many
TEXT AREA
cultures in honour of an accomplishment or an important rite of passage
such as a birth or wedding. The planting of a tree has also been used to
honour the life of a loved one who has died and as part of a process of
remembrance during times of grief. In considering trees in other cultures
as symbolic, we had discussed Buddha’s Bo Tree, under which he found
enlightenment, as well as the Judeo-Christian trees of life and knowledge.
During one of my visits to Flowerdale, with the aim of resolving the
management of the tree component of the artwork, Sharon placed a resin
hand on the glowing screen of her laptop computer, which was lying flat.
This action inspired me to offer the idea of building a horizontal tree in the
form of a light box. I also stated that a light box (if well finished) would sit
well in the site of Federation Square, with its contemporary architecture.

Illustration
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Description
Regional area

The resin hands were tested on numerous
bases: in this image, a mirror
Flowerdale

Artist
Place
Photographer

Sharon Collins
Flowerdale
Donna Jackson

Sharon agreed with this idea, drew a plan and raised sponsorship of
$2,000 worth of white perspex for the top of the light box. She also
decided she could use burnt wood from the local area to make the shape
of the tree on the light box. I would consider my role on this artwork as
that of an artist/builder as I returned to Flowerdale to assist with ideas;
for example, of which type of lighting (fluorescent) to install in the light
box. A local community member, Tony Turner, became one of Sharon
Collins’s main collaborators and built the light box.
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Illustration 43

Description
Regional area

Resin hands on display
in Federation Square
Flowerdale

Artist
Place
Photographer

Sharon Collins
Federation Square, Melbourne, Victoria
Donna Jackson

In Federation Square, the Flowerdale artwork – a light box in the form a
tree with Flowerdale community members’ hands cast in resin on top of it
– was very popular. We were able to quantify this popularity, as the public
took over 2,000 postcards showing the installation from the display in the
information area next to the installation.
Each of the artists working on Illuminated by Fire had different levels of
experience, methodologies and technical processes. As a result, the artistic
director as an artist/architect was required to facilitate and negotiate different
levels of involvement and engagement, and also to use different approaches with
each of the artists. This forced her to extend her personal arts practice, which
she found challenging and also rewarding.
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Conclusion
This chapter has discussed the role of the artist using Cameron’s idea of the
artist as architect, and other ways of considering the role including ‘special
person’, ‘therapist’, ‘shaman’ and ‘provocateur’. It has clarified the role of the
artistic director as an artist/architect and artist/builder on large-scale arts
projects; facilitating a process of working that enables large and complex works
to be initiated, controlled and managed.
The elements used to expand the idea of the artist as architect encompass
having a vision; an understanding of place; creating a set of foundation
documents; and a process of decision making. To demonstrate how this role
worked in practice, one project from Illuminated by Fire was discussed in detail
to show the artistic director’s own contribution.
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Chapter Four: Having a Vision
There are a number of creative processes that artists use and behind these
processes is the sometimes-invisible quality of inspiration. This can create a
mysterious aura around the instigation of artworks. For this reason it is
important to draw out and discuss a cross-section of ideas which arise from these
more intangible qualities; and to attempt to explain them in order to demystify
the art-making process, the development of the project Illuminated by Fire, and
the work of the artistic director.
This chapter considers the conceptual areas of inspiration or intuition, contrasted
with analysis and evaluation in the research project; and discusses how these
combined in the development of the work. Two further projects that used the
artistic director’s process of working – Dust, a theatre work; and Kayak Ballet, a
choreographed work – are also presented and discussed for comparison. A table
including each of the three projects is offered for clarification and comparison.
Inspiration
Inspiration may not be commonly understood as the first point for initiating an
arts project; however, it is often what is needed. It has long been a source of
interest for David Perkins, who writes:
The experience of sudden insight is so extraordinary that it’s natural to
turn to extraordinary explanations including inspiration. The term

inspiration comes from the Latin inspirare, ‘to breath into.’ Inspiration
means first and foremost an influx of insight breathed into a human being
from the gods. The idea of inspiration echoes common experience that
insights arrive out of nowhere, bolts from the blue. (Perkins 2000, p. 179)
Perkins is describing experiences that are familiar to artists, and especially
inspiration as a sudden realisation. When creating large-scale arts projects
outside of mainstream environments, it is important to acknowledge that this
inspiration happens, and to reflect that different artists and artistic directors
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might actually receive ‘an influx of insight breathed into a human being’ (Perkins
2000, p. 179), and from different sources.
The artistic director outlines three main sources of inspiration, for three projects.
Firstly, there is the stimulus of being set a problem to solve through art.
Secondly, there is the significance of an important narrative. Thirdly, a physical
site or place can inspire an artwork.

Illuminated by Fire was inspired by a problem. The artistic director was asked to
work on a very general brief to create a project for Regional Arts Victoria, which
could represent regional communities’ and artists’ relationships to fire. The
problem that presented itself is framed here through questions:
• How can artworks reflect our relationships to fire?
• How to facilitate a cohesive group of artworks from very diverse artists and
geographical areas from around the state of Victoria?
• How is it possible to conceptualise an arts project about the topic of fire after
the 7 February 2009 Black Saturday bushfires?
The inspiration came slowly, over several months, as the artistic director and
executive committee developed the project aims and concept in response to the
changing nature of these problems.
In contrast, it was being told an important narrative that inspired the theatre
production Dust. The work toured nationally, including to the Brisbane Powerhouse
for a season of performances in November 2013. This work was inspired by meeting
several building workers in 2006 who spoke passionately about the number of their
colleagues who were suffering from asbestosis or mesothelioma from contact with
asbestos products in the building industry. After a period of research, a script and
theatre production were developed by the artistic director, which enabled the
mounting of a large-scale theatre work with 60 performers. This work was presented
eight times from 2008 to 2013 with different community groups and participants in
Victoria, South Australia and Queensland.

92

Illustration

44

Description

Artwork for the theatre
production, Dust, at the Brisbane
Powerhouse, November 2013

Artist

Writer, artistic director and
producer Donna Jackson
Graphic Design University of Ballarat

A site and place inspired the work, Kayak Ballet, which took place in the City of
Mandurah, Western Australia, on 4 May 2014. The artistic director was invited to
create a work for the opening of Mandurah’s Stretch Arts Festival. On viewing the
foreshore area, where the water is not very deep and there is a wonderful vista,
she was inspired to create a kayak ballet. This work featured music and recorded
stories by locals about the significance of the site and its past history, while
twenty dancers and twenty kayaks performed a ‘ballet’ in the water. It was
performed at sunset and used fire as well as dance. The artistic direction,
conceptual process and project management skills discussed in this exegesis
were used and further tested on this large-scale project.
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Illustration 45

Description

Illustration 46

Description

Kayakers in kayaks
performing choreography
for Kayak Ballet, April 2014

Artist
Place
Photographer

Dancers performing choreography
for Kayak Ballet, April 2014

Artistic director and choreographer Donna Jackson
Mandurah, Western Australia
Donna Jackson

Artist
Place
Photographer

Artistic director Donna Jackson
Mandurah, Western Australia
Donna Jackson

Following the initial inspiration to create the type of large-scale artwork of which

Illuminated by Fire, Dust and Kayak Ballet are examples, the artistic director
suggests that intuition can help the artist conceptualise a process of working.
This extends the idea of inspiration as a sudden event. Dean Radin refers to Lisa
Osbeck1 when he defines the intuitive thought process:
Intuition traditionally refers to a way of knowing through ‘immediate
apprehension’, meaning knowing without the usual constraints of space or
time, and unmediated by the ordinary senses (Osbeck, 2001). This
meaning is similar to the Greek words noesis or noetikos, which refer to
ways of knowing based on inner wisdom, direct understanding, or
impressions that transcend rational analysis. (Radin 2011, p. 183)

1

See Lisa M. Osbeck, 2001. ‘Direct apprehension and social construction: revisiting the concept of intuition’. Journal of
Theoretical and Philosophical Psychology, vol. 21, no. 2, pp. 118–31.
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In these three projects, Illuminated by Fire, Dust and Kayak Ballet, artistic
intuition facilitated the development of important ideas and concepts. The arts
projects evolved after the initial inspiration but the unfolding process was also
reliant on the artistic director’s contribution. There is an intangible dimension to
the creative process and this cannot be overlooked.
The artistic director decided it was vital to have real fire as part of the installation
in Federation Square. This would demonstrate the ability to use fire creatively
and safely and to extinguish it, following the period of anguish and grief caused
by the uncontrollable bushfires of 2009. It also acknowledged the ongoing need
to have a respectful relationship with fire.

Dust was a verbatim theatre work (see Anderson and Wilkinson 2007, p. 154). It
was created by filming people who were victims of asbestos disease and using
their words verbatim, primarily to create a large-scale community theatre
production with music. The inspiration for singing as the artistic approach sprang
from the symptoms of asbestos diseases, which affect the lungs and breath. For
this reason the artistic director was inspired to enable the voices of victims to be
heard speaking directly to the theatre audience. Thus the victims of asbestos
diseases were enabled to appear in the work. Importantly, the relationship with
the breath was featured through the use of music and in a series of songs sung
by choirs as part of the theatre production.

Kayak Ballet featured twenty kayaks performing synchronised actions in the
water and twenty dancers who performed both on the shore and in the water.
The dancers used the actions of scooping crabs with tools used locally – these
were wire nets on sticks. The artistic director ‘sensed’ it was important to use the
local ritual of collecting crabs as the central theme of the work; she observed
three boys in the water collecting crabs and was impressed by their focus and
synchronised moments. This notion proved a successful core element to the
work. A large cross-section of the community of Mandurah had engaged in the
process of collecting crabs, across several generations, and including both the
non-Indigenous and Indigenous communities. Many were keen to participate in
the performance, which they stated felt authentic to the area.
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Analysis
While inspiration has long been closely associated with artistic endeavours, arts
projects also require analysis in combination with intuition. These ideas can even
be found in higher education and business management; advocated by Lisa
Burke and Eugene Sadler-Smith, who write:
While we do not advocate dismissing rational decision approaches, we do
think students should understand the iterative role of intuitive and rational
approaches in effective problem solving and decision making […] rational
approaches are useful in analysing the decision situation, identifying and
analysing decision alternatives, and dissecting cause-and-effect
relationships, while intuitive approaches are more useful for sensing the
problem at hand, developing an integrated and holistic picture of the
problem, sensing the value of various decision alternatives, and
conducting a gut check on the decision solution adopted. (Burke and
Sadler-Smith 2011, p. 238)
Here, Burke and Sadler-Smith explain an intuitive approach that is applicable to
the arts: the idea of sensing a problem and developing a holistic impression at
the same time. In addition to inspiration and intuitive response, analytical
thinking was also undertaken by the artistic director to address important
questions before commencing the three arts projects discussed here. The
following examples of questions from the author’s field notebooks illustrate this
combined approach:
1. What funding/finances are available to do this work?
2. Are the support and partnerships in place to accomplish gaols?
3. Does the artistic director have the time, energy, resources, and skill to
realise this project?
4. Can the aims of the project be written clearly and succinctly?
5. On a less pragmatic level but addressing artistic concerns, will this work
extend the artistic director and artists involved creatively?
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6. Will this arts project be creatively and socially useful to those involved and
those who view it and/or experience it? (Jackson 2012)
One further key question is the issue of establishing whether there have been
any similar works recently, which means that the project is repeating an idea.
This is a crucial constraint, which requires analysis. The answers to all these
questions require analysis in order to assist in the decision-making process. This
process determines whether to move forward, postpone or to abandon an arts
project.
Evaluation
An evaluation is required to assess whether a project met or did not meet its
stated aims, and can take numerous forms. For the purposes of this exegesis the
evaluation process is considered using a definition presented by Alison Richards,
while discussing community arts projects:
Evaluation is basically a straightforward concept.
E-value-ation = a process of enquiry that allows a judgement of amount,
value or worth to be made. (Richards 2006, p. 99)
The process of judging the amount, value or worth of an arts project can be
undertaken by comparison of a set of stated aims with measurable or perceived
outcomes. In developing Illuminated by Fire, aims were listed for the project and
presented in contracts, which the artists were asked to agree to and sign. Each
of the regional artists also developed their own regional aims, which were written
in their production planning manuals. These sets of aims were later used to
measure both the quantitative and qualitative successes of the projects
(Appendix H. Extract from Final Evaluation Report: Illuminated by Fire).
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A comparative table of processes
A comparative table of processes

With the aim of exploring a conceptual framework that combines inspiration,
TEXT AREA
intuition, analysis and evaluation, the following table formulates key elements of
With the
of exploring
a conceptual
framework
thatKayak
combines
inspiration,
the three
artsaim
projects
Illuminated
by Fire,
Dust and
Ballet
, for comparison
intuition, analysis and evaluation, the following table formulates key elements of
and consideration.
the three arts projects Illuminated by Fire, Dust and Kayak Ballet, for comparison
and consideration.

Illuminated by
Fire

Dust

Inspiration
Stimulus
Set a
problem to
solve through
art.
Artistically
direct ten
projects on
theme of fire.
Told an
important
narrative.

To use real fire
as part of an
artistic
presentation in
Federation
Square.

A focus on the
breath and
stories in the
artwork.

People were
becoming sick
and dying from
exposure to
asbestos.

Viewed the
physical site
of the
foreshore in
Mandurah,
Western
Australia.

Kayak Ballet

Idea

Analysis of
Difficulties
Need to put
stringent health
and safety plans
and technical
procedures in
place to enable
this

Need to film
victims telling
their own
stories; use the
films as part of
theatre work
verbatim.
Need to
employ a
musician to
write songs
about asbestos
for choirs to sing
in performance.

Creation of a
water dance
using the
actions of locals
collecting crabs.
Create
choreography
for local
kayakers and
use kayaks.
Record local
voices and
stories for the
soundtrack.

Need to ensure
local Indigenous
elders give
permission for
the performance
to take place.
Must ensure
high level of
health and
safety for
performers.
A variety of
stories required.

Aim

Evaluation

To
demonstrate
the centrality
of fire to
communities
in a safe,
creative way in
an arts
project.
To provide
victims of
asbestos with
a way to tell
their stories to
a wider public.

All fires
managed
safety.

To reveal the
dangers of
asbestos,
using the
breath as a
focus in a
theatre
production.
To celebrate
an important
site in the city
of Mandurah.
To tell stories
of the history
of the area.
To extend
skills of locals,
artists.

An audience
of over 5,000
viewed
artworks and
fires.
There have
been seven
seasons of
Dust, which
has been
viewed by
5,600
audience
members.
490 people
have
performed in
the choirs
and in the
work.
An audience
of 2,000
viewed the
event, which
was
positively
received.
The audience
heard the
local stories.
A local artist,
Kellee Aberg,
was
mentored in
the process.

Illustration 47: Comparative table of processes

Illustration 47

Comparative table of processes
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In the table above, the three arts projects Illuminated by Fire, Dust and Kayak

Ballet are presented as having been inspired by three different means: a problem
to be solved, a narrative and a place. The resulting ideas built on the inspiration
and offered ways to proceed creatively. These ideas included using fire, the
breath, dance moves and voices in the artworks. Analysis of these ideas raised
the practical realities of technical and
safety
procedures, and of gaining the
TEXT
AREA
correct permissions in the process of making the arts projects. Analysis of what
was required in the arts projects also informed the choice of forms that the
works took, by illuminating the value of working with verbatim techniques or with
choirs.
In conclusion, this chapter has discussed elements integral to the research
project Illuminated by Fire, being inspiration, intuition, analysis and evaluation.
Three ways in which the artistic director was inspired to create works were
discussed: via a problem to solve, a story and a place. A comparison of three arts
projects was presented to illustrate the art-making processes.

Illustration 48

Description
Regional area

Trees, smoke, shadows and fire viewed
as components of a performance
Creswick

Artists
Place
Photographer

Ken Evans and Rebecca Russell
Federation Square, Melbourne, Victoria
Lindy Allen
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Conclusion
This doctoral research is an investigation undertaken through artistic practice
that focuses on the artistic direction of the project, Illuminated by Fire. This
practice utilises several art forms to create a large-scale artwork, and the
doctorate demonstrates the artistic methodology whereby the artistic director
initiated, developed and interrogated processes.
This doctorate presented three main areas of practice led research for
examination; direction, conceptual framework and project management.
The direction involved generating the artistic works from inception through to
presentation over 3–4 years producing diverse art works inspired by the theme of
fire. The conceptual framework outlined how this was achieved in relation to
ideas of cultural democracy and opening up art practice to different types of
participation. The importance of project management was reflected on as
aesthetic processes spread out across geographical locations and needed highly
skilled processes of management to be realised.
In keeping with Nelson’s (2013) framework, the nominated field of inquiry was a
large-scale project and in keeping with other comparable large projects by the
artistic director that put into practice ideas of cultural democracy. Critical
reflection was achieved through a journal that was kept throughout the artistic
director’s process of art making. The documenting of the practice was carried out
both with filmed images and the exegesis. Chapter three of this thesis sets out
the insight that the artistic director functions both in a utilitarian way but also
through moments of artistic inspiration. On reflection, this is more like the role of
artist as architect rather than an ‘artist as social worker’ or ‘artist as special
person’. The artistic director has the capacity to follow through on her ideas with
structures and processes that realise these practices with a high standard of
artistic expression.
The six questions framed at the beginning of this exegesis have been achieved as
follows. The processes supporting Illuminated by Fire were artistic and
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organisational. The project emerges from ideas of cultural democracy in the arts.
The artist functioned as artistic director and, as indicated, considered this more
like the contribution of an architect. An arts project of this scale is far more than
the sum of the individual art works. It comes from the capacity of the artistic
director to bring these together in a cumulative way. The project management
required to achieve these outcomes have been discussed at length and it is
proposed that other artists can apply this process and principles.

Illuminated by Fire was the largest project undertaken by the researcher artist.
As a result of this arts project, the artistic director has modified her original
experience in theatre and highly original performance making to work with object
based art making and film making. This meant that she developed a way of
working with visual artists as an artistic director. This unquestionably represents
changed practice and a considerable progression in artistic capacity. As indicated
a further project, One River, involving 10 communities, in three states, for the
Centenary of Canberra followed Illuminated by Fire. The artistic director had a
background in large-scale theatre production that she then developed into
state-wide projects that have now become national in scope with One River.
The contribution to knowledge was achieved through the presentation here of a
practice led research process to making art with community groups and
professional artists that other practitioners and researchers can consider and
potentially follow.
Addition of new knowledge to art making:
The artistic director in undertaking this project gained the understandings below.
These are framed as general principals which support community and democratic
art making.

•

A structure of working is utilised that is not constrained by a
prescriptive formula, and which is appropriate to the artist,
community and aims of the project.
101

•

Artists work in a variety of partnerships with communities, rather
than artists working for communities.

•

Craft is recognised as a skill the artist brings to the engagement
and which they offer in an exchange in which they learn about a
community and collaborate to represent it artistically.

•

The decision-making structure is clear, facilitating multi-layered
collaborations.

•

Discipline is an important component of arts projects. It is reflected
in quality project management, which facilitates clear job
descriptions, budgets and timelines.

•

Aesthetic rigour is embraced in decision making and is the outcome
of an authentic developmental process. This means the adoption of
the idea that there is ‘well finished and executed work’, and that
there is also work that does not serve the aims for which it was
commissioned.

This model of practice, which frames the artistic director’s work, is offered for
consideration and in order to be utilised and further enhanced by other arts
practitioners.
This doctorate argues that successful culturally democratic art projects require
the development of a strong conceptual framework, which achieves clarity as to
the role of each artist and practitioner; through strategies that came out of the
art in working life movement and that involve a variety of project management
skills combined with artistic vision and creative practices.

The artistic director implemented and delivered a multi-sited and multimedia arts
project on the theme of fire with fifteen artists and over 50 other collaborators.
The premise of this practice-led enquiry is identification of the working process of
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making arts projects with communities and artists from across the state of
Victoria. The exegesis provides documentation of the arts processes realised in
the large-scale public production that was the substance of the doctorate; and
outlines a model for ways of working in the creation of multiple artworks outside
mainstream arts institutions.

Illustration 49

Description

The artistic director sitting with
artists from Illuminated by Fire
in the BMW Edge theatre, listening
to a speaker on the topic of fires

Place
Photographer

Federation Square, Melbourne, Victoria
Lindy Allen
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