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ABSTRACT   
 

The Natural Bridge Project is a pilot study into design form as it applies to the 

Digital Media Documentation of Environmental Art. This component of the 

project aims to develop a new form of New Media Art Documentary that will help 

urban people reconnect with the natural environment. 

 

The project throws doubt on existing assumptions surrounding “connectivity” 

via the Internet and the positive attributes of social media. It argues that social 

media actually disconnects people from each other and from the natural 

environment. In an attempt to offer a solution to this problem, the Natural Bridge 

Project seeks ways to use digital media not as a marketing tool but rather as a 

way to promote wellbeing through an appreciation of the natural environment 

through art. 

 

It begins by studying the design of documentary films on art and identifies two 

dominant design formulas. It finds that one formula is primarily concerned with 

commerce and the other with ideology. The research then identifies “content-

driven” design, as espoused by the Program for Art on Film (a joint venture 

between the New York Metropolitan Museum and the J.P. Getty Trust), as a 

viable alternative but discovers that the Program has not conducted studies into 

the practical application of content- driven design. 

 

In response, The Natural Bridge Project develops a new working model for the 
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 content- driven production design of films on art. It applies this model to the 

production of a documentary on environmental art and the development of 

several digital media forms of New Media Art Documentary. In so doing, it uses 

interview techniques to make a detailed study of an environmental artist, Lae 

Oldmeadow, and applies deconstruction theory to an analysis of his work. It uses 

this content as the departure for the content- driven design process.  

 

This exegesis documents the design process and the studio work in each of seven 

design elements common to both environmental art and digital media art, finally 

drawing conclusions through an analysis of the completed work. It finds that 

multi-channel digital media art installation is an effective means of 

communication through art and can assist in reconnecting urban people with the 

natural environment. 

 

 

 

 

 

 

 

 

 

 

 

           iii 



 

ACKNOWLEDGEMENTS 

 

I gratefully acknowledge the assistance of the following individuals: 

 

Lae Oldmeadow give much of his time and energy to this project, allowing me to 

record intimate details of his personal life and artistic practice. He assisted me as 

an on- screen performer and voice over narrator in the motion picture 

component of this project and he has collaborated with me on the presentation 

of his artworks in the digital photographs. 

Dr. Peta Concannon acted as a sounding board for my evolving ideas and 

advised me on the production management of the project. 

Dr. Pat Laughren advised me on the structure of the exegesis and the screen 

studies components. 

Mr David Halliday provided technical assistance during the fine-cut edit of the 

motion pictures. 

Mr Davin Patterson provided technical assistance during sound post-

production. 

Ms Evie Franzidis provided editorial assistance during the finalisation of the 

exegesis.  

 

 

 

 

 

 

 

           iv 



TABLE OF CONTENTS 

 

 

CHAPTER ONE: INTRODUCTION       1 

 

1.1 LOSS OF CONTENTMENT IN THE AGE OF DIGITAL MEDIA   1 

 

1.2 A SOLUTION FOUND IN THE NATURAL ENVIRONMENT   2 

 

1.3 A ROLE FOR ART         3 

 

1.4 THE AIM AND ORGANISATION OF THE RESEARCH 

 

 

CHAPTER TWO: THE RESEARCH TERRAIN      8 

 

2.1 MAINSTREAM FILMS ON ART       8 

 

2.1.1 MAINSTREAM REPRESENTATION OF THE ARTIST    8 

 

2.1.2 MAINSTREAM (ART) DIRECTION      10 

 

2.1.3 MAINSTREAM SCRIPT       11 

 

2.1.4 MAINSTREAM IMAGE       12 

 

2.1.5 MAINSTREAM MONTAGE       14 

 

2.1.6 MAINSTREAM NARRATION      14 

 

2.1.7 MAINSTREAM SOUND       16 

 

2.1.8 A MAINSTREAM FORMULA      16 

 

2.2 AVANT-GARDE FILMS ON ART      17 

 

2.2.1 AVANT-GARDE REPRESENTATION OF THE ARTIST   18 

 

2.2.2 AVANT-GARDE (ART) DIRECTION     18 

 

2.2.3 AVANT-GARDE SCRIPT       18 

 

2.2.4 AVANT-GARDE IMAGE       18 

 

2.2.5 AVANT-GARDE MONTAGE       19 

 

2.2.6 AVANT-GARDE NARRATION      20 

 

2.2.7 AVANT-GARDE SOUND       20 

           v 



2.2.8 AN AVANT-GARDE FORMULA      21 

 

2.3 FINDINGS         21 

 

 

CHAPTER THREE: CONTENT-DRIVEN FILMS ON ART   24 

 

3.1 THE PROGRAM FOR ART ON FILM      24 

 

3.2 A BENCHMARK FILM ON ENVIRONMENTAL ART   25 

 

3.3 THE WORKING MODEL FOR CONTENT-DRIVEN DESIGN  31 

 

 

CHAPTER FOUR: DETERMINING CONTENT    35 

 

4.1 THE ARTIST CONTENT       35 

 

4.2 THE ART CONTENT        47 

 

 

CHAPTER FIVE: CONTENT-DRIVEN DESIGN    50 

   

 

5.1 SCRIPT DESIGN: STRUCTURAL AESTHETICS    50 

 

5.2 THE IMAGE DESIGN: VISUAL AESTHETICS    59 

 

5.3 MONTAGE DESIGN: COLLAGE AESTHETICS               66

        

5.4 NARRATION DESIGN: ORATION AESTHETICS     73 
 
5.5 SOUND DESIGN: EMOTIONAL AESTHETICS    82 

 

 

CHAPTER SIX: STUDIO WORK       90 

 

 

6.1 DIGITAL DOCUMENTARY       90 

  

6.2 DIGITAL WEB CLIPS        90 

 

6.3 DIGITAL MEDIA INSTALLATION       90 

 

6.4 DIGITAL PHOTOGRAPHS       92 

 

 

 

 

           vi 



CHAPTER SEVEN: CONCLUSIONS      94 

 

 

7.1 WORKING-MODEL CONCLUSIONS      95 

 

7.2 ARTIST CONTENT CONCLUSIONS      96 

 

7.3 ART CONTENT CONCLUSIONS      97 

 

7.4 SCRIPT-DESIGN CONCLUSIONS      98 

 

7.5 IMAGE-DESIGN CONCLUSIONS               100 

 

7.6 MONTAGE-DESIGN CONCLUSIONS               101 

 

7.7 NARRATION-DESIGN CONCLUSIONS              102 

  

7.8 SOUND-DESIGN CONCLUSIONS               103 

 

7.9 STUDIO WORK CONCLUSIONS               104 

 

7.10 OVERALL CONCLUSION                105 

 

 

BIBLIOGRAPHY                  107 

 

FILMOGRAPHY                  110 

 

APPENDICES                  115 

 

 

APPENDIX A: NATURAL BRIDGE RELEASE SCRIPT             115 

 

APPENDIX B: NATURAL BRIDGE SYNOPSES              126 

 

APPENDIX C: OTHER MATERIALS               128 

  

 

 

 

 

 

 

 

  

 
 

vii 



 

 

 
 
 
 
 
      
 



 1 

CHAPTER 1: INTRODUCTION 

1.1 Loss of Contentment in the Age of Digital Media 

Leibwiz (1994) asserted that humanity is on a quest to emulate the visio dei, to 

know the way an Infinite Being knows things. This quest has led humanity to 

create virtual worlds constructed of bytes of information, so that we might enjoy 

god-like instant access, an “all-at-once-ness” and control the “field of play” we 

now call cyberspace (Heim 1994:63).  

 

People are spending increasing amounts of time in cyberspace, using digital 

media, to access information, communicate with each other and entertain 

themselves. They spend many hours each day looking at television, computer 

monitors and the screens on mobile devices. 

  

A number of researchers are concerned that this practice is adversely affecting 

our health and wellbeing (Marchie 2012). John Cacioppo, the director of the 

Centre for Cognitive and Social Neuroscience at the University of Chicago, 

suggests that surrogates can never make up completely for the absence of the 

real things. Cacioppo’s studies found that the more time people spend online, the 

more lonely they become: he claims that the idea that a website can deliver a 

more friendly, interconnected world is untrue (Cacioppo 2009). 

Furthermore, research by Sophia Xenos and Tracii Ryan has found that there is a 

tendency for neurotics and lonely individuals to spend more time than most on 

Facebook. They argue that Facebook superficially gratifies the narcissistic 

individual’s need to engage in self–promoting and superficial behavior (Ryan and 
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Xenos 2011). Research by Moira Burke has found that passive consumption of 

Facebook correlates to an increase in depression (Burke 2010), while, 

Jason Lanier, one of the inventors of Virtual Reality technology, argues that 

Facebook imprisons people in the business of “self-presenting”, and that this is 

the website’s crucial and fatally unacceptable negative feature (Lanier 2011). 

Thus, from the above, it seems that society is inviting discontentment by 

spending too much time on the Internet.  

1.2 A Solution Found in the Natural Environment  

 
In attempting to redress this problem, a range of studies have shown that 

exposure to the natural environment can have restorative powers and be 

beneficial to people’s health and wellbeing. The World Health Organisation’s 

Report on the Millennium Ecosystem Assessment (2005) claims that, 

contact with the rich and varied environment of ecosystems, including 
gardens, may benefit physical and mental health. There is limited 
evidence that this may help in the prevention and treatment of 
depression, drug addiction and behavioral disturbances as well as 
convalescence from illness or surgery. Beneficial contact with nature need 
not be physical and tactile. For example, there is some evidence that 
certain benefits may be obtained from visual or visualised contact (WHO 
MEA 2005:25). 

 

Unsurprisingly, a study by Hartig et al., which compared the restorative affects of 

urban to natural environments, found “… evidence of greater restorative effects 

arising from experiences in nature”  (Hartig et al.1991:26), while research by 

Myer et al. found that “exposure to nature increased connectedness to nature, 

attentional capacity, positive emotions, and ability to reflect on a life problem” 

(Myer et al. 2009:643). 
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As these studies indicate, society may be able to counteract, to some degree, the 

negative effects of spending too much time in cyberspace by spending more time 

in natural environments. But how can urban dwellers be enticed to turn away 

from their screens, pry themselves out of their comfortable chairs and venture 

into the “other” world of nature? 

 

 1.3 A Role For Art 

Perhaps art has a role to play in this scenario. Throughout history, many artists 

have tried to reconnect people with the natural environment. Pre-Christian 

artists appropriated images from the natural environment to express its 

regenerative powers. They created art objects to be used in ritual magic to 

mediate between man and the spirits of nature. However, the rise of monotheism 

discredited belief in the spirits of nature. Many people in cities began to think 

that they were no longer part of nature but separate from it. The loss of respect 

for nature led to the increased degradation of the natural environment by 

humans. Meanwhile, Christianity maintained and capitalised on the ritual use of 

art for propaganda. 

 

However, reaction against the church during the French Revolution inspired 

modern Western values that conceived of contemporary works of art outside the 

religious context. Modern works of art were considered as isolated objects to be 

exhibited in enclosed gallery spaces. The power of art was quickly harnessed in 

the service of politics and commerce. Communist states used art for political 



 4 

propaganda, and art markets in Western capitalist societies grew to support  

mainstream ideologies (Matilsky 1994:7). 

 

In the 1960s, fear of impending nuclear war between the Communists and the 

capitalists was fuelled by the use of recreational drugs (Roszak 1970). A 

firestorm of social and political upheaval was ignited in American university 

campuses. With mushroom clouds looming over their subconscious, young 

people in Western societies questioned mainstream values, the war in Vietnam, 

racial segregation and the role of women in society. They went out onto the 

streets to vent their protest. So- called, “new age” philosophies emerged in 

support. Many of these value systems acknowledged humanity’s connection to 

the natural world. Artists participating in this idealistic transformation of society 

came to believe that the urban “scene” and its controlling art market represented 

the “establishment”, while nature embodied and inspired the freedom that 

allowed new possibilities for creative practice. Western artists began making art 

in and from the landscape. Environmental art gained recognition as a catalyst for 

renewing an essential connection between humans and nature. This 

revolutionary change in the art world reflected a change in how people 

perceived the environment (Matilsky 1994:7). 

Many citisens were no longer prepared to accept the harmful effects of unbridled 

capitalism, its waste of natural resources and industry’s pollution of the 

environment. The counter-culture harnessed art’s power to mobilise the modern 

environmental movement. Protestors used it to influence and rally public 

opinion. Many environmental artists turned against the notion of art as a static, 
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isolated object to be exhibited in an enclosed gallery space. Working with natural 

found materials, they elevated the process of artmaking itself to the status of art. 

Art was thus reconnected with ritual magic. 

At first, photography was used to document the ritual magic of environmental 

art, then motion picture film and video were used. Today, digital media 

technology provides artists working in the process manner with an opportunity 

to communicate to a worldwide audience. Perhaps, then, digital media art can be 

used to document environmental art in such away as to entice people away from 

their screens and inspire them to venture out into the natural world. 

 

1.4 The Aim and Organisation of the Research  

This research aims to answer the question: 

How can a New Media Art Documentary be designed to reconnect urban 

people with the natural environment? 

 

The Natural Bridge Project is comprises of a written exegesis and studio work. 

The exegesis details the research undertaken to design and produce the studio 

work. The studio work is composed of several new-media documentary forms.  

 

Chapter 2 identifies the research terrain by surveying the history of films 

produced on art. From this, I identify a mainstream production formula that 

supports the dominant capitalist ideology, as well as an avant- garde formula 

that supports an alternative, left wing ideology. I then make a comparative 

analysis of the mainstream and avant-garde formulae. 
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Chapter 3 considers content- driven design as an alternative production 

methodology to the two already described. In it, I examine a benchmark content- 

driven film on environmental art, and develop a working model for the 

application of content- driven design methodology. 

 

Chapter 4 identifies the research content of this study. It locates appropriate 

environmental content to include in the project and presents the environmental 

artist I chose as my subject, Lae Oldmeadow. In this chapter, I relay this artist’s 

life experience and describe his body of work. I then consider the ideology 

underpinning the artwork and make observations about the artist’s personality 

and artistic practice, after which, I analyse the art content. I identify the message 

communicated through his artworks, investigating their sense of place. I 

consider the artworks’ imagery, composition, narrative and emotional 

component. The chapter concludes with my recommendations for concepts to 

include in the design and production of the project’s studio work. 

 

Chapter 5 discusses the application of the art content’s aesthetic parametres  to 

the design of the studio work. It provides a detailed account of the script design, 

image design, montage design, narration design and sound design of the studio 

work. 

 

Chapter 6 contains the studio work itself, together with explanatory notes and 

installation instructions. 
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The studio work is composed of: 

 

1. a 24-minute digital media documentary suitable for on-line television; 

2. a set of three digital media clips designed for internet streaming; 

3. a three-channel installation suitable for gallery display; 

4. a set of digital photographs suitable for gallery or internet display. 

 

Chapter 7 discusses the results of the research and considers their significance.  
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CHAPTER 2: THE RESEARCH TERRAIN  

2.1 Mainstream Films on Art 

I begin this research by studying how motion-picture film and video have been 

used to document other art forms. A survey of mainstream films on art reveals a 

recurring design formula that has evolved over many years. This has occurred 

because governments, institutions, museums and agents who sponsor films on 

art have political and financial reasons for generating consensus about the artists 

and the works of art that comprise the content of their productions.  

Nicols (1981) claims that audiences do not notice that the clear hierarchy that 

often orders the discourses undrepinning filmic text.  Many viewers do not 

realise that the structure of the text positions them in a specific way and that 

certain discourses are privileged over others.  

 The Natural Bridge Project reveals that this is achieved through the 

manipulation of certain design elements, specifically, performance, art direction, 

script, image, montage, narration and sound. These will each be explored in 

detail below. 

2.1.1 Mainstream Representation of the Artist 

Many productions are designed to entice spectators to identify with the 

artist/performer: "to see as the artist sees, from the artist's position" (Stam 

1992:152). This identification is achieved through what Christian Metz (1974) 

defines as “primary cinematic identification”.  Metz (1974) argues that the 

spectator undergoes a form of narcissism in which images of otherness are 
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transformed into reflections of self.  This phenomenon is best explained through 

Jacques Lacan’s notion of a “mirror phase”, an early process of ego construction 

in which the child of six to eighteen months sees its image in the mirror (or any 

"other perceived whole") and mistakes this unified coherent shape for a superior 

self.  These images of "otherness" are transformed into reflections of the self.   

At this stage the child temporarily – and imaginatively – becomes 
someone else through narcissism, misrecognition, and alienation.  The 
important point is that this form situates the agency of the ego, before its 
social determination, in a fictional direction. (Lemair 1977: 178) 

The influence of the Mirror Phase returns in adult life and psychoanalytic film 

theory is hinged on the potential for re-activation within the cinema spectator.  

Psychoanalytic film theory argues that part of the cinema's fascination comes 

from the fact that, while it allows for the temporary loss of ego (the film 

spectator "becomes" someone else), it simultaneously reinforces the ego 

(through invocation of the mirror phase).  In this sense, the film viewer both 

loses him/herself, and re-finds him/herself over and over by continually re-

enacting the first fictive moment of identification and establishment of identity. 

Thus, film re-inscribes those very deep and globally structured processes that 

form the human psyche.  Through primary cinematic identification, the spectator 

embraces a super individual, thus discovering the self entranced, enriched, 

supported and magnified.  As Campbell (1963) conceptualises it: 

The two – the hero and the ultimate God, the seeker and the found – are thus 
understood as outside and inside a single self-mirrored mystery which is 
identical with the mystery of the manifest world. (Campbell 1963: 40)   

That mystery surrounds an understanding of the self, an image of the self, a 

projection of the self, but, since the world of meaning is subjectively constituted 
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and social constructs are themselves inter-subjectively created and sustained, 

individuals are periodically subject to deficit. The ability of film to provide the 

"other" with which to identify gives it the power to create the spectator in its 

own image. By identifying with an artist in a film on art, spectators may undergo 

a surrogate experience of creativity, thus fulfilling a need unable to be satisfied in 

real life. 

After World War Two, documentary filmmakers from the USA in particular, 

exploited the power of primary cinematic identification to help elevate artists to 

the status of movie stars. Works by Paul Faulkenberg and Hans Namuth, are 

good examples.  In films such as Jackson Pollock (1951), Willem de Kooning: The 

Painter (1966), Joseph Albers: Homage to the Square (1970), and Alexander 

Calder, Calder's Universe (1977) they play on the notion of the artist as 

“everyman”.   

Arguably, the circulation of films by these filmmakers has been responsible for 

the emergence of the cult of personality surrounding many famous artists. By 

reconstructing the artist as movie star to promote cinematic identification, many 

films provide a valuable contribution to the international art market by 

functioning in much the same way as commercial advertising. However, the 

artworks themselves often become mere adjuncts to the intrigues of the 

celebrity artist’s personal life. 

 2.1.2 Mainstream (Art) Direction 

In many documentary films on art, there is a tendency to fictionalise the context 

in which works of art are produced. Often the art direction focuses on a single 
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diegesis, a particular context. What is shown of the artifacts gives the impression 

that they exist in reality in a specific space and time. However, the space and 

time in which a work of art is seen to exist or be produced is often a filmic 

construct, a fake. Often set designers working on such documentaries use their 

skill to fictionalise the pictorial universe and, with the development of computer-

generated imagery (CGI), it has become easy to construct fictional environments 

that appeared to be real.    

An early example of fictionalised locations is found in Sasha Guitry's Our Own 

Crowd (1915), a forty-five minute film made in France about the artists Edgar 

Degas, Claude Monet, Auguste Renoir, and August Rodin, which used faked 

studio sets.  

2.1.3 Mainstream Script  

In documentary films on art, the narrative structure is embedded in the script.  

In many of the productions I reviewed, which will be discussed shortly, the 

narratives were invariably transitive, continuous, and complete presenting 

psychologically defined individuals as principal causal agents. These characters 

struggle to solve a clear-cut problem or attain specific goals.  The stories end 

with either a resolution of the problem or a clear achievement/non-achievement 

of goals. The resolution provides what commissioning editor’s call "closure", 

which is thought to satisfy an audience’s desire for comfort in knowing. 

The Italian filmmakers Lucio Emmer and Enrico Gras were forerunners in using 

of film to communicate the narrative elements of a work of art. In The Drama of 

the Son of Man (1941), they follow the story of Christ through Giotto's great 



 12 

frescos in the Arena Chapel of Padua and the Bardi and Peruzzi Chapels in Santa 

Groce, Florence. In Earthly Paradise (1941), they present Hieronymus Bosch's 

great painting The Garden of Earthly Delights through images of details that focus 

the audience on the narrative content of the painting.  In The Wars (1941), they 

present a composite of war paintings by Pierro della Francisco, Simian Martine 

and Paoló Uccello to tell their story. Through films such as these, Emmer and 

Gras make the story in many works of art more accessible to the general public.  

However, their attempts to facilitate narrative transitivity tend to limit the 

spectators' opportunity to interpret the work’s meaning for themselves. 

2.1.4 Mainstream Image  

In many films on art, filmmakers employ illusionist cinematic techniques to 

mystify their subject matter. Quattrocento painters of the Renaissance had noted 

that the perceived size of objects in nature varied proportionally with the square 

of their distance from the eye. They incorporated this code into their paintings to 

project three-dimensional space on to two-dimensional surface.  This code of 

specular vision was incorporated into the reproductive apparatus of the camera 

giving expression to the centred space of the transcendental subject.  The image 

converges towards a vanishing point, implying a privileged and unitary vantage 

point from an imaginary outside space. This vantage point is determined not by 

the spectator but by the photographer, and because the code of perspective 

produces the illusion of its own distance, the status of the image as mere 

representation is overlooked. Verisimilar cinematic representationalism and the 

fantasy-inducing spectatorial situation conspire to project the spectator into a 

dream-like state where interior hallucination is readily confused with real 
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perception. Cinematic images not only look three-dimensional, but also exhibit 

the phenomenon of apparent movement. Their ability to give an impression of 

reality is thus greater than that of painting or photography. Hence, the motion- 

picture camera's representation of art has the capacity to introduce new 

signifiers that can operate in the service of sponsors even more effectively than 

representational painting did during the Renaissance. 

Belgian filmmakers Henri Storck and Paul Haesaerts are the pioneering 

exponents of these modes of cinematic illusionism. Rubens (1948), which Storck 

made in collaboration with art critic Paul Haesaerts, is perhaps one of the first 

great post-war films on art. In this film, Storck uses a variety of cinematic 

properties, such as split screen, cross-cutting, close-ups, superimpositions, fast 

motion, macro-photography distortion and animation to reveal and analyze the 

composition, themes and evolution of Rubens' paintings. 

In A Visit to Picasso (1950), Paul Haesaerts visited the artist’s studio at Vallauris 

and captured the artist at work by filming through Plexiglas as Picasso painted 

on it. 

Although Storck and Haesaerts were the first to introduce the notion that a work 

of art could be filmed in a manner that emulates its own visual style, the imaging 

techniques they developed often fictionalised the re-representation of the work 

of art by introducing new signifiers imported from the language of cinema. These 

new signifiers carry with them connotations that have the capacity to influence 

spectators’ reading of the work of art. By re-encoding art forms, such imaging 

techniques often mystify the original art works. In so doing, illusionist films can 
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tend to override the art content’s potential as a medium for communication in its 

own right. 

2.1.5 Mainstream Montage 

The editing of many films on art conceals the director's work in selecting and 

arranging the shots. This masking of the discursive process, called invisible 

editing, induces the spectator to assume that he or she is an integral part in the 

production of the filmic discourse. In so doing, spectators inadvertently align 

themselves with the ideology underpinning the montage design and thus 

inadvertently conspire with the director to conceal the construction of meaning.   

There has been a spate of productions that use montage to generate meaning in 

works by French artists. These include  Antoine Bourdelle (1950) by Rene Lucot; 

Georges Braque (1950) by Andre Bureau; Histoire d 'Agnes (1950) by Roger Livet; 

L' art vivant (1950) by Phillipe Este; Le Movement (1950) by Pontus Huter and 

Robert Breer; and La vie Commence Demain (1950) by Nicole Verdres. By adding 

‘constituted’ meanings to works of art through film, many of these montage-

driven documentaries tend to subjugate the authorial intentions of the artist to 

those of the critic, filmmaker.  

2.1.6 Mainstream Narration 

In many films on art, the narrators establish and verify facts to give authenticity 

to their own authority. They answer the questions they themselves asked and 

provide information determined by the director. Each narrator’s ability to 

facilitate the reception of works of art is indeed significant because he or she fills 
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the gaps in the spectator’s knowledge. The information they present is seldom 

questioned and often accepted as fact. In addition, constant repetition of that 

information tends to substantiate their claims. 

The numerous films and serials on art that have emerged from the UK have made 

significant use of narrators. In 1969, Kenneth Clark broke new ground with the 

BBC’s internationally successful, thirteen-part television series Civilisation.  In 

this series, Clark gave the audience an escorted tour of eighteenth-century art 

and architecture in its philosophical and social historical context. 

To politically counterbalance the Civilisation series, the BBC released John 

Berger’s Ways of Seeing in 1974. It was a series of four half-hour programs in 

which the Marxist critic related art to social and economic reality, encouraging 

viewer skepticism in relation to commonly held value judgments. Although Ways 

of Seeing was critically acclaimed by arts educators for its questioning of the 

conventional notions of art’s function, it was not popular as entertainment. 

Conversely, the Civilisation series was so successful that it spawned a genre of 

television programs that have taken viewers on an historical tour with an on-

camera host ever since. For example,  John Norwich journeyed through The Gates 

of Asia (1975) and David Attenborough visited five continents for his series The 

Tribal Eye (1976).  As a result, people throughout the world have learnt to expect 

an expert’s interpretation rather than to generate and trust their own. Guided 

through the film like tourists at an art gallery, they become passive receivers of 

the one interpretation of the work of art instead of being active inquirers.  

Unfortunately, the on-camera host has thus become the high priest of the global 

village, a mediator who regulates devotees’ access to revelation through art.  
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2.1.7 Mainstream Sound  

Many films on art employ music to create coherence and hence pleasure. Pre-

recorded and familiar music is often used to trigger memories. Repetition in 

musical sequencing and its mathematical structure are used to induce pleasure 

by fulfilling expectations. Skillful directors employ music to stimulate members 

of the audience to simultaneously experience similar emotional states. The 

inducement of similar feelings in a number of people at the same time through 

the soundtracks of many of these films helps to generate emotional consensus 

about the art on screen. 

2.1.8 A Mainstream Formula  

From my research, I have identified a recurring design formula that can be found 

in most films on art. It operates, to varying degrees, in each of the seven design 

components of the filmmaking process: performance, (art) direction, script 

writing, cinematography, editing, sound and narration. 

My research found that: 

1. Celebrity performance is used to induce audience identification with the 

artist. 

2. Art direction is used to reconstruct the context (space and time) in which 

works of art are produced. 

3. Transitive scripts are used to achieve resolution or closure. 

4. Illusionist cinematography is used to create illusions of reality. 

5. Invisible editing is used to construct meaning. 
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6. Authoritative narration is used to establish authenticity. 

7.  Familiar music is used to generate emotional recall. 

2.2 Avant-Garde Films on Art 

My research has also revealed that there has been opposition to this “formula 

driven” approach to producing films on art since 1915, when Sasha Guitry 

released Our Own Crowd. This opposition came from filmmakers who were 

labelled avant-garde.  

In the 1920s, the term avant-garde was used to describe those Western 

European filmmakers who created art forms that explored the properties of film 

language as a visual critique of convention. The term suggests that films thus 

designated were in advance of more conventional types of cinema. However, this 

was only true in a limited sense. While some avant-garde films made 

breakthroughs in form and content that were subsequently exploited by 

commercial filmmakers, in general, avant-garde filmmaking was a derivation of 

the mainstream film industry, a reaction against it. Richard M. Barsam (1972:63) 

and Erik Barnow (1974:80-1) are at pains to point out that "avant-garde 

experimentation was only a transitional phase in the development of non-fiction 

film …[because] soon the aesthetic approach gave way to the documentary 

approach.  An exploration of the properties of film language, however, remains a 

primary concern for members of the avant-garde working in non-fiction film to 

the extent that opposition to the mainstream ideology has remained its focus.  An 

examination of avant-garde films on art reveals their oppositional tendencies in 

each of the seven design components of the film- making process. 
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2.2.1 Avant-Garde Representation of The Artist  

Surrealist documentaries, such as, Rene Clair's Entr'acte (1924) and Man Ray's 

Starfish (1928), confront one of the central assumptions of the conventional 

form: the idea that the individuals and society function in a rational manner. By 

generating cinematic estrangement between the viewer and the performers on 

the screen, they destroy viewers’ potential for primary cinematic identification 

and expose the pre-conditioned nature of spectator expectations.   

2.2.2 Avant-Garde (Art) Direction  

Some filmmakers, including, John Waters (Hag in a Black Leather Jacket, 1964; 

Desperate Living, 1977), Jack Smith (Flaming Creatures, 1963) and Ken Jacobs 

(Little Stab of Happiness, 1959-63 and Blonde Cobra, 1959), confront the 

audience's normal expectations of the industry by exposing the theatrical nature 

of sets and by using trashy art direction to reveal their ‘fakes’.  

2.2.3 Avant-Garde Script 

Dudley Murphy's Ballet Mechanique (made in 1924 with Ferdinand Lèger and 

Man Ray), Marcel Duchamp's Anemic Enema (1926), Henri Chomette's Plays on 

Reflection and Speed (1925) and Germaine Dulac's Disque 957 (1929) reject the 

conventions of linear narrative in favour of intransitive forms.   

2.2.4 Avant-Garde Image 

Other oppositional filmmakers, such as Bruce Baillie and Stan Brakhage,, 

confront the totalising effect of illusionist cinematography. Baillie's Castro Street 
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(1966), Tung (1966), and Quick Billy (1967-70) and Brahkage's In Window Water 

Baby Moving (1959), Sirius Remembered (1959), Scenes from Under Childhood, No 

1-4 (1967-70); and The Act of Seeing with One's Own Eyes (1971) explore the 

notion that the movie camera and the imagery it normally produces are cultural 

artifacts developed as a product of Western rationalism. These films reconfirm 

modern society's commitment to a range of visual perception limited by a 

practical view of experience in which the goal of amassing material wealth 

requires conformity in how people see and act. In films like Sleep (1963) and 

Empire (1964), Andy Warhol confronts conventional film-viewing assumptions 

about the duration necessary for processing common visual events while 

Andrew Noren in The Wind Variations (1968) and Larry Guttheim in Blues 

(1969), Corn (1970), and Fog Line (1970) use images of common domestic 

surroundings to highlight the negative aspects of preconditioned visual 

perception. 

2.2.5 Avant-Garde Montage 

The revolutionary filmmakers of the Soviet Union, such as, Eisenstein, Pudovkin, 

Dovzhenko, and Vertov combine overt political content and experimental 

montage to expose editing techniques that conceal authorial intent. Vertov and 

his colleagues believed in the absolute ability of the cinema apparatus to 

reproduce reality as it actually happened and in the necessity of editing to 

arrange this reality into an expressive and persuasive whole (Cook 1981:136).  

With films like The Man with the Movie Camera (1929), Vertov contributed 

significantly to what became known as the montage aesthetic.  
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2.2.6 Avant-Garde Narration  

Some North American avant-garde filmmakers confront conventional notions 

about the function of a narrator by focusing on their own self-revelations. 

Carolee Schneemann’s ‘Autobiographical Trilogy’, Fuses (1969), Plumb Line 

(1970), Kitch’s Last Meal (1973-8); Jana Mekas’s Walden (1969), Reminiscences of 

a Journey to Lithuania (1972) and Lost Lost Lost (1975); Andrew Noren’s 

Adventures of the Exquisite Corpse (1977) and Third One-Year Movie – 1972 

(1973) use candid personal accounts of the filmmaker’s experiences that are 

outside the narrow range of acceptable middle class expectations. 

 2.2.7 Avant-Garde Sound 

Some filmmakers question commercial cinemas failure to minister directly to 

spiritual needs in the way that music does. Examples include, Hans Richter’s, 

Rhythmus 21 (1921) and Rhythmus 23 (1923-4), Oskar Fishinger’s Wax 

Experiments (1921-6), R-I. Ein Formspiel (R-I. A Form Play (1927) and Spirals 

(1926), Walter Ruttmann’s Opus No 2 (1922), Opus No 3 (1923), and Opus No 4 

(1923) and Viking Eggeling’s Diagonal Symphonie (1924). Each of these focus the 

viewer's attention on the abstract properties of cinema through rigorous 

interrogation of the medium, exploring changing shape, motion, rhythm, 

chiaroscuro and colour, in an attempt to induce a synesthesia in which abstract 

images stimulate apparent sound.  With the advent of sound, avant-garde 

filmmakers working with abstraction developed dissonant sound scores to 

disconcert the viewer.  
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2.2.8 An Avant-Garde Formula  

Thus, in summary, avant-garde filmmakers, to varying degrees, generate 

opposition to the mainstream formula through the subversion of each of the 

seven design components of the filmmaking process. 

1. Alienation is induced via confrontational performance. 

2. Faked sets are exposed via trashy art direction. 

3. Uncertainty is achieved via an intransitive script. 

4. The filmic fiction is exposed via foregrounded cinematography. 

5. Authorship is revealed via visible editing. 

6. Filmmaker narration is used subjectively. 

7. Unease is generated via dissonant sound. 

2.3 Findings 

What follows is a comparative summary of the findings from my survey of 

relevant literature and films. I found that most mainstream documentary films 

on art are designed to privilege discourses other than from those of the artist. 

Moreover, many are constructed to generate a consensus of opinion about the 

art content for ideological and commercial reasons. On the other hand, 

oppositional films on art generally promote the ideological concerns of the 

filmmaker. They attempt to communicate the filmmaker’s perceptions, feelings 

and understandings about the art but these often neglect the concerns that the 

artist attempts to communicate through the content of the artwork. 
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In mainstream films on art, a celebrity performance that is used to induce 

audience identification with the artist draws attention away from the art itself to 

focus more on the intrigues of the artist’s personal life. Conversely, in simply 

oppositional films on art, cinematic estrangement diminishes the viewer’s 

potential to comprehend the personality of the artist. It acts like “noise” in the 

communication process and, eventually, the viewer is alienated from the subject.  

In mainstream films on art, art direction that is used to reconstruct the context 

(space and time) in which works of art are produced does not accurately 

represent reality. Meanwhile, in oppositional films, negation of the context in 

which the art is produced denies viewers an opportunity to bring prior 

knowledge to a reading of the visual text. 

In mainstream films, transitive scripts that are used to achieve resolution or 

closure limit the spectators’ ability to apply their own understanding to a 

reading of the visual text. In oppositional films, intransitive narratives seldom 

reward the viewer for participating in the cinematic experience.   

In mainstream films, illusionist cinematography that uses imaging techniques to 

re-encode art forms diminishes the original content’s potential as a medium of 

communication in its own right. In oppositional films, foregrounded 

cinematography draws viewers' attention away from the artistic activity that is 

the subject of the film by focusing attention on the filmmaking process itself.  

In mainstream films, invisible editing that is used to construct meaning 

subjugates the authorial intentions of the artist to those of the critic, filmmaker. 

In oppositional films, revealed authorship that identifies the ideology of the 
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filmmaker biased viewers' reading of the text and retards their ability to form 

individual opinions about the subject matter.   

In mainstream films, authoritative narration diminishes the spectator’s active 

inquiry and personal interpretation of the art. In oppositional films, personalised 

first person narration by filmmakers reduces the viewers’ potential to form their 

own personal opinions about the artist’s concepts.   

In mainstream films, familiar music generates emotional consensus that reduces 

the artwork’s unique potential to stimulate individual emotional response. In 

oppositional films, dissonant sound scores produce a feeling of unease in the 

viewer that generates negative responses that the spectator then associates with 

the art form. 

I concluded that neither the mainstream form of film on art nor the oppositional 

“avant-garde” form would be appropriate for my project. It seemed to me that an 

alternative methodology for the design and production of my project might be 

forthcoming in the terrain between the “mainstream” and the “avant-garde”. 
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CHAPTER 3: CONTENT- DRIVEN FILMS ON ART 

3.1 The Program for Art on Film  

Perhaps the most sustained research into the production of films on art, the 

Program for Art on Film, begin in 1984. It was established by the New York 

Metropolitan Museum of Art, together with the John Paul Getty Trust, and was 

the first joint venture to …search for new ways to communicate about the arts. 

(Program for Art on Film Press Release 1990:1) Its mandate was 

to catalogue existing film and video productions about the visual arts; to 
study these productions in order to determine what worked or didn't 
work and to analyse the specific issues confronted by filmmakers who 
accepted the creative challenge of interpreting one art form (painting, 
sculpture, drawing, etc.) through another art medium (film or video)." 
(Program for Art on Film Press Release 1990: 1) 

In 1986, the Program convened its first series of panels to screen and evaluate 

films on art. Each panel included at least two subject experts (e.g. 

art/architecture/archeology historians, critics, scholars or artist specialists 

sufficiently knowledgeable about the subject of the film to judge the accuracy, 

validity, and effectiveness of content); two production experts (e.g. film and 

video makers, television producers, film/television critics, scholars or teachers 

who were qualified to judge the technical quality. i.e. production values, of the 

works screened); and two programming experts (e.g. film programmers in 

museums and libraries, art educators, teachers, television programming 

personnel). 

By 1991, the Program for Art on Film had evaluated hundreds of films on art and 

Karl Katz, Executive Director of the Program, concluded that:  
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The Program for Art on Film has learned that the key to quality in films on 
art is content-driven film making. Films on art should start with the art 
itself and allow the content of the art to determine the cinematic approach, 
the focus, and the purpose of the film.  These films should aim for the highest 
technical standard in reproducing the work of art and strive to accurately 
reproduce colour, texture, scale, and context. Films on art should also 
convey the humanity, excitement, history, and meaning attached to an 
artwork. (Symposium Report, Art History and Film, 1991). 

 

3.2 A Benchmark Film on Environmental Art 

The Program for Art on Film set its benchmark for best practice in films on 

environmental art at the International Festival of Films on Art (FIFA) Montreal, 

Canada, in 2002. The judges, including Nadine Covert from Program for Art on 

Film, awarded the Grand Prize to Rivers and Tides: Andy Goldsworthy  Working 

with Time. This 90-minute film documentary was directed, filmed and edited by 

Thomas Riedelsheimer, with an original music composed by Fred Frith. Rivers 

and Tides is still the most acclaimed documentary film on environmental art. It 

won the San Francisco Film Critics Circle (Best Documentary) and The San 

Francisco Film Festival 2003 (Golden Gate Award Grand Prize). 

Benchmark Artist 

 Andy Goldsworthy is perhaps the most influential artist working within the 

process school of environmental art. He is renowned for his environmental 

sculptures in ice stone, leaves and wood. Some of his works stand and remain in 

the environment, while others decay, melt or are blown away. 

For Goldsworthy, making art is a ritual process. He explains it thus, “Our life and 

what we do affect nature so closely that we cannot be separated from it …nature 
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is the clearest path to (self) discovery uncluttered by personalities and 

associations …it just is.”  (Goldsworthy 2000:190). 

Goldsworthy uses photography to document his ephemeral works and fix them 

in time. Photographs record and preserve both his successes and failures on a 

daily basis and these are often exhibited as a single work accompanied by 

written notes and location maps.  

Several documentary films have been made about Andy Goldsworthy’s art, the 

most successful of which is Rivers and Tides. 

Benchmark Art 

Rivers and Tides records Goldsworthy’s artistic process in Nova Scotia, Scotland, 

New York State, USA and France across four seasons. He makes an ice sculptures, 

an igloo from drift wood, a mobile of twigs and a flower arrangement. He 

arranges wool on an old stonewall, floats a chain of green leaves down a river, 

designs a waving wall to snake through a field and throws red ochre into the 

wind. 

Benchmark Script 

Rivers and Tides begins with Goldsworthy’s arrival in Nova Scotia, where he will 

undertake a commission. He has only a little time to familiarise himself with the 

seaside terrain. He establishes a connection with the natural environment: “I’ve 

shook hands with the place”, he declares, as he begins to work on an icicle 

sculpture that complements the chilly, desolate landscape.  
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Next morning, when the sun illuminates the finished sculpture, it begins to melt. 

Goldsworthy notes, “The very thing that brought it to life, will bring about its 

death.”  

He then creates an igloo out of driftwood collected from the beach. When the tide 

comes in, the wooden structure begins to float and then drift to the sea in a slow 

swirl. 

“It feels as if it’s been taken off into another plane, another world . . . It doesn’t 

feel at all like destruction”, he explains. 

He doesn’t think in terms of success or failure. 

After spending many hours constructing an intricate mobile of twigs and thorns, 

the wind shifts and the piece collapses. Goldsworthy surveys the wreckage and 

proceeds without remorse.  

Then, Goldsworthy is seen at his home in Penpont, Scotland, where he enjoys the 

company of his wife and small children. He walks through the village, gathering 

material for a new project. He picks dandelions from the roadside and places 

them in a rock hollow at the edge of a river to create a blaze of yellow amid the 

sullen rocks. 

Andy explains that he is concerned by the impact of sheep on the Scottish 

landscape. There are no trees where they have grazed over the years. He 

fashions a coat of white wool on the tops of the stonewalls dividing the fields in 

protest. Then he makes a chain of green leaves and placed them in a river. The 

chain take the form of a snake slithering past rocks, into still pools, and out into 

the rushing current of free flowing energy. 
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One of Goldsworthy’s most awesome creations is seen on display in the Storm 

King Art Center in Mountainville, New York. 

A stone wall crosses a field, wiggles its way under a river, and emerges to wind 

through the trees on the other side. 

Back at a river, the artist is in boots, bent over and playing detective as he looks 

for something underneath the rocks. He finds red ore stones and grinds them to 

powder. He releases some of it into a waterfall, then throws a ball of it into a 

stream and watches the explosion of red ripples swirling out from the centre. “I 

think the colour is an expression of life. I am in continuous pursuit of the red  

that something so dramatic, so intense, could at the same time be so hidden, 

underneath the skin of the earth.” 

Benchmark Image 

Thomas Riedelsheimer used a 35 mm film camera for the location shoot. He 

made extensive use of a Jib arm to track and crane over locations and to swing 

out over moving streams. He filmed mostly at sunrise and sunset and used lights 

powered by a generator for fill. 

His “up close” use of “wide- angle” lenses for Goldsworthy’s “to camera” 

comments is extremely effective because it places the viewer at an intimate 

distance from the protagonist generating a sense of participation. 

Benchmark Montage 

Thomas Riedelsheimer edited the documentary based on Goldsworthy’s notion 

of change in nature; Goldsworthy says, “I have become aware of how nature is in 

a state of change, and that change is a key to understanding” (Goldsworthy 
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2000:186). Elsewhwre, he states, “Movement, change, light, growth and decay 

are the life blood of nature, the energies that I try to tap through my work 

(Goldsworthy 2000: 182) 

Benchmark Narration 

Through out the film, Goldsworthy uses rehearsed narration in “voice over” and 

direct address to camera. He might be seen working on some object. He pauses 

and turns to the camera. He talks directly to the camera as if it were a person 

located beside him. His comments are intimate, used as if the viewer is a 

personal friend. As he works, he explains his philosophy. He has an appreciation 

of the natural world, a deeply felt connection with Mother Earth, a fascination 

with time and the ephemeral existence of objects, a respect for place and all the 

marvels discovered within a space and a yearning to explore the energy that 

runs through a landscape. He salutes the individuality of stones and muses over 

the memories they carry of the things they have seen and the changes they have 

experienced. He is not frightened of death or the destruction of things. He 

accepts that everything is ephemeral and subject to the ravages of time.   

Sometimes his works change before the viewer’s eyes and even pass away before 

one has savored all their aesthetic delights. But to Andy, this is all part of the 

process. “Art for me is a form of nourishment,” he explains,“my sculpture can last 

for days or just a few seconds. What’s important for me is the experience of 

making. I leave my work outside and often return to watch it decay” 

(Goldsworthy 2000:181). 
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Benchmark Sound 

Fred Frith designed an original musical score for this project based on 

Goldworthy’s notion of rhythm. According to Goldsworthy, “Drawing at its most 

essential is an exploring of line alert to the changes of rhythm and feelings of 

surface and space playing from one to the other with the aesthetic rooted in 

movement (Goldsworthy 2000:182). 

Conclusions 

In some ways, Rivers and Tides is a mainstream documentary disguised as an 

oppositional text. The project was paid for by Roxie Releasing and the Trust for 

Public Land, the institutions that commission Goldsworthy to produce art. It was 

designed to promote their investment. Goldsworthy’s performance in Rivers and 

Tides is good. He is charismatic, seems to act naturally and he can articulate hs 

artistic project. However, his characterisation as a “regular guy”, a type of “every 

man”, is a construct. This observation is supported by the fact that he is shown at 

home with his family. Yet, other members of the family make no comments and 

operate only as art direction to support the characterisation. The happy family 

has since broken up. 

The art works selected for inclusion are those pieces funded by the films 

sponsors.  

The action script is made up of a set of events which are unconnected. The artist 

simply “pops up” in different places. 

The imaging is good but uses the same style throughout, even though the 

environments are vastly different and the art content is different. 



 31 

The montage intercuts locations, and progressively so. This indicates that the 

filmmaker is using montage to generate variety in order to sustain level of 

interest. 

The narration may be simply a collage of comments, but it is excellent because it 

draws the viewer into the cinematic space. The intimate, personal nature of the 

“direct address” delivered in a seemingly natural way makes the viewers feel 

that they are “close” to the artist. 

The sound score is made up of location sound and music. The composition of the 

music bears no reference to either the natural environment of the artwork but it 

does generate an appropriate mood via audio association. 

3.3 The Working Model for Content Driven Design 

While the Program for Art on Film cites Rivers and Tides as “best practice” in a 

film on “process” environmental art, its findings made no reference to 

production methodology. I deduced that this might be because the “content- 

driven” design of each project would depend on the aesthetic of the art content. 

A unique filmic design would be required for each unique form of art. As such, 

there could be no formula only a working model. 

All my findings indicated that form should follow content in a content- driven 

documentary on art. So I decided to use art content as a departure point for the 

design of my project and to design the project within the parametres of the art 

content’s aesthetic, rather than apply the mainstream or the oppositional 

formulae.  
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Because moving-image media is an art form in its own right, I was able to 

develop a working model based on the correlation between the production of 

film (motion picture art) and the production of art in general. 

I identified direct correlations between the plot structure of films and the  

“architecture” or structural aesthetics of other works of art; between 

cinematography and visual aesthetics; between editing (montage) and collage 

aesthetics; between film narration and narrative in other art forms; between 

sound in film and the emotional component in other art forms. 

In film, plot structure refers to the order of events. In other art forms structural 

aesthetics also refers to the order of component elements. 

In film, cinematography refers to the selection and capturing of visual images by 

cameras. In other art forms, visual aesthetics also refers to visual imaging. 

In film, montage refers to the connection of component elements. In other art 

forms montage or collage aesthetics also refers to the way in which component 

elements are connected. 

In film, sound refers to atmospheric sounds as well as music that generate mood. 

In other art forms, atmosphere and mood may be generated by rhythm, harmony 

or dissonance in rendering. 

In film, narration refers to the vocalisation of a narrative. In other art forms, 

narration also refers to the communication of a narrative. 
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I correlated my findings and identified a system of value principles to be used as 

a working model for the production of my research. Below is what I believe a 

content-driven, digital-media art documentary should attempt to achieve: 

1. The performance should aim to actively reflect the artist’s philosophy, 

canon, action, appearance, interaction, narrative and emotional state. 

2. The art direction should emulate the art form’s message, sense of place, 

structure, imagery, composition, narrative and mood. 

3. The script design should reveal the character (persona) of the artist, 

the locations in which they work, the events influencing their work; the 

forms of denotation and connotation they use; personal statements by the 

artist; and the emotional arc of the artist. 

4. The cinematography should emulate the visual aesthetic informing the 

art, the image alignment, lighting (contrast and texture), image structure 

(coverage), composition, edit points, eye-lines and movement in the 

works of art documented. 

5. The editing should attempt to emulate the montage aesthetic of the art 

documented. It should consider the ideology, the style, the sequencing, 

the visuals effects, transitions, continuity and pacing of the content 

artwork. 

6. The narration should attempt to capture the performance, the 

exposition, the structure, the description, the metaphor, the sub-plot and 

the emotion in the art and praxis. 

7. The sound for a content driven digital media art documentary should 

transform the original source sounds associated with the subject into a 
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sound score that captures the concept, locations, structure, 

instrumentation, composition, narration and mix (arrangement) inspired 

by the content. 
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CHAPTER 4: DETERMINING CONTENT  

 

4.1 Artist Content  

In order to find a suitable protagonist for my project, I visited the websites of 

local environmental artists and trawled through the local galleries without much 

success. Then one day I went to view the work of artists exhibiting in the Border 

Art Prize at the Tweed River Gallery outside Murwillumbah, a small town in 

Northern New South Wales (NSW). 

 

I was drawn to a set of object that seemed out of kilter with the rest of the works 

on display. It was a triptych titled Brothers by a local artist named Lae 

Oldmeadow. Each piece resembled a tribal shield from some mythological 

animist society. I could tell they were made from pieces of palm trees but my 

attention was drawn into them because theyrevealed detail and craftsmanship I 

hadn’t encountered before. The cross-hatching of striations, the stitching of furry 

bark, the reflection of light broken by its absorption heralded a sophisticated 

montage that called out from the primitive. It woke up some ancient primordial 

memory within me. Each shield was a stele left from a forgotten race, like a 

signpost to remind me that I was still “animal”. The stitches were like ograms left 

from a long-forgotten language. I sensed that I would have to decode them for 

myself and when I did I would know more about my inner being. 

 

The Brothers were talking to me. I stood back to see if any other people could 

hear them whispering. Yes! Other people were drawn in by the medium itself, 

unusual, different. Yet, they were not prepared to stop and ponder the message 
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or to try and decode the signs. I wondered why this was. A long affair with 

Oceanic Art had taught me that tribal masks exhibited in their ceremonial 

context, within the culture and environment that had generated them, made a far 

greater impression and had much more meaning than they did when exhibited 

out of context, hanging on a museum wall. Was it exhibition in the gallery context 

that was generating “noise” in the communication process? I imagined what 

Oldmeadow’s works might look like exhibited in the locations where they had 

originated. I wondered if I could use digital media to exhibit them in their 

“ceremonial” context. I wondered if the “noise” in the communication process 

would be reduced and if so would other people be better able to decode the 

message and gain a heightened experience that might entice them to venture 

into the natural environment? 

 

I obtained Lae Oldmeadow’s address from the gallery. To my delight, I 

discovered that he lived in close proximity to my own home, just a few more 

kilometres further up the Currumbin Valley.  I contacted him to arrange a 

meeting. In our first encounter, it became quickly evident that our personal value 

systems shared many common elements. I explained my idea to combine digital 

media and environmental art to create a project aimed at reconnecting urban 

people with the natural environment. Oldmeadow eagerly agreed to participate 

in my experiment as the artist/ actor and on my next visit, I began a cycle of 

extended interviews to understand Lae Oldmeadow’s persona and his art so that 

I could design my project in a content-driven way. 
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Artist Ideology 

My first task was to ascertain the ideology underpinning the artist’s work. I 

began by asking questions about his life experience. My interviews revealed that 

Oldmeadow was born in 1956 in the Queensland town of Ipswich. He was 

brought up in a strict Methodist household by a domineering hot-tempered 

father and a subservient mother. His father worked night shifts as a railway 

engine driver and when he was asleep during the day no noise was permitted in 

the house. Young Lae escaped to the outdoors where he constructed elaborate 

cubby houses in which he could hide. Watching television was not permitted at 

home so at night he escaped to his bedroom to doodle with pencil on paper. He 

grew up as a loner unable to talk to his parents. He lived a secret imaginary life in 

which his only consolation was art. It became his primary form of self-expression 

and communication. 

 

When his father was transferred to the western Queensland town of Emerald, 

Lae was enrolled in Emerald State High School. He desperately wanted to study 

art but no art classes were available. He had problems assimilating. He was 

unable to make friends with the boys at school. He didn’t fit in. He was bullied. To 

survive, he suppressed his real personality and tried to act tough. He wasn’t 

much good at that. Then, he discovered another world down by the creek where 

the indigenous kids always played. They were more like him. They liked to smell 

the wind, go skinny-dipping and watch the water-skaters. They found ordinary 

things and made them into magical objects with their own hands. They were his 

tribe and he spoke to them with his art.  
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He could only endured high school until grade ten. There weren’t many jobs 

available but fortunately he was offered an apprenticeship with a local furniture 

upholsterer. He applied his creative ability and soon became a skilled craftsman. 

After he had completed his apprenticeship, he moved Surfer’s Paradise to seek 

his fortune in upholstery and soft furnishings. His work brought him in contact 

with interior designers and artists from the gay community. At the age of twenty-

one, he accepted that he was homosexual. He was suddenly liberated from the 

moral restraints that had burdened his earlier years. His creativity blossomed 

and he turned his upholstery practice into an art form. Before long, he was 

receiving enough orders to set up his own business, supplying custom-made 

items for discerning clients. His business grew rapidly and he secured financial 

success. However, he began to see through the superficiality and false 

materialism of Surfers Paradise society. He observed people preoccupied by 

their own possessions, the things that made them who they were, yet living 

beyond their means in a world where a chair was an object of veneration. 

 

As his business expanded, he had difficulty coping with increasing stress and his 

personal life began to spiral out of control. He entered a danger zone, physically 

and emotionally. He realized he would have to change his lifestyle if he was going 

to survive. He had to get away from family and friends and find out who he really 

was. He sold up his assets and travelled to Europe. 

 

Near the town of Galaxidi on the Gulf of Corinth near Delphi in Greece,  

Oldmeadow found respite in The Centre Foundation Fil d’ Ariadne. It was a 

retreat run by a seventy-year-old woman philosopher named Ariadne Koumari-
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Sanford. Her philosophical teachings were based on concepts surrounding the 

Greek myth of Ariadne’s thread. According to her, 

This is the thread we are searching for in order to find our way through 
our own labyrinths, to maker a journey through and emerge from these 
mazes of incomprehension and ignorance we carry with us. Inscribed on 
the wall of the great temple of Delphi, as a votive offering to the God of 
enlightenment, was the ancient saying, “Know thy Self ”. 
The thread is a process of self- knowledge. If we know ourselves we can 
grow and transform.” (Foundation publication 1993) 

 

Lae Oldmeadow spent four years at the Foundation exploring his inner being. 

One night, he had vivid dream, the memory of which has remained with him to 

this day. In the dream, he was attending a mortuary ritual for a father and son in 

the ancient theatre in Delphi. He recounts: 

  

Children were playing music. 
Many people had come to pay their respects.  
They had brought offerings of scrap metal to give to the widow 
But she would no accept any metal that would not melt down. 
The deceased father and son were dressed in white shrouds. 
They lay together on a stone altar. 
There was a large weeping fig tree hanging down over them. 
The wind moved the leaves of the tree.  
A leaf gently touched the father in the shroud. 
The dead man began to move. 
Slowly, he sat up as if resurrected. 
The crowd began to panic. 
I tried to calm them down. 
The resurrected man bent down and kissed his dead son on the lips.  
The boy smelt the wind and came to life. 
The resurrected man walked away from the altar 
And I followed him to become a disciple. 
 

Not long after the dream, Lae fell in love with Eric Krattiber, a Swiss painter and 

architect, who was designing extensions to the Retreat complex. Eric advised Lae 

to visit a spiritual healer who was practicing in Athens. The healer told Lae that 

he had been a woman in previous lives and that this life was the first time he had 
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been a man. During the healing session, Lae surrendered his willpower to the 

healer and had a cathartic experience that released negative energy built up from 

his relationship with father. He had the sudden realisation that, “his unsuccessful 

search for love from his father” was the root cause of his unhappiness. When he 

returned to Galaxidi that night, Lae received a phone call from his father in 

Australia. His father asked for forgiveness and, for the first time, told Lae that he 

loved him. This was a major turning point in Oldmeadow’s life story. The 

psychological baggage that had weighed him down for so long was finally lifted 

from his shoulders. 

 

He returned to Australia, determined to begin a new life. He moved into a house 

at Broken Head outside of Byron Bay in Northern NSW. One day, when he was 

walking in the rainforest surrounding Grey’s Beach, he noticed the beautiful 

patterns on dead leaves that littered the ground. He imagined how they might 

look if sewed together, then realised he could turn his twenty years of experience 

as an upholsterer into an art practice. He collected leaves and started sewing 

them together to create his first work of fine art. 

 

Further questioning revealed Oldmeadow’s deep concern about the adverse 

effects of digital technology on society. He believes that television promotes 

violence, the over use of computers is a health hazard and that social networking 

on mobile phones separates people rather than connects them. 

 

To counteract this negative aspect of the technology revolution, Oldmeadow 

wants to “put the sacred back into life”. His notions of the scared draw on a 
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mixture of New Age, esoteric teachings. A belief that, “We are the god” has 

superseded the dogma of his Protestant Christian upbringing. He has replaced 

reverence to God the Father with a devotion to Mother Nature. He believes that 

man is not separate from nature and that all living things are interconnected. He 

says, 

People forget that the earth is a living thing as well…. 
When the Earth reacts to what man is doing he calls it a disaster… 
the planet is being raped by mining and logging and tortured by chemical 
spraying…  but mother earth is waiting for humans to re-join her. 

  

Lae Oldmeadow feels that there can be “no healthy people on a sick planet” and 

that “the gift of life is being abused”. He wants to promote environmental 

awareness, eco-diversity and species’ conservation. He thinks that art can be 

used to promote environmental awareness and, in so doing, reconnect urban 

people with the natural environment. 

 

As a consequence of these philosophical underpinnings, Oldmeadow’s persona 

and his artwork are deeply influenced by his environment. He believes that his 

life is “directed by the unseen forces of nature” and that unseen forces guide him 

on a kind of “spiritual” pilgrimage, a journey of self-realisation through art. 

 

Artist Canon 

Oldmeadow has had no formal instruction art instruction: he is entirely self- 

taught. However, he acknowledges the influence of Australian artists Dennis 

Nona, John Wawurndjul, Rosalie Gascoigne and Fiona Hall, and considers the 

work of Andy Goldsworthy as the benchmark for his practice. 
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Like Nona, Oldmeadow applies a trance drawing technique akin to what Andre 

Breton described in the Surrealist Manifesto (1924) as,“psychic automatism”. In 

this process, artists free themselves from all moral and rational concerns and 

allow their subconscious to direct their hand automatically. While Nona draws 

images of mythic tales from his ancestors, Oldmeadow imagines the energy 

fields, the lines of force that give form to things in nature. Oldmeadow has 

adapted indigenous artist, John Wawurndjul’s rarrk painting technique of fine 

cross-hatching and infill as modelling to increase the illusion of three- 

dimensionality in his art work. 

 

Like Gascoigne, Oldmeadow experiments with detritus. Where Gascoigne uses 

mostly found objects that are manmade, such as iron, wire, retro-reflective road 

signs, drinks crates, lino, enamelware and vernacular building materials, 

Oldmeadow uses found objects created by nature, such as dead leaves, bark and 

fronds. He believes there more similarities between humans and plants than 

there are differences. Like Fiona Hall, he feels that the fantastic erotic nature of 

plants is affiliated with human sexuality and sensuality. Thus, he uses hybrid 

erotic forms to express his own sexuality. 

 

However, it is Andy Goldsworthy’s work and career that has been the most 

influential on Lae Oldmeadow: his studio abounds with books and articles on 

and about Goldsworthy. Direct similarities between Goldsworthy’s work and 

Oldmeadow’s can be observed-the snaking forms in Goldsworthy’s clay 

sculpture, the stick nests, the leaf works, the pervading spirals are all evident in 

Oldmeadow’s creations. However, Oldmeadow limits his use of materials to 
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leaves, bark and fronds found in his local environment. Unlike Goldsworthy, he 

does not normally leave his work outside to decay. 

 

Artist Action 

Lae Oldmeadow’s journey of self- realisation through art leads him up and down 

the streams, creeks and rivers that flow from the mountains to the sea in South 

East Queensland and Northeast NSW. He searches for three types of natural 

detritus: the dead leaves of coastal Banksia trees, the bark of dead Hoop Pine 

trees, and the dead fronds of Piggabeen Palm trees. He fashions these found 

objects into three types of art-Leaf Art, Bark Art and Frond Art. 

 

During his pilgrimage, he enters the “sacred sites” of Mother Nature. He is 

“guided” to objects that he collects. He meditates on these objects. During the 

meditation process, he surrenders his free will to the unseen forces of nature. He 

enters a trancelike state (a creative zone) in which he has visions of art works he 

might create from the objects he has collected. In his studio, he uses “psychic 

automatism” to designs his artworks and he allows his subconscious to guide his 

hands during their construction. 

 

To create his Leaf Art, Oldmeadow collects hundreds of dead leaves from the 

sandy ground of the coastal ecosystem. His creative imagination is inspired by 

the patterns he observes in the sand dunes, the estuarine water, the growth of 

plants and the construction of nests made by the native birds that inhabit the 

environment. 

 



 44 

He takes his collection of leaves to his Currumbin Valley studio. There, he begins 

the physical process of creativity by sewing a single leaf to a piece of canvas. He 

keeps intuitively adding leaves until they form a pattern. Then he follows the 

pattern and allows it to keep free forming itself. When the leaf pattern reaches a 

natural conclusion, he often places a seed from the tree whose leaves he has used 

in the heart of his construction. 

 

To create his Bark Art, Oldmeadow searches for fallen Hoop Pine trees in the 

river valleys of the Gold Coast hinterland. He selects bark for its texture and 

colour then he strips it off the dead wood of the tree trunk. He is inspired by the 

texture he observes in the bark, the surface water of hinterland streams, the 

landscapes created by river stones and flood plains and the remains of once 

living things. 

 

He takes his collection of bark to his Currumbin Valley studio. There, he allows 

psychic automatism to guide his hand as he draws a structural design with 

graphite on a large piece of canvas. When he is satisfied with the design, he 

copies it onto tracing paper. He cuts sections from his design out of the tracing 

paper. The cut sections of tracing paper become templates. He cuts out matching 

pieces of bark to match each template. Then, he sews the pieces of bark together 

by hand or glues them to the canvas and sews them on by machine. He often 

paints over the stitches and the back of the canvas to camouflage them. He 

sometimes stuffs recycled cotton under the bark to pad it out into three 

dimensions and he often creates channels through the piece as conduits for 

psychic energy. The effect generates imaginary forms in which the cross-hatched 
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textures of the bark represent flood plains, strata of rocks or hybrid plant 

animals in which the normally unseen internal structures or organs are 

externalised. 

 

For his Frond Art, Oldmeadow hunts for dead palm fronds along the mountain 

streams of the Gold Coast hinterland. He collects examples for their aesthetic 

form, striation patterns and colour. Animals living in the water, the trees and the 

earth inspire his creative imagination. Strange entities such as lizard birds or 

root fish made of palm fronds inhabit his open mindscape. 

 

He takes his collection of palm fronds to his Currumbin Valley studio. There, he 

treats each frond as a “found object” using the shape, striation or colour as a 

departure point for the design of his artwork. Interesting elements are often a 

catalyst for the creation of his hybrid creatures, part plant, and part animal. 

 

Artist Image 

In person, Oldmeadow presents an image of himself as a kind of “nature boy”. 

His public image, as an artist, is represented by his agent Anthea Polson through 

her gallery at Surfers Paradise.On her website, Polson describes him thus, 

 

Lae Oldmeadow is an artist based in Tomewin, Currumbin Valley. His highly 
detailed 2 and 3 dimensional works, have at their heart an unflinching 
commitment to the natural world and its spiritual and aesthetic 
complexities. His work and approach is gaining increasing recognition, 
marking him as one of the most significant and original artists in the 
border region of northern NSW and South East Queensland. 

 

Oldmeadow’s artistic curriculum vitae including exhibition details, prize details, 
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and media coverage is also included on her website. 

 

Artist Interaction 

 Despite a desire to gain public exposure for his artwork, Oldmeadow avoids 

mixing in mainstream society. On weekdays, he lives and works alone, focusing 

entirely on his creative pursuits. On weekends, he visits his partner Gerard 

Lynam. Together, they tend their vegetable gardens on Gerard’s property outside 

of the small Northern NSW town of Nimbin. They claim to reject the desire for 

material wealth and seek independence from mainstream society through 

sustainable living. 

  

Artist Narration 

Oldmeadow believes that he suffers from a form of dyslexia. He has a problem 

with reading, especially aloud, and does not express himself in writing. He does 

not produce written or recorded statements about his work but prefers to let 

other people interpret his art for themselves. He uses this condition to positive 

advantage in the belief that his art work retains an essence unpolluted by 

sophistication because he “sees with the eyes of a child”. 

 

Artist Emotion 

Oldmeadow considers himself as an outsider, a sensitive individual who wants to 

be “taken” differently. His explains that his most unique personal characteristic 

is a form of “surrender”. He does not fight against adversity or circumstance but 

“turns the other cheek” allowing external forces to determine the outcome of 

situations. 
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4.2 The Art Content 

I spent many hours with Oldmeadow discussing his philosophy of art. As I did so, 

I was able to absorb the artworks that surrounded me. In analysing them, I 

applied my Working Model to discover their message, sense of place, structure, 

imagery, composition, narrative and mood. 

 

Art: Message 

Lae Oldmeadow’s artworks are full of reverence. They honour the mystical 

unseen forces of nature that pervade all living things. His Leaf Art calls us to 

contemplate nature’s blue print for life. His Bark Art elicits our respect for 

nature’s innate wisdom. His Frond Art signifies nature’s potential for 

transmutation. 

 

Art: Sense of Place 

Because his artworks are made entirely with the detritus of Australian native 

plants, the sense of place inherent in these artworks is native Australian. The 

Leaf Art is conceived in the diverse ecosystem of the river estuary where wind, 

water and fire create patterns of growth in all the living things. His Bark Art is 

imbued with the essence of the fertile river valleys of Australia’s East Coast and 

his Frond Art carries with it the atmosphere of rain-forested escarpments. 

 

Art: Structural Aesthetic 

The structure of his art works is based on native Australian plant or animal forms, or 

patterns generated in the land scape by the natural elements, such as the wind in the 



 48 

sand dunes, the marks of borers in wood or the growth of vines. The artsworks can be  

two-dimensional, friezes or entirely three-dimensional. They are arrangements of 

individual whole pieces of the same material, such as Banksia Serrata leaves, or 

collages of many cut and shaped pieces of the same material such as Hoop Pine bark. 

They may also be a combination of different manifestations of the same material such 

as a combination of young and old bark or a combination of different parts of the 

same species of palm tree. 

 

Art: Visual Aesthetic 

The freeform labyrinth patterns of the Leaf Art draw from the imagery of ancient 

Greek mythology. The surface scapes of the Bark art are like ancient maps 

tracing the pathways of human thought. The erotic hybrid forms of the Frond Art 

entice one to ponder the slippage between man and animal between one’s 

animus and anima. 

 

Art: Composition 

The composition of his Leaf Art is dominated by the arrangement of elements. 

In his Bark Art, it is the interconnectedness of each component in the entire work 

that determines the composition. The unexpected juxtaposition of elements is the 

major determinant in the composition of the Frond Art. 

 

Art: Narration 

The narrative embedded in the artworks speaks of the value of species diversity, 

conservation and evolution. 
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Art: Mood 

The mood conveyed in these works is one of “religious” reverence. The effort and 

creativity of the artist has converted worthless detritus into objects imbued with 

metaphysical value. 
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CHAPTER 5: CONTENT-DRIVEN DESIGN 

 

Once I had assembled what I considered to be enough data about the artist and 

his art, I began to design the project within the limits of the content aesthetic. 

 

5.1 Script Design: Structural Aesthetics 

I use the term ‘structural aesthetics’ to refer to the order (arrangement) of 

component elements in a work of art. In film and digital media, structural 

aesthetics refers to the plot (order of events) contained in the script. The 

structural aesthetic of Oldmeadow’s art employs repeat patterns composed of 

entire individual elements (leaves); elements of the same material at different 

stages in its evolution (bark of different ages) and different forms of the same 

elements (palm fronds and palm bark). My content- driven design of the script 

uses repeat patterns, similar content from different times and includes different 

forms of the same elements. It is not a single transitive narrative but rather a set 

of three repeating narrative cycles with the same structure but different content. 

The script design for the project attempts to reveal the character of the artist, the 

locations in which the artist works, the events influencing the work, the forms of 

denotation and connotation used, the artist’s personal statements and his 

emotional arc. 

Script Character 

I based my characterisation of the central protagonist on aspects of 

Oldmeadow’s personality. I imagined him to be some kind of pilgrim using 

Areadne’s thread (art) to navigate the Labyrinth (confusion). I focused on his 
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notion of “surrender” and recalled the character of Theseus, a mythological 

character who had to put all his trust in Ariadne (Goddess of Nature) and the 

concept that the thread (art) would lead him out of confusion to an 

understanding of himself. 

 

Oldmeadow agreed with my interpretation of the character and assisted with the 

costuming. I wanted the character to have some kind of bag in which to gather 

his materials and Lae created a ‘back pack’ made of threads from palm fronds. He 

offered to wear a pair of pants he had also made himself and a muted brown t-

shirt and vest. The overall effect was one of camouflage. In bush backgrounds, 

the character would merge with the surroundings.  

 

Script Locations   

I decided to treat the natural environments (the locations, the movie set) as a 

Labyrinth used in private meditation. The Pilgrim begins by entering the 

Labyrinth through a threshold. Then he/she follows a confusing path that is hard 

to follow without a thread (aesthetic sensibility). Along the path the pilgrim 

encounters a set of objects (signs). Each of these objects represents a body of 

knowledge (understandings) that the Pilgrim acquires (through meditation). 

 

The objects I chose for inclusion were the trees from which the artist (Pilgrim) 

collected his materials (concepts). They were the Baksia Sarrata tree for its 

tenacity and resilience, the Hoop Pine Tree for its strength and genealogical 

memory and the Piggabeen Palm for its ability to mutate and evolve quickly. 
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Script Plot 

In designing the plot structure, I identified the parallels between Lae 

Oldmeadow’s pilgrimage and the archetypical pilgrimage. 

My archetype plot is as follows: 

An event triggers the mind of the protagonist to question conformity (the 
established order). 
He begins to discriminate  (consider alternatives). 
He tries to force himself to overcome the avarice of the established order. 
He discovers a treasure house of images (alternative concepts) in nature. 
From his experiences in the natural environment, he learns independence (from 
the establishment). 
He stands firm against those who cannot understand him. 
He battles against indifference and hostility. 
He learns to become unselfish. 
Then, in a cathartic moment, he sees the harmony in nature, as if through the 
eyes of a child. 
He lets go of past habits and sheds his ego. 
He surrenders his will to nature and becomes her servant. 
He is then able to have an interior conversation with projections from his own 
imagination.  
In so doing, he gains the sense of being in everything. 
From this, he learns detachment and gains confidence in the future. 
But then he feels sorrow for those who have been separated from nature. 
To show them the way out of sorrow, he creates art (a form of communication) 
that arranges the (spiritual) energy of nature in a form that gives it power. 
He offers (sacrifices) his creation to nature as a sign of respect. 
He reintegrate with nature by returning to the beginning of his journey (the 
moment when the first idea was projected in his subconscious). 
 

My story began at the hidden (unseen) source. The stream (of knowledge) flows 

into the Natural Bridge, a holy place where the neophyte ponders the nature of 

existence. He looks into the pool of memories (the subconscious) and reflects 

upon his praxis. He recalls his pilgrimage. He follows the course of the river (of 

life) from its demise, in the seaside city, to its source in the primal wilderness. 
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Script Description 

The use of description in the action script is minimal. Please refer to Appendix 

One for more details. In the Prologue and Epilogue, I use descriptions of the light 

as away to develop a sense of immersion. Among them are phrases such as 

“Abstract patterns of light dance on the cluster of boulders”; “Sunlight reflects off 

the roof of the cave creating a bridge of light overhead”; “Abstract patterns of 

light emerge and submerge on the bottom of the pool (a dark pool)”; “Amongst 

the icicles of light, images of Lae Oldmeadow’s art emerge and submerge”. 

 

In the Leaf Sequence, I try to build up a mental image of the Leaf Art as a 

Labyrinth. In the Bark Sequence, I develop a monumental image of the Hoop Pine 

trees as ancient sentinels and protectors of environmental knowledge: “The 

Hoop Pines stand tall and majestic”.  They are “mighty”. Their “resilient” bark is 

fashioned into art that is a “protective cloak”. The Frond Art is described as a 

“young” “hybrid” creature with “scales form a spiral pattern emanating from its 

solar plexus”. 

 

Script Connotation 

I used the trickling stream as a metaphor for the beginning, the surfacing of 

hidden knowledge. This knowledge literally falls to earth as the stream cascades 

over the escarpment. It lands in the pool of water. The pool is a metaphor for 

universal memory and the subconscious mind. 

 

I used the external image of the Natural Bridge at Springbrook National Park as 

the overarching metaphor for natural phenomena’s ability to reconnect humans 
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with their primal being. The bridge of light created by reflections on the roof on 

the roof of the cave indicates the transformation and internalisation of the 

knowledge as “enlightenment”. 

Then, I introduce the ‘unseen forces’ of nature. These correspond to the 

archangels of ceremonial magic. The rocks of the cave represent the alchemical 

element–earth. The sunlight patterns reflected on the boulders represent the 

archangel of fire, the alchemical element-fire. The waterfall represents the 

element-water. The mist from the waterfall dancing in the breeze represents the 

element –air. 

 

The artist/neophyte/pilgrim/ magician/alchemist summons the four elements 

or archangels. He calls on them to help him draw images from the universal 

subconscious. He washes his hands (of the world). Cleansing himself from 

material desire, surrendering control to the Elementals. His conscious mind 

submerges in the pool of memory, his own subconscious. 

 

His mind emerges from the water down stream at the sea, the estuary- the 

current end. He encounters the ancient Grass Trees and the Banksias that have 

adapted to survive the uncontrolled/able forces of nature. The sound of the wind 

in the leaves and the singing of birds, the feeling of the earth under him and the 

sun on his face and, finally, the sight of the mangrove water (manifestations of 

the archangels) are catalysts that help him enter the “creative zone” where he 

imagines an art object made from Banksia leaves. 

His mind emerges in the art studio where he fashions an object resembling a 

Labyrinth, a symbol for the intellectual manifestation of the Pilgrim’s journey. 
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I use this symbol as a visual segue for his return to the site of his inspiration 

where he returns his creation as an offering to nature. The connotation here is 

that the thread has led him back to the source. 

In the centre of the Labyrinth is a seed, which represents represents future 

potential. 

 

The Pilgrim’s conscious mind emerges from the water further up stream. 

Reflected in the water is the subject of his next cycle. The Hoop pine trees 

represent ancient knowledge and genealogical memory. They are sentinels, 

guardians. The lightning-struck tree represents a repository of natural wisdom 

damaged by fate. It is the stalwart “old being” that can imagine its own death. 

The young tree represents youth in its blooming. The dead tree and all the 

detritus that it has become represent “spiritual” energy, regeneration. I used the 

hoop shape as symbol for the cycle of death, transformation and resurrection (in 

another form). 

Again, the wind rippled reflection of sunlight on water running over stones 

draws the mind of the artist/pilgrim into the creative subconscious where he 

imagines the art object he will make. Once created, the object itself is used as a 

“segue” back to the source of inspiration. Placed over the wound in the lightening 

struck tree, it signifies respect for the protection and preservation of ancient 

knowledge. 

 

Further upstream palm trees are reflected in the stream (threshold to the unseen 

worlds, the subconscious). They represent new forms of life, nature’s ability to 
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mutate and evolutionary potential. The Pilgrim finds their relics (the fronds) 

suspended, hanging between the sky and the earth. In their form the Pilgrim sees 

duality of purpose. The wind, the thunder, the rain, the reflections and the spiral 

patterns of raindrops in the water of the stream draw him into the creative 

subconscious where he imagines the hybrid creature, the symbolic art object that 

we will create. The connotation of the spiral pattern is particularly significant 

because it represents the recurring pattern of existence in our universe, the 

labyrinth. When the object has been created, the Pilgrim places it suspended on a 

vine growing up from the earth to the sky.   

 

Finally, the mind of the Pilgrim re emerges from the well of memory in the 

cathedral of the Natural Bridge. This signifies his reintegration by going 

backward. That is heading up stream to seek the source. Now, he sees himself in 

both the conscious and the subconscious. How he really is; how he imagines 

himself to be. The Natural Bridge has reconnected the self he projects into the 

future with the essence of his primal self. At this moment of clarity, he sees in his 

mind the “great work” as depicted by the images in the waterfall. Each of these 

ten art objects represents a stage in his creative evolution. Each signifies an 

understanding gained during the pilgrimage.  

 

Script Dialogue 

My initial content-driven approach to the design of the project’s dialogue was to 

include Lae Oldmeadow’s personal statements about his art. 
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I wanted to record him speaking in “direct address” to camera, as if he was 

speaking directly to individual viewers. Thus, the artist would be the sole 

narrator speaking in his own words about his own art. 

 

However, without radio microphones or a sound recordist it was not viable for 

me to attempt this at the same time as I was recording action. Nevertheless, I 

considered it would be possible to record Oldmeadow talking to camera on 

location, if he was stationary. 

 

In preparation for the voice recording, I spent a few weeks making rough sound 

recordings of elements of my conversations with him at his home. I used the 

content of these recordings to design a series of questions related to each 

component of the script. 

 

I expected to be able to interview Oldmeadow “on camera” in appropriate 

natural locations and ask him these questions. I planned to collect more than 

enough material, select the best grabs, assemble them and later decide whether 

to use them as picture and sound or sound only in the edit. 

 

Oldmeadow rejected this concept outright, explaining that he was too nervous to 

talk on camera. Although I knew that, in a general sense, it is an expectation (of 

commissioning editors for television) that living artists speak to camera in 

documentary films, I decided to avoid putting Oldmeadow under stress and 

decided to use “voice over” to communicate his consciousness to the audience. 

 



 58 

I suggested that we do a “voice over” sound recording, designed to work with the 

edited vision. Oldmeadow agreed to this approach. 

 

Script Emotion 

The emotional arc of the central protagonist in the script is archetypical of the 

pilgrim. The prologue is a cleansing ritual. The central character has come from 

an unhappy emotional background; life in contemporary society has eroded his 

contentment; he searches for contentment.  

  

The story begins in a holy place where he has experienced a state of contentment 

before. He invites us to join him as he leads us (the viewer) via Nature to that 

state of contentment. He becomes the mediator, the guide. His magic ritual aims 

to operate as a catalyst for classic cinematic suspension of disbelief. The 

inference is that if we, the audience, mentally wash our hands of the “outside” 

world and “surrender”, as he does, to the unseen forces he will, by example, lead 

us on a journey of self discovery through art. 

So he draws us along with him into a meditative state. This is a prayer. 

The mind of the protagonist passes through the threshold (the surface of the 

water) and enters the “world of memory”, the story world. The audience follows. 

 

From memory, the protagonist recounts three serial adventures, three sutras or 

parables. The form and pattern of the sutras are the same but the content is 

different. They are three aspects of the same emotional journey. 
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The hero begins with a sense of “lack”. 
He wanders seeking contentment. 
The beauty of natural objects inspires him. 
These objects and their environment are a catalyst for a state of heightened 
awareness. 
This induces a meditative state, a sense of immersion. 
In this emotional state, he is unencumbered by rational concerns. 
He has a vision in a cathartic moment. 
In a trance- like state of “psychic automatism”, he fashions the object in his 
vision. 
He displays his work with a sense of accomplishment. 
He values its aesthetic properties. 
But then he musters the inner fortitude to sacrifice his work. 
He cannot express what it feels like to give up his creation, the child of his 
imagination. That’s a personal thing. 
Yet, he feels rewarded with contentment borne from the conquering of desire. 
  
 

5.2 The Image Design: Visual Aesthetics 

 

In keeping with the artist’s visual aesthetic, my image design needed to show a 

reverence for nature through “indigenous” vantage points, generate a “native 

Australian” sense of place, use coverage that followed action, have composition 

based on the balance of nature, a visual narrative that was diverse yet 

conservative and hybrid. It had to have transition points that connected the 

artist with the environment and camera movements that flowed naturally. 

 

The image design for the project attempts to emulate the visual aesthetic of 

Oldmeadow’s art through vantage points, lighting, coverage, composition, visual 

narrative, transition points and movement. 

 

I worked alone on all the imaging for this project, using a Sony HDR-FX1E 

camera.  



 60 

 

Image Vantage Points 

I decided to align my camera so that the artist’s image was captured from a 

perspective that made him look like a native animal, a creature immersed in a 

much larger entity-the natural environment. In the bush, I attempted to achieve 

this by generally distancing the camera from him and aligning it from the “point 

of view” of some other native inhabitant. I shot through undergrowth to give the 

impression that he was being watched or tracked by some beast. I panned off the 

trees to reveal him as being insignificant among them. I let myself go with the 

flow, just as Oldmeadow surrendered his will to the environment. I basically 

surrendered to the situations as they arose and adapted as I went along. 

 

Oldmeadow’s visual aesthetic is not sophisticated. It relies on the prudent 

selection of found objects in the environment and then their juxtaposition in the 

studio. In the film making process camera operating relies on prudent selection 

of shots and vision editing relies on their juxtaposition. 

 

I asked Oldmeadow to rehearse his action. I watched what he did, sometimes a 

couple of times. I worked out how to capture each shoot by moving to each 

potential camera position and figuring out the beginning, ending and movement 

of the shot from that position. If the position didn’t work I changed it. To avoid 

obstructions I sometimes had to ask Oldmeadow to change his actions. When I 

had the whole sequence worked out, I shot the sequence in order one shot at a 

time, overlapping the action. As I was making the shot, I identified necessary “cut 
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ins”, such as “close ups” of Oldmeadow and “point of view” shots from his 

position. 

 

At first, Oldmeadow was nervous performing on camera but as the working 

relationship developed, his performance became more relaxed and the results 

seemed acceptable. 

 

Image Lighting 

I had made numerous visits to Natural Bridge over a period of many years. To 

me, it was some kind of sacred place. When I was a boy I used to jump through 

the sink-hole and let the falls carry me down to the bottom of the pool. As I fell, I 

could look back up into the cascading water above me and see rainbows forming 

in a zillion drops of water. I would keep my eyes open as I plunged into the pool 

and the white water spun around me like a vortex. I’d stay down as long as I 

could, watching the maelstrom until the rainbow serpent called me back into the 

sunlight. I’d seen all the moods of the Natural Bridge, from the dangerous wild 

grey tempests of flooding summers to the magical blue calms of winter. 

In mid-winter, at about 2 pm, the sun shines through the sink-hole. At first, 

rainbows are formed at the top of the falls, then the sunbeam moves from the 

centre of the pool outward to the shallows on the shore of the eastern cave. Then 

the light bounces up onto the dark roof of the cave forming a shimmering arc 

that reveals every colour and detail of the rock strata. As the sun falls to the west, 

the arc moves deeper into the cave. When the sunbeam reaches the edge of the 

pool, light reflects off rocks underwater and bounces off large boulders at the 
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shoreline creating moving abstract line drawings. When full sunlight hits the 

boulders the light drawings all converge into a golden ball. Then it is gone. 

 The whole event takes about 45 minutes. The contrast ratio is “whopping”, more 

than 8 f-stops. Without a barrage of very large lights, the only way to do it justice 

would be with hand-cut graduated filters on a mat box in front of the camera but, 

then, the shot would have to be fixed (i.e.no movement). 

Because of the contrast ratio, I had to lose some part of the image in the wide 

shots. I chose to overexpose the top of the waterfall because, even if it became 

just a triangle of white, the triangle itself was a beautiful thing. Without any 

lights or anyone to help me with reflectors, I decided to use the movement of the 

sunlight itself to determine Oldmeadow’s action and the camera coverage. I used 

the light reflected off the waterfall to light him as he pondered the sculptural 

possibilities of a piece of driftwood. I used the light reflected off the roof of the 

cave to illuminate him as he searched for more pieces of wood. I used the light 

reflected off the shoreline boulders to light him as he walked to the edge of the 

pool and I used the sunlight reflected off the bottom of the pool to light him as he 

meditated. 

    

In the coastal dunes (leaf sequence), the river valley (bark sequence) and around 

the highland stream (frond sequence) I used available light only but I waited for 

the sun to create mottled patterns through the trees using them as 

“dingles”(shadow makers) to break up the light. Sometimes, I positioned broken 

branches so that they would create the mottled effect I desired. 
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In the lighting design for Oldmeadow’s studio, I decided that it was important to 

be able to see the trees outside the windows so that the audience would know 

that he lives surrounded by the natural environment. To achieve this, I decided 

to strongly illuminate the interior of the studio rather than use neutral density 

gels on the windows. In this way, I could also shoot from outside through the 

window. I clamped a 1000-watt tungsten “tota” light with a half blue gel (to 

match the colour temperature of daylight) on the wooden ceiling bearer above 

Lae’s workbench to light the action. I used another 1000-watt “tota” on a stand 

without a gel (to bring out the colours in the artworks) for backgrounds; a 650- 

watt barn doored Omnilight with a full blue gel (to give a blue edge) as rim or 

backlight for the artist and a “tota” with a silver umbrella as mobile fill to soften 

his face and to create point source light reflections in his eyes. 

 

To light the artworks I used daylight as fill, a 1000 watt mobile tungsten light 

with a silver umbrella for modeling and a 650 watt Omni light, with barn doors, 

jammed close to the picture plane to give texture.  

 

Image Coverage 

In this project, I used a combination of film drama coverage with what I call a 

“string” documentary technique. 

 

I asked Oldmeadow to block through the action as an actor (or “stand in”) would 

do in a drama shoot. From this, I worked out all of my camera positions in a 

particular sequence so that I wouldn’t find my images obstructed or end up in a 

spot that I couldn’t shoot from. Then I asked Oldmeadow to begin his action 
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again from the start. I directed him to perform his actions one shot at a time. If he 

made or I made a mistake we would do another take until the shot worked. I 

made him overlap his actions at the head and tail of each shot so that there 

would be continuity for the cut.  

 

As Oldmeadow wandered in search of objects, I followed him from a distance 

with pans through the undergrowth. When he discovered a usable object, I used 

“point of view” shots to signify its importance. As he collected things I moved 

into shot-reverse shot coverage. During his meditations, I used slow zoom shots 

to signify his psychological crossing into the “creative zone”. In the studio 

sequences, I used dramatic shot reverse shot coverage by shooting all the action 

in wide shot, then the close ups of his action. Then I repositioned him so I could 

“fake” facial shots of expressions to be intercut. In the final “offering” sequences, 

I used focalisation from the position of the environment as if the omnipotent 

Mother Nature was watching in approval. Then, at last, I shot him from the point 

of view of the art object as if it was now a living entity looking back at its proud 

creator. 

 

Image Composition 

In image framing, I applied an approximation of the “golden section”, placing the 

“focal point” about 1.6:1 across the 16:9 widescreen format. Throughout the 

project I made a conscious attempt to use Fibonacci numbers as a guide to my 

balance so that I could, as much as possible emulate Nature’s aesthetic. I 

complemented this very basic approach with some mechanical devices and “in 

camera” effects.  
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I created a tripod head that could spin in 360 degrees. It was made up of a still 

tripod head attached on top of a Millar fluid head. I set the still camera head to 

aim vertically up the trees and the fluid head at horizontal. Then I switched on 

the camera and spun the fluid head across a horizontal arc. 

 

I used “in-camera” changes in shutter speed to generate special effects with 

flowing water. For instance, I changed the shutter speed of the camera during the 

zoom into the creek in the Bark meditation sequence. In the Natural Bridge 

epilogue, I slowed down the shutter speed of the camera manually during the 

final pan across the pool and up into the waterfall. By the time the shot was 

looking up into the falling water, the drops of water had become abstracted trails 

of light. 

 

Image Transition Points 

Wherever possible, I decided to use simple “indicated” cutting points. These are 

cuts on action such as a turn. I deliberately changed the style in the studio 

sequences in keeping with the content-driven theory. There, I used Wide Shot to 

Close Up sets of shots with minimal camera movement so as to generate location 

contrast with the out door natural environment. 

 

In the bush, I used long flowing shots in keeping with the meditative (natural) 

spirit of the project. I worked out the beginning and end frames to each shot so 

that they would cut together seamlessly. 
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I was generally concerned that this technique might make the movie seem to be 

slow and long but I realised that, if I were to capture the essence of the natural 

environment, I would just have to let it direct my actions.  

 

Image Eyelines 

In theatrical terms, one might call this piece a two-hander. There are two 

characters in the exchange: the artist and the environment. I used my camera 

positions and movements to play each part. The environment observes the artist. 

The artist notices a particular aspect of the environment. The camera now 

becomes his point of view. Then the detail of nature that he is observing looks 

back at him. Nature has many eyes, many points of view. 

 

Image Movement 

The camera movement is slow and not aggressive in style. 

I used tilts to “reveal” details or I started the shot in tight and widened out to 

reveal the location. Obvious zooms were used as a device in the meditation 

sequence to exaggerate the artists “internalisation” process. 

 

5.3 Montage Design: Collage Aesthetics 

In film, montage refers to the connection of component elements. In other art 

forms montage or collage aesthetics also refers to the way in which component 

elements are connected. In designing the montage for the project, I attempted to 

emulate the collage aesthetic of Oldmeadow’s art. I considered the meaning 

underpinning the art, the style of the art, the ordering (sequencing) of 
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components in the art works, the visual effects, the connections (transitions) 

between elements, the continuity of elements and the pacing. 

 

I used a combination of Apple and PC editing software to edit the Natural Bridge 

project. I digitised the content of my HDV camera tapes into Final Cut Pro editing 

software on a Macintosh G5. I arranged the shots into a “bin” for each sequence. 

I used “icon view” to order the shots for each sequence. I selected the best takes, 

reordering them into their optimum position. Then, I edited the required parts of 

each selected take into the sequence. I assembled the sequences together in 

script order and output them back to HDV tape. The whole process took about 

fifteen days. 

 

I took the HDV tape assembly to a professional edit suite and paid David Halliday 

to assist me with the “fine cut” edit. We digitised the tape into AVID software 

onto a Mac Pro, running Windows. We put my assembly into a “bin” then pulled 

it all into a sequence on the Avid “time line”. Then, we “fine cut” each shot on the 

“time line”. We had a “fine cut” of the long-form documentary in two and a half 

days. 

 

David and I created all the image effects and credits in AVID then we “colour 

graded” the project on a 40inch Sony BRAVA domestic television set. 
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The Montage Meaning 

I based the montage design for this project on Oldmeadow’s  “process” and his 

collage aesthetic. His process follows a simple pattern: he collects objects in the 

natural environment, he meditates on them, he makes art out of them in his 

studio, then he returns the art object to the environment from whence its 

elements came. There are three aspects to his collage aesthetic. He orders 

elements into patterns (as with leaves). He cuts pieces into individual shapes and 

juxtaposes the shapes (as with bark) and he cuts pieces into sets of shapes and 

arranges the sets (as with fronds).  Oldmeadow uses found objects in their raw 

state. It is through the cuts and joins of this raw material that the artwork is 

made manifest. The essence of his art lies in suture. His art gains its power, its 

life, at the point of intersection between elements. The creative “ spark” resides 

in the connection between elements.  

 

The Montage Style  

 Because I predetermined the in and out points of my shoots on location, most of 

my edit points were also predetermined. Because the project was a simple 

chronological linear narrative with camera coverage in a “string” style, there 

were generally very few options in the edit. The options mainly occurred with 

Oldmeadow’s point of view shots and their reverses. 

 

The Montage Sequencing 

I designed the project to be divisible through montage. It is a repeat pattern. 

There are five components in the structural design of the montage for the 

documentary: The Prologue, the Leaf Sequence, The Bark Sequence, The Frond 
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Sequence and The Epilogue. The Prologue and the Epilogue both occur at the 

Natural Bridge. 

I began the project with a tilt down the waterfall and ended it with a tilt up the 

waterfall so that the out point would become the in point in a “looped” 

presentation. 

 

The “greater” documentary structure is easily broken down into the three 

installation pieces: Installation 1 is composed of Prologue, Leaf Sequence, 

Epilogue; Installation 2 is composed of Prologue, Bark Sequence, Epilogue; 

Installation 3 is composed of Prologue, Frond Sequence and Epilogue. 

  

I designed the Leaf, Bark and Frond sequences with the same internal pattern so 

that when they are shown simultaneously, corresponding images are visible on 

each screen. On each screen, the artist collects objects, he meditates on the 

objects, he makes art from the objects and he displays the objects. Each of the 

three channels in the installation is designed to begin at the same time and to be 

screened in the round-one on each of three walls. 

 

 As the viewers look from wall to wall, they see corresponding actions with 

different content. Between any two of the screens, the viewers generate an 

interactive narrative because the montage is designed to also make sense across 

the three screens. For instance, if the artist is observed working in his studio on 

the three screens, the three separate sequences (studio leaf, studio bark, studio 

fronds) become equivalent to one studio montage sequence in which the artist 

works with all three materials. As much as possible, I tried to design the montage 
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so that it would work horizontally across the three screens. That is to say, the 

editing continuity would be maintained as the eyes of the viewers scanned 

across the three screens.   

  

The Montage Visual Effects  

I used an old-fashioned Chroma Key effect to create the magical appearance of 

the hybrid creature under the water in the frond meditation sequence of part 

three. I conceived the idea until after I had assembled the frond meditation 

sequence. Initially all I had visualized was Oldmeadow sitting under the tree 

feeling the frond and looking around. I wanted to continue and develop the 

concept that he gained inspiration from looking into water, so I went back to the 

location alone to shoot some shots to use in the edit as his “fake” point of view. 

When I arrived at the stream, I found a spot about 200 metres from the original 

location of the scene and began shooting various potential versions. I began 

zooming into the creek and then it started to rain. Looking through the long end 

of the lens, I became intrigued by the spirals formed by the raindrops as they hit 

the water. I made a synaptic connection to the spirals on Oldmeadow’s hybrid 

creature and then imagined the creature underwater lying on the bedrock of the 

creek. In my imagination, I could see it appear and disappear, revealed by the 

spirals as they spread out on the surface of the water. 

Without any access to CGI, I had to invent a simple way to generate the desired 

effect. I considered that simple old-fashioned TV studio Chroma Key might be a 

viable solution but I didn’t have access to a studio. I tested out the encoded 

Chroma Key filter on my FCP editing software and realised that I might be able to 

make it work at home. I painted a piece of canvas blue. Then I placed it over the 
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curve in my lounge suite and put the creature on it. I set up the camera to 

emulate the angle of the zoom for the fake point of view shot and arranged the 

object at the best angle. I blasted my homemade blue cyclorama with white 

tungsten light and skipped an amber gelled light (the opposite of blue) across the 

creature from the side to give it separation from the blue. Then I had to “tweak” 

the height of the fill light to hide the shadows. Then I overexposed the shot to 

make sure the shadow was gone. In editing, I “crushed” the shot to bring back the 

colour and simply keyed on the blue. The mysterious appearance and 

disappearance of the creature was created by simple dissolves. 

 

The Montage Transitions 

All of the transitions in the object-collecting sequences are simple cuts. The shots 

are simply sutured, sewn together like leaves in an Oldmeadow artwork. 

 

However, when the artist crosses the threshold into the “imaginary” zone I use 

dissolves. I made each of these dissolves associated with water since it is an 

index for the subconscious. I also used slow-motion effects on the shots used in 

the threshold-crossing sequences. 

I designed the final picture in picture sequence in APPLE i-movie software. I 

selected the artworks to be used. I changed their format to 16:9 in i-photo. Then I 

imported them into i-movie. I used trial and error to test out their positions in 

the waterfall by freezing them as they zoomed in or out in the “picture in picture” 

transition effect. When I had achieved the desired outcome, David Halliday 

reproduced it in AVID and added dissolves in and out.  
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The Montage Continuity 

The montage continuity in the documentary and the installation is the same. 

‘Current time’ is identified as being during the Prologue and Epilogue. The artist 

is seen to go into a series of three flash backs between the Prologue and 

Epilogue. Simple linear continuity is followed during these flashbacks. Time is 

compressed by using standard dramatic cinematic montage practices. Each filmic 

sequence acts as an index for the much longer actual sequence of events. 

 

The Montage Pacing   

To emulate a sense of immersion as the artist looks into the water, I slowed the 

rippling of the water down during the vision edit. 

 

Because of adverse weather conditions, it was difficult to capture good wide 

shots of the Gold Coast City. I made numerous attempts from vantage points at 

Currumbin, Burleigh Heads and from high points in the hinterland but the 

atmospheric haze or cloud cover made it impossible to get the “classic” Gold 

Coast in the sunshine shots that I had envisaged. 

 

Finally, I decided my best option was to use a shot from a single vantage point at 

George’s Look Out in Springbrook National Park. To give the shot substance, I  

created a ‘cloud effect’ for the final credit sequence. I set up a locked off wide 

shot of the Gold Coast. I let the camera run for about 20 minutes. Then, I sped up 

the shot in vision post using AVID. The fast-moving black clouds generated an 

ominous atmosphere over the city. 
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5.4 Narration Design: Oration Aesthetics 

 

In film and digital media, narration refers to the vocalisation of narrative 

elements (speech). In other art forms, narration also refers to the 

communication of a narrative (what it says). 

 

In designing the narration for the documentary (there is no narration in the 

installation), I attempted to communicate Oldmeadow’s character through his 

vocal performance. I tried to capture an appropriate vocal style, to structure his 

narration, to describe his interior and exterior creative processes, to reveal the 

connotations in his art- work, to enunciate underlying themes and to generation 

emotion through poetics. 

 

To begin with, I printed the completed vision edit of the movie with time code (a 

digital time clock showing minutes, seconds and frames superimposed over the 

vision) to HDV videotape. I imported this HDV tape into i-movie software and 

used the edit function of the software to divide each sequence in the movie up 

into potential ‘voice over’ (VO) sections. 

 

Using my voice recordings and notes of interviews with Oldmeadow, I designed a 

structural plan for a “voice over” script that would work with the pictures. It 

included a point synopsis of each statement in each VO section of each sequence. 

 

I made a DVD of the movie with ‘time code in vision’ and gave it to Oldmeadow. I 

asked him to address each point in his own words and to write those words 
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down in the form of a short paragraph for each point. I hoped that these 

paragraphs would form the narration script. 

 

I set up a basic recording system in my studio (a Zoom H4N digital recorder on a 

stand) and invited Oldmeadow over for a test recording session. 

 

He arrived with a set of hand-written notes that I found very difficult to decipher. 

They addressed only a few of the listed points. I proceeded with the test 

recording and discovered that he had a problem with reading. 

When I went through his notes with him, I realised that he also had a problem 

with English grammar-tense in particular. I realised that I had grossly 

underestimated the extent of his dyslexia. 

 

I borrowed his notes and corrected usable sections into proper English. I 

converted my set of concept points into a set of written questions. I took the 

questions to Oldmeadow’s house and recorded his answers. He had difficulty 

keeping to the point, his answers were rambling. 

I transcribed the recordings and wrote dialogue based on them. Then, I added it 

to the material accumulated from his notes. Unfortunately, many important 

concepts were still omitted. So I returned to my initial voice recordings and 

gleaned useful elements that I converted to first-person dialogue. I added these 

elements to the VO script. In the end, I still had only about fifty percent of the 

action script covered. I concluded that the only solution was to write the rest of 

the narration script for Oldmeadow. When I suggested this to him, his relief was 

palpable. He agreed instantly. 
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I wrote the VO narration script to the image using i-movie. Then I tested the 

timing by recording my own VO and editing it under the image. I printed out the 

script indicating the time code position of each ‘voice grab’ and gave it to 

Oldmeadow so he could practice at home with the DVD. After a few weeks, he 

came to my studio for the recording. He was petrified. 

 

Narration Vocal Performance 

I set up the studio so that Oldmeadow could deliver his lines standing up. 

I ran two sets of headphones out of the H4N so we could both hear what was 

being recorded. I put Oldmeadow through some theatrical relaxation exercises 

before we began. I tried to direct his performance for each grab and recorded 

many ‘takes’ of each grab. The process took all day. 

 

After the recording session, I imported all the recordings into my computer as 

WAV files and selected the reasonable takes using Quick Time software. There 

were major problems with the performance. Only about 50% of the voice ‘grabs’ 

were actually usable. 

 

When I told Oldmeadow we would have to have another recording session, he 

rejected the notion. He asked me to complete the movie without any narration 

and use music instead of voice. I could imagine this working for the installation 

and Internet streaming but I felt narration was necessary in the documentary to 

identify environmental issues, explain artistic concepts and generate emotional 

identification in the audience. 
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I edited the usable sound grabs into the movie and pondered a solution. 

I thought that the voice of a professional narrator would work in the movie, but 

it would work against my own content-driven design concept. Third-person 

narration would separate the audience from the artist while using a narrator to 

fake first- person VO would diminish the artist’s credibility. 

The best option was to combine Oldmeadow’s useable takes with a VO by 

another narrator. 

 

I rewrote all the missing sections of the VO script for another third person 

narrator. I modelled the persona of that narrator on myself as an art scholar. I 

recorded the narration and edited it into the movie so I could proceed with the 

sound score. I wasn’t sure whether to keep my own narration or ask a 

professional to do it, so I took a wait and see position. I made a DVD of the movie 

with all the voice over and identified the time-code position of each voice grab on 

the written script. 

 

I gave a copy of this DVD and the script to Oldmeadow, who was happy with the 

outcome of the narration. I was not. I felt that I had compromised the project. I 

machinated about it for several weeks. Then I decided to try again. I took my 

own words and rewrote them in Oldmeadow’s voice. I broke them down into 

simple grabs of two or three sentences. I showed them to Oldmeadow and 

begged him to have another go at recording. He finally agreed. 
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During the recording session, I performed each grab of the VO for him and he 

repeated the words into the microphone using the written script as back up. He 

still had a lot of trouble translating tense and with particular words. After about 

six hours we were both exhausted and gave up. 

I selected the best takes and cut them into the movie. I considered the overall 

result to be passable but Oldmeadow’s renditions of the Prologue and Epilogue 

narration did not work. I concluded that this was because the concepts for the 

Prologue and Epilogue of the movie were entirely my creation. The Natural 

Bridge theme was my personal contribution to the evolution of art and therefore, 

in keeping with my content-driven design concept; I was the most appropriate 

person to try and articulate the concept. I rewrote the VO narration for the 

Prologue and Epilogue, recorded it and edited it into the movie. 

 

Narration Style  

The style of the narration in the long-form documentary is predominately 

didactic. It supports Oldmeadow’s belief in New Age esoteric teachings. He 

explains his belief in ‘surrender’ to unseen forces in VO one. In VO two he gives 

an historical account of his ‘chance’ introduction to art. In VO five, he gives 

information about Banksia Serrata trees. In VO seven, he espouses the virtues of 

species conservation and criticises the separation of humans from nature. In VO 

eight, he explains that death is only a stage in a cycle of transformation. In VO 

twelve, he identifies mainstream society as being an illusion based on fear. In VO 

thirteen, he expresses supports the indigenous wisdom that the artist 

encountered in his youth. 
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Please refer to Appendix A for details. 

 

Narration Structure 

The narration script is structured in the following manner. 

It begins with the Prologue, narrated by myself. It is essentially an expository 

sequence in which the problem is explained and the central protagonist is 

introduced. 

VO 1 is an expository sequence in which the artist/protagonist explains that he is 

a channel for the unseen forces of nature.  

VO 2 is an expository sequence by the artist. In it he describes how he began his 

art practice. 

VO 3 is an interior descriptive sequence in which the artist further describes his 

inner process of surrender. 

VO 4 is an exterior descriptive sequence in which the artist describes his process 

of creation in the studio. 

VO 5 is an expository sequence in which the artist explains the ecological 

adaptation of Banksia trees. 

VO 6 is a connotative sequence in which the artist uses the plight of the Banksia 

tree as a metaphor for his own life. 

VO 7 is an expository sequence in which the artist explains how humans are 

problematic to the environment. 

VO 8 is another expository sequence in which the artist explains how the Hoop 

Pine signifies the interconnectedness of living things and the cycle of life and 

death. 
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VO 9 is an interior descriptive sequence in which the artist describes the inner 

process of being immersed in the environment. 

VO 10 is an exterior descriptive sequence in which the artist describes the 

physical process of making art from bark. 

VO 11 is a connotative sequence in which the artist develops a metaphor for 

healing through respect for nature. 

VO 12 is an expository sequence in which the artist explains how he removed 

himself from the typical places of mainstream society. 

VO 13 is an expository sequence in which the artist identifies the potential 

nature of discarded things as art materials. 

VO 14 is an interior descriptive sequence in which the artist describes his inner 

imaginative process. 

VO 15 is an exterior descriptive sequence in which the artist describes his 

process of making art from fronds. 

VO 16 is a connotative sequence in which the artist sustains his metaphor of 

channeling the unseen forces of nature. 

VO 17 is both interior descriptive and connotative in which the artist describes 

his inner feelings and embellishes his words with a metaphor. 

Finally, I return to narrate the Epilogue. It is expository. 

  

Thus, the structural pattern of the narration (the word montage) recurs in each 

of the three parts of the script, like the structural pattern of the image montage. 

A set of expository sequences is followed by a set of descriptive sequences, 

interior followed by exterior, and then a connotative sequence concludes the 
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part. The three sets are ‘book ended’ by the Prologue and Epilogue that 

enunciate the theme of the project. 

 

Narration Description 

There are two forms of description used throughout the narration. There is an 

‘interior’ form that describes the artist’s inner thoughts and feelings and an 

‘exterior’ form through which he describes things in reality. 

 

Forms of interior description are used in VO 3 when the artist describes how the 

artist tunes into nature, in VO 9 where he describes his sense of immersion, and 

in VO 14 when he describes his technique as “child-like”.  

 

Forms of exterior description are used in VO 4 when the artist describes the Leaf 

Art he is working on, in VO 10 when he describes his Bark Art and VO 15 in 

which he describes his Frond Art and its production process. 

 

Please refer to Appendix A for details. 

 

Narration Connotation 

Continuous metaphors are used throughout the narration. In V0 6, for instance, 

Oldmeadow’s narration draws a parallel between his own life experience and 

that of a Banksia tree. Hoop Pine trees are old wise mentors. The shape of their 

bark is a metaphor for the cycle of life. Palm trees are bright young things 

signifying evolution and transmutation. 
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Narration Fabulation 

The underlying theme is designed to reconnect urban people with the natural 

environment through a combination of environmental art and digital media art. 

This theme is most obvious is in the narration for the Prologue and Epilogue, 

where I try to identify perceived problems with the over-use of technology (as 

discussed in the introduction to this paper). If we are reflections of our 

environment, then an artificial environment (digital-media screens) makes our 

personalities more artificial. Primary Cinematic Identification induces us to 

develop an imaginary construct of who we are. However, we become unhappy 

because we cannot fully “realise” our imaginary selves or fully enter our cyber 

heaven. The narration argues that identification with the natural environment is 

a more positive course leading to more happiness and that environmental art 

can be a catalyst to trigger reconnection with the natural environment. Thus art 

can be a type of personal religion that gives life more meaning and stimulates 

greater levels of contentment.  

 

The text is provided in Appendix A. 

 

Narration Poetics 

My aim was for the VO narration to have a close perspective, like a thought track, 

an internal monologue in which the artist expressed his personal feelings about 

himself, his art and the environment. I wanted it to be intimate and emotional so 

that the viewers could sense how the he felt. 
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5.5 Sound Design: Emotional Aesthetics 

 

My working model recommended that the sound for a content-driven digital 

media art documentary should attempt to transform the original source sounds 

associated with the subject into a sound score that captures the concept, 

locations, structure, instrumentation, composition, narration and mix 

(arrangement) inspired by the content. 

 

In designing the sound for the project, I attempted to transform the original 

source sounds associated with the subject into a score that captured the concept, 

locations, structure, instrumentation, composition, narration and mix 

(arrangement) of sounds occurring in the content (the natural environment). 

 

I recorded all the sound myself. 

 

Sound Concept 

In my content driven approach to the sound score, I decided to follow 

Oldmeadow’s process. I collected natural sounds from the environment. I 

selected interesting bits (sound grabs). I trimmed the grabs then sutured them 

together into soundscapes. I combined the soundscapes into hybrid sound 

environments. I selective active elements from the sound environments and 

manipulated them through computer software (Garage Band). Then, I mixed the 

special effects (manipulated sounds) with the natural sounds. I named this 

process an eco-dada sound score. 
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Sound Locations 

Location sound recording during the shoot was difficult. I had to work alone 

without a camera assistant or sound-recordist. Most of my physical and 

intellectual energy was taken up just trying to direct the action, work out the 

shots and shoot them. Working alone, I decided to use the in- camera 

microphone to record the sound on location. Unfortunately, the locations 

themselves were difficult for sound. 

 

I shot the Natural Bridge sequence first. The weather was good but the sound of 

the waterfall inside the cave drowned out all other noise. Then came a period of 

intense rain and flooding in the hinterland. The cicadas were hypersonic- they 

were even louder than sound of the exterior waterfalls. Recording location sound 

in the coastal ecosystem for the Leaf Sequence was also impossible.  The sounds 

of cars on the freeway just ruined everything else. The location sound at the river 

valley location for the Bark sequence was reasonable and I was able to work 

around the sound of passing cars.  

 

When the Bark sequence shoot was over, I used the camera to record the sound 

of the wind in the Hoop Pine trees, and the sound of the creek from various 

perspectives. The location sound in the Frond sequence location was reasonable 

and I was able to re record atmospheric sounds in the camera. I realised it would 

be wise to re-record all the other required  atmospheric sounds I needed to 

cover the locations as a separate exercise. 
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Sound Structure 

Once I had assembled the shots, I had a good idea of what other sound 

recordings I would need in the design of my sound score. I used the 

environments as my departure point for the sound design but I decided to create 

a score rather than rely on reality. There would be a layer of synchronous 

natural sound with an over-layer of hyper natural sound. 

 

In the Natural Bridge Prologue and Epilogue sequences I tried to create an 

etheric quasi-religious sound atmosphere. I imagined this to be like being in the 

cathedral of Mother Nature. The protagonist is immersed in a “choir” of the 

natural elements: the sound of the waterfall, the wind, the lapping of the pool, 

the birds and the subsonic bats.  

 

In the coastal ecosystem, the surf calls in the distance, the wind whispers in the 

leaves and the songs of the coastal birds are a response like that of an audience 

at a performance. In the river valley, the creek whispers over the rocks, the wind 

rustles in the hop pines and the valley birds call out to each other as if to 

describe the action they are observing. In the highland stream, the clouds 

rumble, about to give birth to rain. The rain is born with the crack of lightning. 

Each drop plops on the surface of the creek water, creating a magical spiral that 

is indexical of the unified field that pervades the Milky Way Galaxy. In the studio 

sequences, the found objects of sound are manipulated by digital media 

technology, just as the artist manipulates the detritus of nature. 
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I used the sound of birds from the location where the artist’s materials were 

collected. I imported the sounds into Garage Band software and then 

manipulated them until I was satisfied. In the meditation sequences, I mixed 

manipulated sounds with natural sounds. In the sequences where the artist 

offers his art back to nature, the bird songs are multi tracked to create a chorus 

to give the impression that the birds are applauding the artists offers (sacrifices) 

his creation to nature. This is the return of detritus (the dead) reborn as art to 

honor the God, Mother Nature. 

 

Sound Instruments 

I returned to the locations on several occasions with a Zoom H4N digital 

recorder and a Sennheiser ME66 directional microphone. I recorded more 

detailed atmospheric sounds from various perspectives in mono with the 

directional microphone and with the stereo microphones on the H4N so I could 

create a ‘deep’ surround effect in the mix. To get a good sound of the waterfall in 

the cave, I had to record it from a long distance. To get clean recordings of the 

rainforest birds, I had to go deep into the forest and sit and wait.  I had to fake 

the location of the coastal ecosystem sound entirely. I travelled to a remote 

beach in Northern NSW and spent a whole day collecting sounds. Fortunately, 

my own house is surrounded my many species of birds so I was able to record 

the bird sounds for the river valley sequence during the morning and evening 

choruses held in my backyard. The recording  of the thunder was a “wait until” 

situation. Then one night there was a massive storm and I was able to record it 

from the deck of my house. The local crows sung along for free. 
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Sound Composition 

For the sound montage, I devised a plan that excited me from a creative 

perspective. I worked it out by trial and error and followed the same eco-dada, 

content driven process. I collected up all my bits of sound as WAV files, named 

them, and ordered them into sets based on the project structure. I realised that 

organisation of the bird songs would be the key, because the birds were 

dominant, yet never seen on screen. I set up the fine cut vision of the image edit 

in Final Cut Pro. I placed the sync sound, such as the noise of Oldmeadows’s 

movements and sound related to things seen on screen, on the first two audio 

tracks. On the next set of audio tracks, I positioned all the extra atmospheric 

sounds (such as waterfalls, surf, creeks, wind, thunder, rain, etc.), and I used the 

last set of audio tracks for the birds. At first, I simply laid down all the bird 

sounds I had chosen. I filled in the spaces where I thought they might go by 

staggering them alongside and on top of each other. Then, I muted all the other 

sets of tracks. I listened to bird sounds only. I deleted the sounds that didn’t 

work and I moved the selected sounds around on each track and between tracks. 

Finally, by a process of elimination, I determined what sounds should go where. 

Then I listened to the bird sounds together with the sounds of the ‘atmos’ and 

‘synch’ tracks both separately and together. I rearranged the bird sounds again 

until I was satisfied. By this time, I had an overview of how the score could work. 

 

I decided there would be no narration in the installation, only a sound score 

made from a montage of environmental sounds such as bird calls, moving water, 

and wind, etc. I designed the three scores for each installation channel to be 

played simultaneously so that birds calls, moving water sounds, and the wind 
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sounds native to each environment, would be head together. In this way, it would 

sound like the coastal birds were calling across the space to the valley birds, and 

the valley birds to the rainforest birds in a kind of interactive “round” surround 

sound mix, emanating from three separate, relatively simple, stereo mixes 

coming out of flat screen television sets.  

 

To test out the effect of this concept and to identify potential problems 

associated with sound for the installation, I played all the bird song tracks from 

the Leaves, Bark and Fronds sequences on top of each other. I grabbed the entire 

bird song sections from Bark and Fronds and positioned them on tracks below 

Leaves. Then, I played the bird songs from Leaves, Bark and Fronds all together. 

Even though there were no transitions, I could tell the concept would to work. By 

sliding the volume levels, I could experience the potential immersive depth that 

could be created with this kind of set up. 

 

Sound Effects 

I had the idea that the sounds of the environment should be like an audience for 

the artist. The artist could hear the audience response to his actions. As he 

collected objects, the birds, the water, and the wind were watching with 

curiosity, commenting to each other. When the artist stopped to meditate, 

becoming immersed in the environment, the sounds of the ‘audience’ became 

super real by eliminating all ‘synch atmos’. Then, as the artist crossed the 

threshold into the sub-conscious creative zone, some sounds of the audience 

became distorted via special sound effects. In the studio sequences, the mind of 

the artist is in his personalised creative zone (a surreal state between dreaming 
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and reality) where he and the outer audience hear the sounds of nature changed 

by the hand of man. Finally, when the artist returns to the natural environment, 

the sound of the natural ‘audience’ applauds his action. 

 

Sound Mix 

The fine-cut vision editor and I positioned all the narration I had recorded on the 

vision tracks. Then we made Quick Time movie files of the four versions and 

corresponding OMF sound files. I decided there would be an international sound 

mix in stereo for the documentary with the sound score and narration on 

separate tracks so that the narration could be easily replaced in a foreign 

language, if required. 

 

The installation pieces would be re-mixed so that the environmental sounds 

were brought up in volume. I realised that I didn’t have the technical skill to do 

the sound mix so I employed a professional sound editor, Davin Patterson. I took 

the vision and sound files to Davin’s studio and he imported them into Pro-Tools 

software. I presented him with my sound script and we went through the entire 

project in steps. As we did so, I explained what I had conceptuaised for the mix. 

 

Davin and I developed a simple but effective working methodology. He would do 

a mix, burn it to DVD and post it to me. I would listen to the DVD through my 

computer headphones and make notes. Then I would e-mail the notes back to 

him. When I thought the mix was right, I took the files to David Halliday who 

‘married’ the sound to the HD vision in AVID. I mastered all forms of the project 
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as MPEG4 files so that they could easily be screened on ‘smart’ television sets or 

through media players via USB. 
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CHAPTER 6: STUDIO WORK   

 

6.1 Digital Documentary  

 

The studio work for the Natural Bridge Project accompanies the written exegesis 

as a set of MPEG 4 Digital Media Files. The linear-form documentary (24 

minutes) titled Natural Bridge is produced to broadcast-standards in high 

definition. It contains voice- over narration in English. This documentary is 

suitable for projection in a gallery space and for online television. 

The release script for the documentary can be found in Appendix 1. 

 

6.2 Digital Web Clips 

 

There are three web clips titled Leaves, Bark and Fronds which are each 

designed for streaming and mobile devices. Each web clip includes the Prologue 

and Epilogue from the long-form documentary together with one of the three 

sequences-leaves, bark or fronds. The duration of these sequences is the same as 

it is in the long-form documentary. They are not the same length as each other.  

They have no voice-over narration and each soundtrack has been individually 

designed and mixed to induce relaxation in the viewer. 

 

6.3 Digital Media Installation  

 

There is a three-channel digital media installation designed for art gallery 

exhibition display. Each channel of the installation derives from one of the web 
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clips. However, I have re-edited each channel so that parallel events and scene 

segues occur at the same time. The ‘top’ and ‘tail’ of each clip has also been 

removed so that each channel begins and ends on the same image-a shot of the 

top of the waterfall. In this way, the installation begins at the top of the waterfall, 

then follows the fall downwards, and ends by following the waterfall back up to 

the top. At this same beginning and end point the channels repeat in three 

synchronous loops. 

 

The three channels titled, Leaves, Bark, and Fronds should be screened alongside 

each other, in order (Leaves on Screen Left; Bark on Screen Centre and Fronds 

on Screen Right). The three channels should be viewed via projection through 

three media players or on three large (50-inch) ‘smart’ television sets. Three (full 

HD) screens or projected images, of the same size, should be located as close as 

possible, beside each other in a dark space separated from the rest of the 

exhibition in the gallery. 

 

All the media players or ‘smart’ television sets should be programmed to repeat 

continuously and to start at exactly the same time so that the images and sounds 

on each of the three screens are synchronised. The sound volume from each 

screen should be set at the same level. 

There are three separate stereo channels. If speakers are used, they should be 

arranged in the same order as the screens. Viewers should enter the dark space 

and sit down to watch, in order to fully appreciate the immersive properties of 

the installation. 
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6.4 Digital Photographs  

 

There are three large digital photographic triptychs designed for exhibition with 

the installation.  

 

Triptych One, titled Surrender of the Self, is made up of images depicting  

Oldmeadow’s Leaf Art. In this piece, I have placed the artist himself as a 

component of his own art. He lies in the central panel immersed in a bed of dead 

leaves with his arms outstretched in a pose of “surrender” to the forces of nature. 

On his chest, I have placed a work of leaf art to indicate the flow of “leaf energy” 

through him. On either side of him, I have places a photographic image of his leaf 

art. Like the artist, himself, I have embedded both pieces of art in dead leaves so 

that their labyrinth patterns emerge from the chaos. This is a photographic 

interpretation of the concepts underpinning the Leaf sequence of the 

documentary. The artist surrenders both himself and his creations to Mother 

Nature. They are an offering of deep respect.  

 

Triptych Two, titled Death of the Old Self, is made up of three images of  

Oldmeadow’s Bark Art. In this piece, I have hung two works of Bark Art in a 

forest of Hoop Pine trees. The works of art are metaphoric representations of 

internal organs (guts) of the artist’s old self. They function like voodoo dolls 

hung up in plane view for the community of trees to know that their creator has 

cast off the corruption that once poisoned his being and has been transformed.  
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Triptych Three, titled Birth of the New Self, is made up of three images of  

Oldmeadow’s Frond Art. They represent the germination of the sacred seed 

within the artist. I have placed them on a burnt-out stump of an old tree to 

indicate that new life evolves out of death. They represent the evolution of the 

Self, transformed by the sacrifice of ego. 

 

There is also a series of single photographs depicting works of art exhibited, as 

offerings to nature. Please see Appendix C: Other Materials 
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CHAPTER 7: CONCLUSIONS  

 

The Natural Bridge Project aimed to design a new media art documentary that 

would reconnect urban people with the natural environment. In the research 

phase of the project, I identified two dominant forms of art documentary that 

had evolved over time; a mainstream form that uses invisible fictionalisation for 

commercial gain and an avant-garde form that uses self-reflective authorisation 

for ideological purposes.  

The research found that these dominant forms give priority to the concerns of 

sponsors and filmmakers rather than the concerns of the artist as communicated 

through the art. 

The research sought out an alternative approach to the design of documentaries 

based on the concerns of the artist as communicated through the art. It located a 

content driven form, recommended by the Program for Art on Film (a joint 

venture between the NY Metropolitan Museum of Art and the JP Getty Trust). 

The Natural Bridge Project used findings from the research of the Program for 

Art on Film as a departure point for developing of a working model for digital 

media design. It applied this working model to the production of a 24 minute 

documentary, a set of three web clips, a three-channel art installation and a 

series of digital photographs. 
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7.1 Working-Model Conclusions 

The working model attempted to transform a type of environmental art into 

digital media art within the limits of the content’s aesthetic. In the language of 

digital media, this can best be described as a form of transcoding in which one 

file type is converted into another. All forms of transcoding are imperfect. Each 

visual or sonic element may be altered or become corrupted in some way during 

the process. Images may become blurred and sounds may become distorted. All 

forms of design and production are also subject to human error and to “noise” in 

the communication processes. At best, a documentary on art can only be an 

expression of one art form through another.  

Art is an imaginary construct manifested into a physical one. It has a fictional 

component as well as a factual one. A content driven art documentary interprets 

the internal creative processes of the artist content and documents the physical 

external process of art production. It too is both fictional and non-fictional.  

No artist can fully explain his or her imaginary processes. A digital media artist, 

such as I, can only make a creative interpretation of the imaginary processes of 

an environmental artist. Like a portrait painter, my work is only one of many 

possible renditions of the subject.  I am a mediator between the audience and the 

artist, a transformer, a codec and a filter mechanism corrupted by my own 

imperfections and experience. Because of this, the working model has value. It 

provides a framework and a set of departure points for ongoing action research 

into digital media production, not only for me, but also for others. Most 

importantly, it is not a formula. It is not a road map to some destination. It is a 

vehicle that traverses the terrain of art. Each time it is applied, the design 
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outcomes are different because the design is not fixed. Its form is dependent on 

content. It functions in support of the content adding another level of 

signification in an endless quest that is its own reward. Yet, it is not merely art 

for art’s sake. It is a contribution to education through art. 

7.2 Artist Content Conclusions 

 

In the Natural Bridge Project, celebrity performance was not used to induce 

audience identification with the artist nor was confrontational performance used 

to alienate the audience. The performer was a real artist without acting 

experience whose role was as a mediator between the audience and the art. 

Much of the success or failure of the project rested on his ability to communicate 

with and engage with the audience. Thus, his personality, charisma and 

performance encoding were important elements in the content- driven design.  

 

The content artist in this first pilot study for the Natural Bridge Project was a shy 

and dyslexic person who was uncomfortable with talking on camera. For this 

reason, the potential of his role as mediator was diminished. The final outcome 

of the performance reflects errors in judgment on my part, as director. I should 

have undertaken screen tests prior to recording and I should have developed a 

viable strategy to raise performance level during recording. 

 

The performance outcome of the project reveals that a content driven digital 

media documentary is not only limited within the aesthetic parameters of the 

content artist but also constrained by the limitations of the artist/filmmaker. As 
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mediator between the artist and the audience, the artist/film maker must 

maintain directorial control. Filmmaking is a collaborative process in which 

actor and director play different roles. 

 

7.3 Art Content Conclusions 

 

The art direction in the Natural Bridge Project did not attempt to reconstruct the 

context in which the art was produced nor use obviously faked sets. The 

locations were used by the artist and the studio was a real place. 

 

The ‘art content’ used in the Natural Bridge project honoured the natural 

environment of Australia by resurrecting the remains of dead plants as aesthetic 

forms. Concepts were drawn from the landscape, the plants, and the animals. 

They depicted imaginary labyrinths, maps and surreal creatures composed from 

arrangements, interconnections and juxtapositions of natural detritus into 

symbols for diversity, conservation and evolution that were contemplative, 

meditative and expressive. This reverence for the natural environment inspired 

the filmic concept that Oldmeadow’s completed artworks (those pieces of 

detritus that had been imbued with metaphysical value) could be placed back in 

the environments from where they came as a kind of ‘religious’ offering to 

Mother Nature. 

Using digital media to exhibit the art works in the locations that inspired them 

gave them more power to communicate Oldmeadow’s ideology. The artworks 

became ‘offerings’ placed in a magical ceremonial context rather than decoration 

on the walls of a city gallery. 
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Exhibiting the artworks in the natural environment rather than in a city gallery 

also aimed to inspire city people who saw the digital media project to venture 

out into the bush in an attempt to acquire some of its therapeutic, recreational, 

religious properties. In this way, the content driven working model enhanced the 

meaning and accessibility of the art. 

 

7.4 Script- Design Conclusions 

The Natural Bridge Project did not use a transitive script to achieve resolution or 

closure nor did it use an intransitive script to promote uncertainty. The script 

was cyclical, in a labyrinth pattern.  

The documentary was designed for exhibition in a broadcast, festival, gallery or 

education context. It included three cycles that operated like short dream 

sequences. Connected, they formed a larger cycle that operated within an overall 

cycle. The Prologue began at the river source. Viewers follow the river into the 

pool under the Natural Bridge. The leaf, bark and frond cycles occurr as a set 

memory grabs (dream sequences). Each dream sequence is a repeat pattern that 

follows the river upstream. Then viewers emerged from the pool and followed 

the river back up to its source. 

The three web clips were extracted from the documentary. Each comprised of 

one inner cycle within the outer cycle. That is, the leaf cycle within the bridge 

cycle; the bark cycle within the bridge cycle and the frond cycle within the bridge 
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cycle. The clips did not include narration and were designed for mobile devices 

as a meditative pursuit during city commuting. 

The installation was designed for exhibition in art galleries. It had three vision 

channels and six sound channels. The installation channels were extracted from 

the web clips and re-versioned so that paralleled action occurred simultaneously 

on each of the tree screens. Each of the three cycles was then located via ‘picture 

in picture’ within the images of completed art works so that the art works 

formed a ‘frame’ around the motion pictures. The artwork frames then cycled left 

to right across the three screens producing another visual narrative. 

The central protagonist of the script was characterised as a neophyte pilgrim 

surviving his internal demon nemesis (Minator) within the labyrinth of Mother 

Nature not through violence or conflict but rather by surrendering allegiance to 

the ‘higher’ forces of Nature who supported him. He was not a hero but rather a 

devotee who sacrificed his creative output in return for psychological 

‘protection’ against misfortune. 

 

Unlike the hero in the Judeo-Christian mono-myth, the central protagonist did 

not return from his adventure with a prize or elixir for his tribe. The knowledge 

and contentment that he gained from the artistic process was directed inward. 

Primary cinematic identification was not intended to be an outcome of the script 

design. The design aimed to stimulate each member of the audience to seek an 

individual method to navigate the Labyrinth. 
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The use of description in the script was minimal but the use of connotation was 

pervading and extensive. However, the power of the connotation was offset by 

the absence of on-screen dialogue. This had the effect of distancing the viewer 

from the central protagonist. The limited emotional range of the protagonist 

maintained this distancing effect. The audience was not taken on an emotional 

rollercoaster but rather remained as passive observers.  

 

The repetitive form of the divisible documentary script compounded the 

distancing effect. However, this distancing effect was not apparent in the series 

of web clips and the installation. 

 

As a result of the content driven design of the script, the artwork itself gained 

more importance than the character of the artist. The art work/artistic process 

communicated more to the audience than the artist’s performance did. 

 

7.5 Image-Design Conclusions 

 

This image design was not illusionist nor was the filmic fiction exposed via 

foregrounded cinematography. The vantage points did not privilege the viewer. 

Natural lighting dominated the visual aesthetic. The camera coverage followed 

the natural action. The visual compositions were based on the mathematics of 

nature. The visual transitions points were indicated by the action. The camera 

work gave nature, itself a point of view. The camera movement flowed in keeping 

with the recurring visual motif of the flowing stream. 
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This content driven cinematography was a successful element of the Natural 

Bridge Project. The transformation of environmental art into digital media art 

occurred within the aesthetic parameters of the environmental art. Popular, 

‘successful’, styles of natural history and art documentary cinematography were 

avoided in favour of a style unique to the environmental and art content. If it 

seemed slow to the viewer, it was because the most current styles are fast-paced. 

They have evolved from advances in non-linear editing technology and, through 

consistent exposure, viewers have been conditioned to a reduced attention span. 

This however, produces heightened levels of anxiety that the Natural Bridge 

Project aims to reduce. 

 

7.6 Montage-Design Conclusions 

 

Invisible editing was not used to construct meaning nor was authorship revealed 

through visible editing. The montage attempted to emulate the suture techniques 

of the artist. Meaning was generated at the points of intersection between 

juxtaposed elements. The montage style stitched together overlapping shots in 

repeat patterns to form sequences. Visual effects were used to define trance- like, 

imaginary states that occurred during the creative process. Transitions between 

shots were generally simple joins and dissolves were used to cover segues in the 

same way that the artist used paint to camouflage his stitches. Simple linear 

continuity was used throughout. Pacing was deliberately slow and slow-motion 

effects were used to draw attention to detail. 
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The divisible form of the documentary produced repetition within the montage 

that reduced suspension of disbelief. However, this was overcome in the web 

clips and the installation. The montage design in the installation made a 

significant contribution to multiscreen narrative. The viewer watched three 

different narratives on three different screens but the form and timing of these 

narratives produce a repeat pattern. Each vertical channel has the same form but 

different content. The viewer can read the narrative/s down, across or down and 

across at the same time. The borders, composed of artworks, form another 

narrative component. 

 

7.7 Narration-Design Conclusions  

 

Authoritative narration was not used to establish authenticity but some 

filmmaker narration was used in the Prologue and Epilogue. 

 

In general, vocal performance of the narration was not good. The narration by 

the artist lacked emotional energy and seemed unnatural and distanced rather 

than close and intimate. The influence of so-called New Age teachings produced a 

didactic component that may have seemed outdated to a younger audience. 

 

The structure of the narration followed a repeat pattern. Both interior and 

exterior forms of description were used, together with sustained metaphors. The 

attempt by the filmmaker to articulate the ideology underpinning the project in 

the Prologue may have alienated the target audience by seeming too all-knowing. 

The poetic elements of the narration lacked adequate emotional delivery.  
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In general, the narration used in the documentary was unsuccessful. However, 

no narration is used in the web clips or the Installation so they do not suffer from 

the same short- comings. The absence of narration in the web clips allows for 

individual contemplation. People commuting on trains and buses are able to 

listen to bird sounds while viewing the process of the artist on their mobiles. The 

absence of narration in the installation focuses the viewer’s attention on the 

images while heightening the effect of the combined bird sounds. 

 

7.8 Sound-Design Conclusions 

  

Familiar music was not used to generate emotional recall nor was dissonant 

sound used to generate unease. Natural sounds were used as found objects. All 

the sounds were recorded on location in the environments that inspired the 

artworks. The birds in the environment provided the atmospheric responses of 

an audience. Their songs together with the sounds of the natural elements were 

used as the instruments. The sounds of these natural instruments were ordered 

into compositions that served in support of the emotional arc of the artist. Sound 

effects were used to indicate human intervention in the processes of nature. 

Separate sound mixes were employed for the documentary and the other forms 

of the project. 

 

The use of sound in the installation was particularly innovative. There were 

three separate stereo sound tracks playing simultaneously. The sound of birds 

from each of the locations, together with the natural sounds combined to 
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produce a multilayered soundscape that worked to enhance the immersive 

nature of the installation. 

 

7.9 Studio Work Conclusions 

 

My documentary has significant relevance in an urban social context as a means 

to communicate the psychological benefits of immersion in the natural 

environment. The web clips effectively engage their intended audience by using 

social media as a means to interrogate its own use. The installation represents a 

significant innovation in its genre of practice by synchronously and 

simultaneously screening three narratives with the same structural form but 

with different content. The architecture of the installation provides the viewer 

with the opportunity to “read” a fourth narrative by scanning across the three 

screens. The design of the installation’s sound track allows for three stereo 

channels (six tracks) that generate an immersive sonic environment without 

recourse to complex and expensive 5.1 surround technology. The “picture in 

picture” visual design of the installation allowed the artist’s works to be 

continuously exhibited during the ongoing documentation of his creative 

process.  

 

The digital photographs documented examples of “process” environmental art 

exhibited in the natural environment. When the photographs are exhibited in the 

urban context they generate another order of signification. As photographs, the 

artworks gain permanence and portability thus extending the potential for them 

to communicate to a much wider audience. 
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7.10 Overall Conclusions 

 

This research aimed to answer the question: 

How can a New Media Art Documentary be designed to reconnect urban people 

with the natural environment? 

It found that content driven design produced appropriate documentary forms 

and that, of those forms, digital-media installation was the most innovative and 

successful. 

 

This project identified the significance of environmental art in a time when 

urban dwellers are being separated from the natural environment by excessive 

use of digital technology in the form of social media. Then, it applied the same 

digital media technology that facilitated the problem to a visual arts research 

project that facilitated a solution to the problem. 

 

During the course of the project, the power relations and vested interested 

underpinning the design of both mainstream and oppositional films on art were 

revealed. The ways in which the mainstream formula for the production of films 

on art constructed reality and the ways in which the oppositional formula for the 

production of films on art distorted reality were identified.  

 

The ways in which films on art were designed as propaganda for both the right 

and left wings of politics were identified. By revealing how the motives behind 
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production funding were concealed through design, the project provided an 

opportunity for its audience to reconsider accepted interpretations of digital  

media products. The project threw doubt on existing assumptions regarding the 

purpose of art documentary and presented new insights into the possibilities of 

digital-media installation design as a valid form of documentation.   

 

It extended existing concepts of art documentary design through innovation in 

form by introducing divisible structural design and multi-screen-multi-narrative 

exhibition in a museum/gallery context. It reorganised existing knowledge, 

collated by the Program for Films on Art, into a working model for producing 

new examples of digital-media art documentary. 

 

 Moral issues surrounding the use of the Internet were highlighted and attention 

was focused on the ecological issues related to species diversity, conservation 

and evolution. It used new digital media technology to communicate old 

environmental issues. It applied existing knowledge of single-screen motion- 

picture design to multi-screen motion picture installation design and it turned a 

“classical” form of screen direction for dramatic fiction into a new form of non-

fictional communication. 

 

In summary, this project adapted concepts from film making to fine art and vice 

versa. It transformed one art form into another by designing a working model 

that was a bridge between art forms constructed within aesthetic parameters 

common to both.   
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APPENDIX: A 
 
NATURAL BRIDGE RELEASE SCRIPT 
 
1 EXT GOLD COAST HINTERLAND DAY 
 
A mountain stream flows over rocks in Springbrook National Park 
It gains speed and falls over the edge of the escarpment 
The waterfall cascades down a cliff face clad in rainforest vegetation 
The waterfall plummets through a hole in the roof of a cave and into a dark pool 
A band of sunlight reflects off the surface of the water 
 

PROLOGUE 

2 INT NATURAL BRIDGE CAVE 

The mouth of the cave forms a natural bridge 
Sunlight beams through the hole in the roof of the cave 
It reflects off the surface of the water 
It bounces up onto a cluster of boulders at the edge of the pool 
Abstract patterns of light dance on the cluster of boulders 
Artist, Lae Oldmeadow ponders the sculptural possibilities of a piece of driftwood 
The water falls through a triangle of light emanating from the roof of the cave 
Water drips from the mossy rock ceiling 
Lae Oldmeadow hunts for more driftwood on the dark floor of the cave 
Sunlight reflects off the roof of the cave creating a bridge of light overhead 
 

VO STEPHN FROST   

We are all just flickers of light 
 In the eye of creation 
Simple reflections 
Of our environment 
We spend most of our lives 
Imagining what we might become 
Never feeling content 
With who we are 
We use digital technology 
To surround ourselves 
With a virtual heaven 
But we feel as if      
Our life force is slipping away  
We keep looking for something missing in our lives 
Something just out of reach 
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As our Social Media 
Lead us deeper and deeper into cyberspace 
We worry more and more 
About where we are going 
As we negotiate the pitfalls 
In communicating with others 
Bits of our identity seem to go missing 
We should not forget where we came from 
We were all created in the image of nature 
To find the contentment we seek 
We need to reflect on nature 
We need to return to the natural environment 
Creative art is a bridge 
That can take us there 
It can reconnect us with our inner being 

Lae Oldmeadow picks his way through rocks to the edge of the pool 
He crouches beside the dancing light on the cluster of boulders 
 
Lae Oldmeadow is inspired by nature 
He collects dead things from the eco system 
And gives them new life 
By turning them into works of art 
 
Lae Oldmeadow washes his hands in he pool 
His focus is pulled into the reflection of the light on the surface of the water 
Abstract patterns of light emerge and submerge on the bottom of the pool 
He submerges into the subconscious 
 

PART ONE LEAVES  

3 EXT CURRUMBIN ESTUARY DAY  
 
Abstract patterns of light emerge and submerge on the bottom of a river estuary 
Mangrove trees rich out of the water and up to the sun 
 
TEXT CURRUMBIN ESTUARY 
 
Lae Oldmeadow wanders through the coastal eco system searching for objects 
 
On the ground he discovers a leaf bed of dead Banksia Serrata 
Lae Oldmeadow crouches to collect some 
Carefully he selects a handful of the most interesting brown leaves 
He stands and moves toward a stand of Grass Trees 
 
VO 2 LAE OLDMEADOW 
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My art practice began by chance 
I was walking down to the beach one morning  
When I saw a patch of Banksia leaves on the ground 
One of them stood out from the rest 
It seemed to have unique spots 
Then when I looked closer 
I discovered that each leaf had its own markings 
Unique blemishes created by the exposure to the 
The salt air, the harsh sun, the dry sand 
They were all so beautiful 
That I collected a bunch to take home 
Since then… 
I have collected thousands of Banksia leaves 
And turned them into art  
 
The spines of an ancient Grass Tree sway in the sea breeze 
Lae Oldmeadow sits beneath the tree contemplating the environment 
On the ground, the remains of a dead Grass Tree decay 
Above Banksia cones cluster in branches amongst green leaves 
Nearby a broken branch still holds onto its dead leaves and cones 
Sunlight dances on Lea’s Oldmeadow’s face 
Light glistens on a cluster of new leaves 
 
VO3 LAE OLDMEADOW 
 
In the beginning  
I tried to control the creative process 
But it didn’t work for me 
It wasn’t until 
I actually let go of control 
That the real art began 
Now I take the time to just…be still 
In the present… with my surroundings 
I surrender my will to the environment 
And it stimulates my imagination 
 
 
Lae Oldmeadow flys his mind into the mangrove forest 
His is drawn down to the reflections of light on the surface of the water 
 
4 INT LEAF STUDIO DAY 
 
The image cross dissolves to an array of Banksia Serrata leaves 
Lae Oldmeadow is in his studio 
He carefully positions leaves in a work of art 
He concentrates on the object he is creating 
Other art works hang on the studio walls around 
 
VO4 LAE OLDMEADOW 
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I’ve arranged these leaves to expand outward 
From the centre of the art work 
To create a kind of symbolic nest 
 
In the centre of this nest,  
I’ve placed a Banksia Serrata seed 
For me, this tiny seed is sacred 
Because it represents 
The seen and unseen forces of nature 
It contains a natural intelligence- 
A blueprint for life 
Over time, 
The environment will release the intelligence 
Contained in the seed 
And it will grow into a magnificent tree 
 
Lae Oldmeadow completes the border of a Mandala of Leaves 
He stands back to observe his creation 
 
5 EXT CURRUMBIN ESTUARY DAY 
 
The Mandala of Leaves moves through the coastal eco system 
Lea Oldmeadow carries it through the stand of Grass Trees 
He identifies the ancient Grass Tree where his idea was born 
Banksia Serrata trees look down from above 
 
VO5 LAE OLDMEADOW 
 
The narrow leaves of the Banksia Serratia Trees 
Can withstand gale force winds from the sea 
Their tough bark can resist raging bush fires from the inland 
Their deep roots store energy underground   
So they can regenerate themselves 
After the devastation of severe climatic events 
Their exquisite flowering cones  
Feed native animals 
And rare birds… 
Who spread their tiny seeds along the coast 
 
Lae Oldmeadow carefully places the Leaf Mandala on a bed of dead leaves 
Lae Oldmeadow stands back to observe the presence of the Mandala in its natural 
environment 
 
VO 6 LAE OLDMEADOW 
  
In a way… 
I am like a leaf from a Banksia tree 
When I was young and green 
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I thought I was immortal 
But the winds of fate broke me  
And I crashed to earth 
I was burnt by harsh experience 
And left with only my inner strength to rely on 
But over time 
I came to accept the death of my old self  
And nature began to restore me 
Now that I am strong again 
I make art to show my gratitude to the natural environment 
 
The object sits in perfect harmony  
Lae Oldmeadow is well pleased 
His art work is an offering to nature 
It symbolises man’s gratitude for what nature can teach us 
 

PART TWO BARK 
 
6 EXT CREEK BANK DAY 
 
The image cross dissolves 
A stand of Hoop Pines is reflected on the surface of a hinterland stream 
 
TEXT CURRUMBIN CREEK 
 
The Hoop Pins stand tall and majestic 
Bark is split down the length of a Lightning Struck Tree 
A handsome young companion tree imagines the agony of such a great wound 
Lea Oldmeadow looks up into its branches sensing its concern 
He turns away to discover a mighty Hoop Pine fallen to the forest floor 
He considers the potential of its resilient bark 
He tears a large sheet from the dead tree trunk 
He collects other pieces of interest 
 
VO 7 LAE OLDMEADOW 
 
This dead tree is feeding thousands of insects 
When they have broken it down into humus 
It will feed hundreds of young plants 
We humans don’t contribute much to the community of living things 
We generally create problems for the ecosystem to solve 
We have destroyed so many native plants and animals 
That the nature is struggling to support life 
I was taught to believe 
That humans are somehow superior to nature 
But working in the natural environment has helped me realize  
That this is wrong 
We are not apart from nature 
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We are a part of it 
The trees are… our ancient ancestors 
We should respect 
And conserve them 
 
Lae Oldmeadow  gathers the bark pieces and moves off toward the creek 
 
7 EXT CREEK DAY 
 
Lae Oldmeadow picks his way along the rocks at the edge of the creek 
He bends down and flicks water up onto the surface of the bark he carries 
 
The texture on the inside of the bark glistens in the sunlight 
Lae Oldmeadow contemplates its aesthetic potential 
He moves on 
 
VO 8 LAE OLDMEADOW  
 
I value the wisdom of the ancient Hoop Pine Trees 
To me they represent the interconnectedness of all living things 
Hoop Pines have a unique skin 
That is made up of many layers 
Just like ours 
The young skin is bright golden  
Reflecting the light of the sun 
The old skin is dark black 
And scarred by the battles to survive 
When the tree dies 
The ecosystem breaks the wood down…  
Then nature recycles it… in another form 
But the bark is preserved in the shape of a hoop 
To reminds us 
That death is only a stage  
In a cycle of transformation 
 
Lae Oldmeadow follows the course of the stream until he finds a log 
Lae Oldmeadow sits upon the log to meditate 
Abstract images of surrounding trees are reflected off the surface of the water 
 
VO 9 LAE OLDMEADOW 
 
When ever I stop to reflect on my surroundings 
The natural elements enhance my perception 
And I gain a sense of being part of every thing around me 
I become immersed in the environment 
And ideas begin to flow… 
 
Lae Oldmeadow’s mind is pulled beneath the surface of the water 
There he imagines a giant protective cloak of Hoop Pine bark 
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8 INT BARK STUDIO DAY 
 
Lae Oldmeadow is in his studio 
He pushes a needle through Hoop Pine bark 
Metal pliers pull the needle through 
Lae Oldmeadow sews a ring of bark to adorn the Bark Cloak 
Other bark objects surround him 
Trees outside observe the artist’s dedication 
   
VO 10 LAE OLDMEADOW 
 
Hoop Pine bark is like an ancient landscape 
You can discover the history of geological events 
In the texture of its surface 
I cut pieces of the bark into sections 
That each tell a story 
Then I sew them together 
Into fields, valleys and mountains 
 
Each day 
As sunlight moves across this art scape 
New combinations of texture are revealed 
And new stories are generated  
In this way 
The meaning of the artwork is always changing 

 
9 EXT CREEK BANK DAY 
 
The completed Bark Cloak hangs on the Lightening Struck Tree 
Lae Oldmeadow carefully arranges it 
He stands back to consider the outcome of his endeavour 
The Lightening Struck Tree reaches proudly into the sky 
Lae Oldmeadow is well pleased  
His Bark Cloak is a symbol of man’s responsibility to conserve nature 
 
VO 11 LAE OLDMEADOW 
 
This ancient Hoop Pine has been around and seen a lot more than I have 
It’s got a lot more wisdom inside of it than I’ll ever have 
I love the sculptural aspect of this tree… hit by lightening 
It is still alive… but struggling 
It’s determination to live moves me greatly 
Making a new skin for its open wound 
Seems like the right way to show my respect  
 

PART THREE-FRONDS 
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10 EXT HINTERLAND STREAM AND BANK DAY  
 
The image cross dissolves 
Palm Trees are reflected on the surface of a brook 
Lae Oldmeadow picks his way along the edge of the brook 
At the water’s edge a stand of Palm Trees reaches up to the sun 
Under the palm canopy fallen dead fronds hang caught in the trees 
Lae Oldmeadow selects a palm frond close to the ground 
He breaks it in two and carries one part away 
 
VO 12 LAE OLDMEADOW 
 
I used to live in the city 
And play a role in mainstream society 
But I was unhappy 
My belief system wasn’t working for me 
Finally, I realized it was just an illusion based on fear 
I stepped outside that illusion 
And all of a sudden I saw the world with new eyes 
I think a whole lot of people would see a fallen palm frond 
As something they’d have to get rid of 
To throw in the mulch heap or take to the dump 
But I see it differently 
 
11 EXT STREAM DAY 
 
Lae Oldmeadow sits beneath a tree at the bank of the brook 
He carefully examines the texture of striations on the palm frond 
 
VO 13 LAE OLDMEADOW 
 
The base of the Piggabeen frond 
Is fibrous and waterproof 
Perfect for transporting food and water 
Indigeous people once used it 
To make carrying vessels called Pikki 
For me it is a vessel full of potential ideas 
 
The sound of the wind in the palm fronds above draws his attention 
The fronds reveal that a storm is brewing 
Raindrops begin to bounce off young fronds 
Rain falls onto the surface of the brook 
Lae Oldmeadow’s gaze is pulled into the abstract patterns beneath the water 
Beneath the surface of the water he imagines a creature constructed from fronds 
 
VO 14 LAE OLDMEADOW 
 
I let go of any pre conceptions I might have about the material 
I treat each frond as a newly found object 
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As if I was discovering it for the very first time 
Seeing it with the eyes of a child 
Then I follow its call… 
Into an imaginary world 
 
12 INT FROND STUDIO DAY 
 
Lae Oldmeadow is in his studio 
The Frond Creature lies on Lae Oldmeadow’s workbench 
He carefully places a frond scale into its hybrid body 
The scales form a spiral pattern emanating from its solar plexus 
Lae Oldmeadow uses scissors to cut out more scales 
He carefully shapes them and selects individuals to fit 
 
VO 15 LAE OLDMEADOW 
 
I imagined a hybrid creature 
Made from palm fronds 
But with the capacity to twist around a tree, like a vine  
I believe 
That natural forms are created 
By free moving force 
Interlocked into patterns 
That operate as a unity 
The spiral is a re-occurring pattern in nature 
It is a symbol for the force of evolution 
 So I have interlocked each component of my creature 
Into a spiral pattern 
To signify natures potential for transmutation 
I don’t allow my artwork 
To be restrained by rational concerns 
I deconstruct found materials  
And select active elements 
Then I use free association 
To connect the conventionally unconnected 
 
13 EXT STREAM BANK DAY 
 
A large frond hangs over a tree in the palm forest 
Lae Oldmeadow carefully lifts the Frond Creature out of his carry bag 
He places it gently in dappled sunlight on a branch of a fallen tree 
He stands back to consider the artwork in its natural environment 
 
VO 16 LAE OLDMEADOW 
 
When I finish a work of art and step back from it and say 
 Did I really do that? 
 It’s a sign for me that I have let go 
 And another energy has been working through me 
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 And that’s a good feeling 
 

EPILOGUE  
 
14 INT NATURAL BRIDGE CAVE 
 
Sunlight reflects off the bottom of the pool in the cave of the Natural Bridge 
Lae Oldmeadow emerges from his subconscious state 
Abstract patterns reflect off the surface of the water 
Water falls through a triangle of sunlight into the pool 
Lae Oldmeadow sits alone in the cave of the Natural Bridge 
He gazes across the surface of the water and up into the waterfall 
The falling water abstracts into icicles of moving light 
Camera zooms in on Oldmeadow sitting at the pool 
 
VO 17 LAE OLDMEADOW 
 
The language of the earth is planted in my consciousness 
I have a passion to share this language through my art 
But as an artist I just plant seeds in people’s minds  
What grows from those seeds is up to them 
 
He reintegrates by going backward 
The first idea of a projection of itself 
The face to face  
The animating wheel 
 
EPILOGUE VO STEPHEN FROST 
 
A work of art 
Can have a different meaning… for each person 
It is a gift 
That can give purpose to life 
Natural Bridge is not any one place 
It is a state of mind 
A way of thinking that communicates through art 
It is a way to find contentment 
With who we are 
 
Amongst the icicles of light images of Lae Oldmeadow’s art emerge and submerge 
Ten masterpieces inspired by the Natural Bridge 
Each one pays homage to nature 
Each one connects us to our source 
 
15 EXT GOLD COAST HINTERLAND 
 
The camera pans up the waterfall to the top of the escarpment 
From the top of the escarpment Gold Coast City is seen in the distance 
Abstract patterns of sunlight move across the hinterland 
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END  
APPENDIX: B 
 
 
 SYNPOSES 
 
Sentence Synopsis 
 
An artist finds contentment by collecting dead things from the natural environment 
and giving them new life by turning them into works of art. 
 
Paragraph Synopsis 
 
An artist surrenders himself to the unseen forces of nature. 
His consciousness submerges in the holy water of primordial memory. 
Elemental spirits guide him on a pilgrimage back to the source of his inspiration. 
He collects dead leaves, bark and fronds and quickens them back into life by 
transforming them into works of art. 
He sacrifices the works of art to the elements of nature as an offering of his respect 
and, in return, mother earth blesses him with contentment. 
 
Page Synopsis 
 
Artist, Lae Oldmeadow is inspired by nature. He collects dead things from the eco- 
system and gives them new life by turning them into works of art. 
Then, he offers them back to nature as a sign of his respect. 
 
Natural Bridge is the story of his pilgrimage to find self-realization through 
environmental art. 
 
He surrenders his mind to the unseen forces of nature and the spirits of water guide 
him on a pilgrimage back to the source of his inspiration. 
 
In the diverse ecosystem of the river estuary, the spirits of the air reveal to him 
natures blue print for life. He aligns thousands of individual Banksia leaves into 
trails that form labyrinths that our eyes must follow on a quest for tiny seeds that 
hold the potential to become magnificent native trees. 
 
Lae Oldmeadow’s leaf art speaks to us of wisdom and resilience. 
To survive the harsh experiences of life, we must draw on our inner strength and 
accept change in order to restore ourselves. 
 
In an ancient river valley, the spirits of the earth reveal to him the interconnected 
ness of all living things. He collects bark from many Hoop Pine trees. He cuts it into 
hundreds of sections that each tells a story about part of a tree’s life experience. 
Then, he sews them together to create a new skin, of interconnected parts, that tells 
a new story from every angle you look at it.  
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Lae Oldmeadow’s bark art reminds us that all living things are interconnected. We 
are a part of nature not apart from it. We must respect the trees, for they are our 
ancient ancestors. 
In the evolving ecosystem of a highland stream, the spirits of the sun reveal to him 
why the upward growth of Piggabeen Palms is not restrained by any law of nature.  
He deconstructs dead palm fronds and selects active elements of them. Then, he 
uses free association to connect pieces that would be conventionally unconnected. 
 
The hybrid creatures he creates signify natures potential for transmutation. 
They remind us not to be restrained by fixed beliefs, to be open minded, to see with 
the eyes of a child, so that a work of art can have a different meaning for each one 
of us.  
 
Finally, Lae Oldmeadow returns to the Natural Bridge, the source of his inspiration. 
But the Natural Bridge is not any one place. It is a state of mind, a way of thinking 
that communicates through art. It is a way to find contentment with who we are. 
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APPENDIX C: OTHER MATERIALS 
 
 
DIGITAL MEDIA DOCUMENTARY 
 
MPG4 FILE-BRIDGE DOCO 
 
DIGITAL MEDIA WEB CLIPS 
 
MPG4 FILES- LEAFCLIP; BARKCLIP; FRONDCLIP  
 
DIGITAL MEDIA INSTALLATION 
 
MPG4 FILES-BRIDGEINST-LEFT; BRIDGEINST-CENTRE; BRIDGEINST- RIGHT 
 
DIGITAL PHOTOGRAPHS 
 
Triptych-One –Surrender of the Self 
 
Triptych-Two-Death of the Old Self 
 
Triptych-Three- Birth of the New Self 
 
IMG 3336 CLIMBING ROOT 
IMG 9859 FLYING VINE 
IMG 3326 FROND CRYSTLAS 
IMG 3419 DARK SEED 
IMG 304 DARK PROBOSCUS 
IMG 3245 HOOP TORSO 
IMG 3138 HOOP LIMB 
IMG 3266 HOOP FOETUS 
IMG 3252 HOOP PRINT 
IMG 3229 BARK COLON 
IMG 3235 BARK TRIP 
IMG 3375 MATING GAME 
IMG 9838 v3 INNERSELF 
 
 
 
 
 

 

 



 127 

 

 


