
 
 
 
 
 
 
 
 
 
 
The direction of Anton Hasell’s studio research 
practice 
 
It is useful, for me as an artist, to lay out my professional practice’s research interests. 
 
My creativity is underpinned by a curiosity and inventiveness responding to the world I find 
myself in. In our digital age, this energy happily resonates with emerging technologies that 
offer amazing opportunities to manifest ideas from our imagination. Working collaboratively 
with those local industries using digital tools to compete in the international marketplace 
opens up new possibilities for the development of my work. 
 
I see fantastic opportunity working collaboratively with educational institutions, industry 
and government to connect the wider community to a future of optimism and energy. 
Connected communities become ‘Creative Hubs’ able to embrace both the challenges and 
the opportunities of globalization.   
 
Responding to international opportunity has allowed me to complete the design, casting 
and tuning of 10 new, never before heard, digitally designed musical bells for the Longnow 
Foundation’s project: the 10,000 year clock. This visionary and ambitious project is being 
built inside a mountain in Texas (www.longnow.org). I have also been invited to exhibit 
bells developed from my research into ancient Chinese elliptical bells at the Chengdu 
Museum in China.  
 
I have productive working relationships with central Victorian companies including the 
Australian Turntable Company, Kattlegear Australia, Onlinelaser Bendigo, Keech 
stainless steel foundry and 3D printing at Patternmakers and Billmans Foundry.  
 
The driving theme underpinning my studio practice, with intensity and a particular direction 
since 1994, has been to find ways, through images and objects, that we might diminish the 
fearful mystery and misapprehensions we hold about the still ‘foreign’ landscape we find 
ourselves in. I left Melbourne for life in the regional Victorian countryside in 1989. Ours is a 
strange and, even now, unfamiliar land we non-indigenous community members share, so 
we crowd the coastal areas and plant European gardens around our houses to shield out 
the darker, harder to grasp, rhythms and patterns of the Australian countryside. My self-
given task as an artist is to tune into the resonant frequencies of the landscape I know and 
manifest ambient vistas, both sonic and visual, in ways that help me, (and us), tune into 
our country.  
 
I want to connect with the fundamental, and I expect, fulfilling experience of being a natural 
element and part of the landscape and stop living like an emigre on the continent.  
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This program of enquiry has 
developed in three parts. I am currently working in the third part. The first part’s task was 
to devise a metaphorical method to let all of us see the country with fresh eyes, as if for 
the first time. The second part was to follow the example of Ludwig Leichhardt and to 
encourage our leaving the coastal hinterland and travel to the interior. The third, and I think 
final part, asks the question, how can we sustainably live in our country, that is, how are 
we to live in tune with our country? I will include pictures of some of the works from each 
part of my enquiry over the last 21 years of my practice.   
 
My current research is making a study of naturally occurring patterns; of the shifting 
distribution of birds on bodies of water, the ratios of rocks and tree arrays in their 
placement on the ground as well as the rhythmical swirls of water flows coursing through 
creeks. Patterns that I suspect might be read as a kind of ‘sheet music’, so that we can 
penetrate the surface and appearance of things to really ‘sight-read’ (site-read), or 
otherwise sense, feel and hear the orchestral truth of our Australian experience, that we 
belong to it, not it to us, and that we serve its song-line needs rather than have it serve 
those tuneless needs of our own.  
 
After Marcel Duchamp, contemporary artists might understand their studio practices as 
laboratories of ideas and practices of investigation rather than as, in the ‘atelier’ model, 
factories for the manufacture of aesthetic images and objects for sale to collectors. I am 
committed to a professional studio practice founded in experimentation and invention that 
seeks a coherent insight into the Australian experience. My sculpture, sound-sculpture, 
prints and paintings, and their overlapping forms and imagery are presented in exhibitions 
as results from my investigations, and I get very excited to visit the exhibitions of others 
who share the fruit of their research with the rest of us in our community.  
 
1994 - 2004  (To ‘see’ Australia for the first time) 
The overlapping and circular nature of idea development makes dating periods nominal, 
but the first body of my work to explore the proposition that we needed fresh eyes to see 
our landscapes began in 1994. I imagined fishing trawlers leaving Port Lincoln with 
citizens on board bound for the Great Southern Ocean. I made a group of life sized diving 
suits to be used to lower people into the freezing and darkening sea to a depth at which  
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could still just feel their bones, and so 
embrace the reality of their mortality. 
We could live in the moment, become present, and so when pulled back up into the light, 
we might be ‘born again’ upon the trawler deck. Taken back to Port Lincoln, surely we 
would feel the eucalypt’s strange indifference to our presence and ‘see’ that this is a 
country not scaled to human occupation, but instead, operating at orders of magnitude 
beyond the suburban dream. We would tune into the ‘resonant frequency’ of the country, 
and resist urges to shape the landscape to those imported tunes and clichés fashioned for 
places beyond our shores. I made many prints and sculptures, including the very first bells, 
developing this theme in my studio. I still have 2 of the three diving suits I made.  
 
The small diving bell-sculptures, as bells, became more highly developed through a 
commission for the centenary of Vision Australia in 1995 using computer software to 
design bells. Greater technical control of bell design became possible through the 
‘Federation Bells Carillon’ project at Birrarung Marr Park making the invention of the 
Harmonic bell design possible, the world’s most musically tuned bell design. Here was a 
never-heard-before bell invented in Australia, whose pure tone joins the ambient 
resonance of the bullroar and cockatoo-squawk soundscaping of our country.  
 
 
2004 - 2012 (To leave the coast and travel inland) 
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The ‘Tilly Aston Bell’ commission 1995 in 
Kings Domain, Melbourne, to celebrate the 
centenary of Vision Australia. Three 
computer designed bells operated by 3 
movement sensors in the base of the 
sculpture. Developed from the 
Armageddon Bells made between 1993 
and 1995. 



Whilst I made a number of cast bronze Leichhardt ‘Navigation Instruments’ sculptures 
before 1996, I made a more focused body of work in preparation for an exhibition at Judith 
Pugh’s Gallery in 2006. I examined the cause of failure in Leichhardt’s journeys, and made 
a set of computer designed, laser cut specialized ‘navigational instruments’ much better 
suited to Australian exploration conditions than the European compass, sextant, and set 
square he actually took with him. In 1848 he set out to cross the continent and to find the 
inland sea. This is a journey we all need, in some way or form, to make, leaving our 
comfort zone along the coastal strip of the continent. So flat is this ancient landscape that 
the pictorial imagery of Glover, Streeton, even Von Guerard, evokes only a faint, 
illusionary sense of its mystery, very like the squatter needing to have his land-claims 
painted to really control it. Mapping Australia, for Leichhardt, (and I suggest for us all) 
required that he take along copper sheets with which to beat upon the anvil desert earth 
and so capture a braille landscape, one far more subtle to the touch than to the eye. 
  
Maps shaped to contours also took impressions and marks of an ancient and continuing 
occupation of the country. I began making copper and brass sheet ‘maps’ of the landscape 
around Warrnambool, whose geography my youth is sewn into. These kinds of landscape 
markings better connect with the shape of our country than pictorial depiction, and whist 
without the sophistication of indigenous artmaking, does move in a like direction, of 
seeking patterns that resonate within country. 
 
 I made lasercut stainless steel relief prints of Leichhardt in a resonant landscape and 
made bells whose surfaces were modelled landscapes. But the journey inland was always 
shadowed by the really big question of how we could ever manage to actually live there. 
 
How could we live in outback Australia beyond the simple economic models of vast cattle 
farms, mineral mining and other schemes of exploitation. How could we live in tune with 
the hugeness of the land and sky or its worn ancientness of space? 
 
In preparing for an exhibition titled ‘Warrnambool’ at the Stockroom Gallery, Kyneton, in 
2013 I considered the flowing Merri and Hopkins Rivers that empty into the sea at 
Warnambool and wondered if I could play with the patterns of flow to suggest an 
underlying rhythm, a kind of infrasound frequency that beat at the heart of the experience 
of being in Warnambool. The pounding of waves on the beach at Ladybay and the  
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shimmering flowing waters from the rivers into the sea on that wonderful coast makes a 
beating music you can feel better than hear out at the end of the Warrnambool pier. If you 
choose to listen. Be there. Perhaps listening for similar patterns were transferable activities 
for other parts of the continent? 
 
2012 - current  (To live in tune with country) 
I made many works on Tower Hill and Killarney Beach trying to play with the patterns of 
water-bird distribution and mapping the black swan array on Pertobe Lake next to the 
Warrnambool foreshore. If only we could properly interpret the sheet music composed in 
the distributions of rocks, birds and trees within the landscape, we must come then at the 
underlying sonorous chords that tune us to our country’s music, and be home at last.  
 
Making these kinds of sculptures and sound-sculptures is deeply satisfying, in part through 
feeling in better sync with a place, but also, experiencing the simple joy of coming into 
country to which I belong. Growing that sensibility of belonging seems to me to be at the 
core of how we can live sustainably and sensitively in tune with Australia. I seek the 
patterns and rhythms to which I can find a resonance with where I live and this can be in 
the form of imagery and in the sounds my invented instruments generate. My work on 
sophisticated bell design where ever these projects happen in the world, are an equal part 
with my studio making of brass panels, printmaking and casting bronze sculpture. Each 
new bell I invent through Australian Bell is a new, never heard before sound that has been 
first made, sounded and heard in the Mia Mia landscape, long before it sings across the 
planet.  
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2013  

  

  



 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

 
 

These are particularly and especially Australian sounds that resonate within and contribute 
to the ambient sound-fields of built environments, urban spaces and rural vistas and are 
being generated around each one of us all the time.  
 
In every exhibition of my work I have tried to excite the audience and to get them to share 
in my excitement of the quest that each particular exhibition explores. In 1997 I exhibited 
at the GoGo Gallery in Northcote where every wall panel and free standing sculpture was 
connected to LPG gas and had open flames coming from them. There were burning seas 
upon which small bronze boats floated and a bronze figure holding a rat on fire amongst 
other flaming works. In 2011 at Woodbine Gallery in Malmsbury, I filled the space with 
copper and brass panels shaped into concave discs as ‘sound paintings’, where you could 
stand before each panel and speak into the disc and hear its echo call back to you. this 
work was driven by the idea of calling out aboriginal place names into the landscape, and 
to hear back something becoming lost to our ears. I whispered “warrnambool” into the 
Tower Hill bowl panel, and that ancient word reflected back into my ear. The same thing 
happens standing on the volcano’s rim, and an inkling of very distant time reverberates 
within the echo of “warrnambool”. Passionate and heart-felt quests are at the center of an 
artist’s life. There is an operating level of intensity in a practice below which, I have 
noticed, the work of an artist becomes disappointing to their fellow artists.  
 
Public-Space artwork 
In my public-space projects I want to create site architectures that enable and encourage 
people in the community to share their creativity with one another. The Federation Bells 
Carillon Installation at Birrarung Marr Park Melbourne is the prototype of this approach to 
public-space design (anyone can compose for the Federation Bells Carillon through 
downloading a phone app or at www. federationbells.com.au). This is a vision for public-
space installation that is accessible, participatory and interactive and so allowing shared  
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Tower Hill Flow, Brass & Patina 2014 
‘Warrnambool’ Stockroom Exhibition Kyneton 2013 

Catchment, sound painting, copper sheet, patina 
and oil paint 2011 

Hopkins Falls, brass & patina 2013 

Mouth of the Hopkins & Killarney Beach, copper & patina 2013 



playful and creatively rich experiences between community members. Such sites offer 
renewable site experiences (such as new musical composition) and changing site 
possibilities over time. Unlike most public art, these sites of play grow and change over 
time, rather than mark the date at which they were installed. 
 
My Ph.D. Thesis ‘Multi-sensory sites of Experience: Public Art Practice in a Secular 
Society’ (RMIT University 2002) outlines this philosophy for a new kind of public art that 
countervails the individualism so necessary for our market-based, democratic and secular 
societies to function, but risking the loss of those feelings for the communal that underpins 
community feelings of wellbeing.  
 
It is my greater hope that this kind of investigation, of tuning into our country and of 
building joyful sites of shared creative play (for all ages), might help inform us about the 
kind of society needed to find a sustainable harmony with the planet we are so crowded 
upon.  
 

 
             

‘The Maps of Leichhardt’ exhibition VAC Bendigo 
2010. Navigational instruments and copper sheet 
maps of the Australian landscape 


