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The History of the  
Austrian Sculpture Park

The origins of the Austrian Sculpture Park can be traced back to the 
ambitious aspirations of Emil Breisach. The former director of the ORF 
regional studio in Styria wanted to establish a venue dedicated to con-
temporary sculpture outside of museums, and so in 1981 began to show 
works of art in the grounds of the ORF studio. This then evolved into the 
idea of positioning Austrian sculpture within an international context 
while opening up a space of encounter for viewers.

In 2000, the prominent Swiss landscape architect Dieter Kienast created 
a seven-hectare area as a setting for the International Garden Show, 
situated just seven kilometres to the south of Graz. Following the show, 
it became clear that this landscaped site offered the ideal location for an 
extensive sculpture park.

The Austrian Sculpture Park Private Foundation was set up in coopera-
tion with the construction group PORR GmbH and the Province of Styria. 
With a concept devised by Peter Weibel, the basis for an international 
sculpture park was developed and then presented to the general public 
in 2003.

In 2007, in consultation with the Province of Styria, the private 
foundation initiated the takeover of its operation by the Landesmuseum 
(since 2009 the Universalmuseum Joanneum). This was with the aim 
of protecting the park, which at that time held 57 sculptures, while 
integrating it into a well-founded scientific and wide-ranging art and 
cultural context – and also to attract an even wider public.

Today there are 77 works installed in the park. In addition to the 
expansion of the collection and an accompanying academic discourse, 
the Austrian Sculpture Park now offers a broad range of educational 
activities, special guided tours and also an array of special events. 
At the same time, the setting offers a unique atmosphere to cultural 
organisers, companies with a cultural interest and private individuals for 
hosting events, receptions and presentations.

Elisabeth Fiedler
Head of the Austrian Sculpture Park



The Essence of the 
Austrian Sculpture Park 

When sculpture and nature come together, they react and interact. 
They become interdependent in a relationship that tells an ever-chang-
ing story over time. A garden represents nature shaped by humans: at 
the Austrian Sculpture Park, we are specifically invited to enter into a 
dialogue with sculptures that have been placed in the landscape. We 
encounter a range of contemporary sculpture—from abstract artworks 
through to found and condensed objects. Some of the works incorporate 
light, shadow, water or air, while some evolve and grow or even interact 
with us.

Two interlinked sections of the park 

The Berggarten (Alpine Garden) was once part of a gravel quarry, 
which has now been transformed into bathing lakes and a large leisure 
complex. Landscape architect Dieter Kienast framed the park with a 
four-metre-high grassy embankment, which acts as a protective enclo-
sure. Here we enter an extraordinary and unique terrain, where we find 
grass pyramids contouring the landscape, a geometric pond covered 
with water lilies and a café that can be used for special occasions, cherry 
trees, beds of lavender and lawns edged with bamboo. New perspectives 
and views open up, together with playful shifts between expansiveness 
and seclusion. Special plants such as lady’s mantle, hyacinths, daffodils, 
tulips and a lime tree deepen our perception of the surroundings with 
their fragrant scents and ever-changing colours.

In the Fasangarten (Pheasant Garden), Kienast draws on the history of 
horticultural art since antiquity and—while also reflecting the minimal-
ism of the 1960s—stages distinct garden spaces. Surrounded by high 
beech hedges, a unique lotus blossom pond with a contemplative island 
unfolds as a reference to ancient Egyptian garden design. At its centre, 
we can pause and immerse ourselves in the experience of art and nature 
while sitting on Peter Kogler’s furniture sculpture (no. 69 in the guide), 
which surrounds the trunk of a tree.

This section is followed by a tapering stairway construction, Himmels
treppe (stairway to heaven)—a reference both to our connection with 
realms beyond the Earth, and the effect of the invention of central per-
spective in the Renaissance. Here we find sculptures that arose from ex-
amination of the human body, of physical variability, and that shift and 
change in perspective. We then come across a mysterious hidden grassy 
slope, where one could imagine ancient woodland deities living. A mirror 
reflects the enveloping image of the sky and shows us as creatures in 
the plural universe. The yew hedges here have been clipped into figures 
that make us think of cloud formations, creating an association with the 
Baroque period. In their midst stands the oldest sculpture in the park, 
Atlantis by Herbert Boeckl from 1940/44 (1). 

In the rose and shrubbery garden, which reflects the French garden 
style, a bronze waterfall by Bryan Hunt (8) transports us to a state of 
both stillness and dynamic movement at the same time, while a huge 
metal rose blossom by Rudi Molacek (35) explores themes of transfor-
mation in and between nature and technology. Finally, an extensive 
grassy landscape with extraordinary magnolias is followed by a maze—
one of the oldest motifs in cultural history.

Diversity of forms

With over 75 permanent and annually changing temporary artworks 
positioned throughout the park, the history of sculpture since clas-
sical modernism is showcased, mediated and further evolved. Classic 
materials including stone, bronze and marble are used here alongside 
concrete, glass, plastic, polystyrene, mirrors, steel, scrap parts and 
even cotton wool. The range of forms extends from anthropomorphic 
sculpture through to furniture sculpture, with its integration into the 
working world, and also encompasses conceptual, computer-generated 
and language-based works. 

Heimo Zobernig’s (48) highly visible sculpture stands immediately 
next to the first grassy pyramid in the park. Industrially manufactured 
concrete construction rings, stacked one on top of the other in a tower, 
investigate the relationship between art, people and the environment in 
a clear statement.

Fritz Wotruba (6) releases and expands the human figure into spa-
tial-abstract dimensions, while Thomas Stimm’s Terranian Platform (47) 
creates an assembly point for the Earth. Franz West and Otto Zitko’s 
Who is Who (23) shows an imaginary, open plane of dialogue. Works 
by Heinz Gappmayr (39), Ingeborg Strobl (17) and Plamen Dejanoff (73) 
demonstrate that language and writing can also be sculpture.

Fat House (74) and Fat Car (36) by Erwin Wurm examine our society and 
reinterpret their surroundings, so that a meadow becomes a private 
garden or a street. Nancy Rubins’ sculpture made from aeroplane parts 
makes us think of an airfield (43), and Michael Schuster’s Betonboot (con-
crete boat, 45) transforms the ground into waves, while Hans Hollein’s 
Goldenes Kalb (golden calf, 66) turns pedestal blocks into railway tracks. 
Yoko Ono’s crosses (57) are reminiscent of Golgotha, and Asoziale Tochter 
(anti-social daughter, 51) by Tobias Rehberger explores its surroundings as 
a social network. Peter Weibel, on the other hand, uses Die Erdkugel als 
Koffer (the globe as a suitcase, 54) to relativise and clarify our relation-
ship with the world as both a global and analogue-digital problem. 

Our experience and sculpture in its self-understanding of the trans-
formation of time and space are explored and thematised in a range 
of different materials, strategies, and self-transforming or interactive 
exhibits, as are social, scientific and economic issues. Tanzende Bäume 
(dancing trees) by Timm Ulrichs (63) interrupts and disrupts our idea of 
the immutability of existing nature. Mario Terzic (64) makes an ark grow 
from living trees (Arche aus lebenden Bäumen), while Bernhard Leitner’s 
(71) circle of aspen trees opens up the rigid structure of the concert hall. 
Werner Reiterer (52) destabilises the principle of sculpture’s assumed 
immutability in the playful and enigmatic form of an enormous magenta 
balloon. Like a Sisyphean task, over and over again the balloon is inflat-
ed, only to collapse in on itself with a loud whistle. 

Water, wind, shadow and light are also sculptural elements—examples 
of this can be clearly seen in Jeppe Hein’s interactive fountain with the 
self-ironic title Did I miss something? (37), Oswald Oberhuber’s Korb 
(basket, 15) and Giuseppe Uncini’s Unità Cellulare (61). 

Fritz Hartlauer (9) explores cells, their structures and growth, Jörg Schlick 
(44) considers the discovery of the genome, Hartmut Skerbisch (46, 58) 
the structure of our world and Hans Kupelwieser (38) the conditions of 
chance. Wolfgang Becksteiner (65) reflects on economic mechanisms, 
Matt Mullican (41) on architectural, logistic and symbolic systems.



A dynamic dialogue between art and nature

Every year, projects by Artists in Residence that are also performative 
or self-dissolving, that inscribe themselves in nature, offer networking 
strategies and extensions of the concept of sculpture can be seen and 
experienced for a limited period of time.

Reflections about content apply to interest in the development of art as 
sculpture, in ecological, economic and social problems, democratic and 
political considerations and their significance. The dialogue between 
location, viewer and sculpture is intended to visualise all of these 
considerations in many different ways. The aim is to make statements 
not just about art, but also about ourselves and society, its conflicts and 
dreams, and to create spaces for encounters.

Hence, the Austrian Sculpture Park serves as a platform that expands 
the process of dialogue between art, human and nature, and also the 
horizon of communication for contemporary sculpture, with the aim of a 
better understanding of its language.

Elisabeth Fiedler

Boeckl was primarily a painter and is regarded as one of the leading 
representatives of Austrian Expressionism. His bronze sculpture 
Atlantis, originally modelled in wax, is one of only two sculptures by 
him. It is in fact reminiscent of one of his sketches, in which a figure 
relaxes back against some cushions, although the sculpture lacks these 
supporting elements. Because of its reclining posture the figure seems 
to be precariously balanced, creating tension and uncertainty. If one 
compares this sculpture with the figures that appear in the Nazi art 
produced during the same period, Boeckl’s distance from that kind of 
idealisation becomes obvious.

This sculpture is one of Moswitzer’s oldest figurative images, which 
first appeared in his work around 1960 and occupied him for about two 
decades. Made from various iron parts, these early works are in a way 
reminiscent of idols, of the magical objects of cultic religious worship. 
The outlines of this work, for example, suggest the shape of a human-
like figure that seems to be divided into a torso and head. The mounting 
of the object on a disproportionately large stone base is intended to 
illustrate the indispensability of a plinth for classical sculpture. 

03   Gerhardt Moswitzer
1940 Maria Lankowitz –  
2013 Vienna

Skulptur, 1961
(sculpture)

In the mid-1950s, the Swiss sculptor Aeschbacher began a period of 
producing granite columns of around three metres high, which he called 
figures. Both this material and the human body, especially the female 
body, were essential elements for him. Typical of his figures are their 
slender, symmetrical sections, striving upwards along vertical axes and 
looking as though they were rubbing against each other. This creates an 
exciting interplay between dynamic movement and static qualities in the 
hard material, elegantly mastered by this self-taught artist.

02   Hans Aeschbacher
1906 Zurich – 1980 Russikon, 
Switzerland

Figur II, 1955
(figure II)

01   Herbert Boeckl
1894 Klagenfurt – 1966 Vienna

Atlantis, 1940–1944



One of the leading Austrian sculptors of the 20th century, Wotruba 
chiefly focused on the human figure in his oeuvre. He was not concerned 
with portraying its aesthetic beauty, but instead with the search for an 
origin. This interest gave rise to his static, heavy, tectonic sculptures. He 
saw the human as an architect and in his works the body can be read as 
a dwelling and shelter, but also as a prison, dungeon and heavy weight. 
His sculpture Große Figur für Luzern also contains recognisable human 
forms, while at the same time the perspective opens up onto something 
larger and more universal. 

06   Fritz Wotruba
1907 Vienna – 1975 Vienna

Große Figur für Luzern, 1966/67
(large figure for Lucerne)

From the 1940s onwards, Leinfellner worked on the motif of reclining 
or resting figures, a truly classic theme in art since antiquity. Die große 
Ruhende is composed of roughly hewn, simplified individual shapes. 
These parts, however, combine quite naturally into an accurate depiction 
of the relaxed posture, merging into a natural whole. The arms, legs, 
torso and head all point in different directions and so form part of a 
balanced composition, creating a perfect synthesis between artistic 
and natural form. 

05   Heinz Leinfellner
1911 Zidani Most, Slovenia – 
1974 Vienna

Die große Ruhende, 1964/65
(large dormant)

Avramidis sought an objective form of the human body, in line with the 
theory of proportion of ancient Greece. For this, the artist designed 
the figure, cut out the longitudinal and transverse profiles from sheet 
aluminium, and used these to build the frame for the casting. Tall and 
slender, Große Figur III rises high above its circular stone slab. Its shape 
resembles a column—the fundamental unit of the ancient temple and 
the classical symbol for human scale. Anything random or individual, any 
notion of movement is eliminated, while the individual body sections 
remain clearly recognisable.  

04   Joannis Avramidis
1922 Batumi, Georgien – 
2016 Vienna

Große Figur III, 1963
(large figure III)

Hartlauer was interested in visualising the fundamental principles of 
organic and inanimate nature. To this purpose, he analysed the human 
being within its general context and developed what he called the primal 
cell system. The basic element of this primal cell is the square, whose 
shape can be clearly identified on this stele. Beyond this, a large number 
of individual geometric shapes are created by doubling and interlocking 
them. The smooth, shiny material of the cast aluminium plates empha-
sises the regularity and mathematical nature of this work, so that it 
stands in stark contrast to its natural surroundings.

09   Fritz Hartlauer
1919 Kumberg – 1985 Graz

Senkrechter Auszug aus der 
Urzelle, 1982–1984
(vertical extract from the 
primal cell)

This bronze sculpture belongs to Hunt’s waterfall series. It shows the 
structure of falling masses of water completely removed from their 
natural terrain. The coolness and sheer mass of the material tangibly 
convey to us the monumental qualities of the natural spectacle. His 
abstract representation merges with visions of the tumbling, foaming 
cascade in our memory, coming together to create an emotional artistic 
experience. Hunt’s sculpture points to humankind’s primal longing for a 
connection between nature and culture.

08   Bryan Hunt
1947 Terre Haute, Indiania, 
lives and works in New York City

Charioteer, 1982

Made up of irregular geometric elements, this abstract bronze figure 
—the cast of a sandstone sculpture—towers high above a transverse 
cuboid. The individual shapes are interlocked in an intricate structure, 
creating a vivid interplay of light and shadow. Pillhofer’s works were 
not based on a fixed or preconceived theme; instead, the theme would 
emerge gradually during the design process. This sculpture’s title refers 
to the famous ancient Babylonian relief of the Code of Hammurabi, 
which contains a depiction of the king standing before the throne of the 
sun god. 

07   Josef Pillhofer
1921 Vienna – 2010 Vienna

Hammurabi, 1970



Often weighing many tonnes, Long’s heavy steel sculptures are huge 
and yet at the same time extremely subtle. The well-travelled and 
widely educated artist created numerous works in public space. He 
always remained a ‘classic’ metal designer who cut, welded and bent his 
materials, so transforming them in this way. His at first glance seemingly 
cool constructions provide the scope for far-reaching associations, 
influenced among other things by the titles of the works. Natalexos, 
for example, can be read as the relic of an ancient culture, as well as 
a found object from the industrial age. The structure thus inspires a 
journey through different ages and cultures. 

12   Tony Long
1942 Brockton, Massachusetts –  
2001 Paris

Natalexos, 1987

Jetzt at first appears simply to be a double-angled steel rail. It can, how-
ever, also be read as the diagram of a (personal) development—as a time 
axis, in a sense, heading towards the emerging part of the present, to-
wards the moment. Dots are inscribed along its sides that mark distinct 
periods of time, or perhaps stages of life. The path here does not run 
in a straight line, but makes sudden, dramatic changes of direction—a 
metaphor for the unexpected, the unpredictable, the detours and blind 
alleys in life.

11   Oskar Höfinger
1935 Golling/Erlauf, 
lives and works in Vienna

Jetzt, 1986
(now)

At the heart of Maderna’s work lies an examination of the human being. 
Her primary focus is the visualisation of the inner self, of feelings, 
emotions and shared human sentiments. She does this by eliminating 
any elements that are not directly relevant to the expression she 
is seeking to achieve. Although the artist largely draws on her own 
impressions and experiences, her works always contain familiar 
situations and fundamental sentiments that are common to all people. 
Thus, this bronze work also reflects at least one human situation.  

10   Marianne Maderna
1944 Vienna, lives and works 
in Vienna and Aggsbach-Dorf

Zukommender, 1984
(approaching figure)

13   Erwin Wurm
1954 Bruck/Mur, lives and works 
in Vienna and Limberg

Bunker, 1987

Two metal buckets, fixed with their hollow side onto a painted red metal 
panel, make up the basic elements of this sculpture. These are usable 
everyday objects, but—removed from their original context—they have 
been made unusable. Normally buckets would stand on the floor, where-
as in this sculpture they appear to be have been freed from the force of 
gravity and transferred into a state of suspension. The floor becomes a 
wall, the object becomes a sculpture. 

14   Christoph Lissy
1957 Hörbranz/Bodensee, lives 
and works in Vienna and Hörbranz 

Figur mit eingeschlossenen 
Steinstücken, 1988
(figure with enclosed stone 
elements)

This sculpture visualises the developments in art taking place during 
the late 1980s in that it finds a new way of relating both to the object 
and space. Two vertical and horizontal beams form its centre and 
provide support for the construction. The shapes appear to be finely 
balanced and convey a certain lightness, despite the heaviness of the 
material. The work gains its concrete meaning from the comparisons the 
viewer draws between the individual components of the sculpture and 
familiar objects. 

15   Oswald Oberhuber
1931 Merano, Italy – 2020 Vienna 

Korb, 1989
(basket)

Oberhuber’s sculptures are always in some way linked to space, archi-
tecture or furniture. Korb also reacts to the space that surrounds it, 
depending on the incidence of light and perspective. This is a simple 
construction welded together from iron rods and attached to a wall, 
but looks from a distance like a complicated, multi-dimensional cuboid 
because of the shadows it casts. The objective reference to a basket 
remains—through the artistic treatment, however, it also becomes an 
abstract geometric body. 



Perrin’s sculpture of structural steel mesh gauges the open space 
through the jutting rods, which suggest that the construction could 
have continued on further. The weaving, connecting and interlacing of 
support lines serves to highlight the fact that three-dimensional bodies 
are also defined by their supporting and structuring texture. In a sense, 
the body is created from the idea of filling in the holes between the lines 
—similar to how a textile is produced by weaving, felting and milling.

18   Carmen Perrin
1953 La Paz, Bolivia, lives and 
works in France and Switzerland

o. T., 1990
(untitled)

Cenotaphs were originally erected to commemorate the dead whose 
bones could not be found. Since antiquity, however, they have also 
been used as horticultural features. They remind us of the transience of 
human life and represent a particular kind of outdoor sculpture. These 
two ‘gravestones’, which characteristically for Strobl remain untitled, 
also refer to the cult of the dead and remembrance. The ancient Greeks, 
for example, conceived of their dead as shadows. Thus the inscription 
(‘Be patient with your own shadow’) could refer both to death and to the 
shadow as a splitting-off of the self.

17   Ingeborg Strobl
1949 Schladming – 2017 Vienna

o. T., 1989/90
(untitled)

Sun of steel is the title that poet and artist Šoškić gives his sculptural 
‘power centre’, which consists of 30 curved steel rays radiating from 
a dome of flint. The resulting shapes resemble the heavy petals of a 
flower in a warm rusty red, and they change their appearance depending 
on the incidence of light. Although Šoškić draws links between history 
and myth with respect to the present, the evocation of symbols is 
ultimately only of secondary importance to him. His main focus is a 
‘politics of the sensual’—the immediate perception and experience of 
the work.

16   Ilija Šoškić
1935 Deçan, Kosovo,  
lives and works in Rome  

Sole d’acciaio, 1989

Pichler’s work liberates the characteristics of architecture and sculpture 
from their rigid definitions. Its individual elements are based on L-pro-
files, which at first glance could seem identical in their composition. In 
an artistic process of rearrangement, however, the modules have been 
repeatedly reassembled, calling on us to explore the irregular in the 
regular. The possibility to walk into the sculpture is opened up by the 
gaps, which we perceive as ‘entrances’. At the same time, the skeleton 
construction results in a kind of transparency, meaning that we can 
experience an exterior and interior space simultaneously.

21   Franz Pichler
1960 Seckau, 
lives and works in Vienna

o. T., 1991/92
(untitled)

Sommerer’s sculpture follows the natural shapes of leaves and 
investigates how far their reality is changed when their forms are 
stylised. The object—a kind of dividing screen with three large leaf 
outlines cut out of it—has boldly coloured surfaces that contrast with 
its natural surroundings. At the same time, the shapes it holds refer to 
exactly this environment. In principle the cut-outs are the same shape 
as the thousands of barely perceptible forms that can be found in the 
leafy forest in the background, so that Phyllologia clearly references  
the park.

20   Christa Sommerer
1964 Gmunden, 
lives and works in Linz

Phyllologia, 1991

The meaning of this work shifts and changes with the angle of view 
and distance: seen from the front, the work is spreading its wings and 
inviting us to ascend; seen in profile, however, it looks as if it were 
trying to withdraw into itself. It explores the back and forth of life. 
Depending on the light or the season, whole sections blend in with 
the surroundings or stand out clearly from the work. The snow merges 
with the white parts, the foliage with the dark lines, so that the work is 
constantly reinventing itself.

19   Tom Carr
1956 Tarragona, Spain, 
lives and works in Spain

Open, 1991



22   Lois Weinberger
1947 Stams – 2020 Vienna

Mauer, 1992
(wall)

First there were the cairns in the Alps or the stupa-shaped stone towers 
on the Tibetan plateau: the wall is what encloses yet at the same time 
divides, and therefore organises space. Weinberger’s Mauer does not 
enclose the landscape—instead, the compact heap of stones acts as 
a memorial that divides the surroundings. Stones of different sizes are 
numbered like building blocks, so that the natural accumulation is over-
written by a man-made order.

An ostensibly haphazard construction of two stools, this sculpture might 
at first appear provisional and utilitarian. The concrete base on which it 
stands, however, highlights its status as an ‘untouchable’ work of art. 
The fundamental human need to communicate with one’s environment 
and with other people is a primary component of these sculptural stools: 
the work explores the relationship between artwork and everyday object, 
as well as between the self and the stranger. 

23   Franz West, Otto Zitko
1947 Vienna – 2012 Vienna
1959 Linz, lives and works in 
Vienna

Who is Who, 1992

24   Erwin Bohatsch
1951 Mürzzuschlag, lives and 
works in Vienna and Beistein 

Wand, 1992
(wall)

Wand is the only sculpture realised by the painter and graphic artist 
Bohatsc  h. In this work he transforms painting into a sculptural expe-
rience. The swelling form above the concrete wall simulates the slow 
trickle of paint over a canvas. As if a painter had squeezed pigment from 
a tube onto the canvas, here the concrete mass rolls viscously over the 
wall until the soft, fluid form solidifies into a hard, solid shape. Growth 
and decay are themes as well as the merging of idea, painting and 
sculpture.

25   Manfred Erjautz
1966 Graz, 
lives and works in Vienna

The Silent Cell, 1992/94

Logos, barcodes, advertising texts or objects with a fixed meaning are 
Erjautz’s principal material. In this context, he vividly illustrates that 
we are bound up in text structures—in art as well as in everyday life. 
The constructive elements of this sculpture are lines that have become 
metal, derived from computer bar codes. The abstract construct on an 
artificial lawn is reminiscent of a cell. On entering, one is surrounded by 
the barcode—and also by the text that this code stands for. Barcodes 
also contain the prices of goods, so that this sculpture seems to be 
created from an assumed but unspoken value system.

Kienzer’s sculpture of coiled copper tubing rises high above the hilltop 
as if it were growing out of the landscape like a spiralling thicket, or 
perched over the terrain like a giant bird’s nest. Because of its position-
ing the object looks like a mirror-image or inverted continuation of the 
hill, so drawing attention to its own artificiality and sculptural qualities. 
The material from which it is made also relates to the eternal cycle of 
change in nature, since it undergoes a process of transformation through 
oxidation and becomes part of nature.

26   Michael Kienzer
1962 Steyr, 
lives and works in Vienna

o. T., 1992/94
(untitled)

27   Karin Hazelwander
1953 Zams, 
lives and works in Vienna

Perambulator, 1993

This sculpture is fixed and rigid, and yet feels as if it were in a state of 
motion—the hole shifts from the top edge of the first curve to the bottom 
of the fifth and last curve, suggesting an imaginary movement. The title 
could also be a reference to this, since to perambulate means to walk 
around, through or about something. A rotation is depicted that makes 
the object, which resembles a machine, look as if it were rolling forward. 
The transfer of movement that is projected from one ‘machine part’ to the 
next also helps to generate this perception of a rolling motion.



28   Sabina Hörtner
1967 Bruck/Mur, 
lives and works in Vienna

o. T., 1993
(untitled)

Meshes and frameworks of lines are the key motifs in Hörtner’s oeuvre. 
Here she establishes the structures of space and spatialisation in the 
form of a sculpture that is both self-contained and constantly shifting 
and moving as we pass by. The work oscillates between a spatial and 
planar appearance, so allowing us to observe the creation of space itself. 
The shift in perception is also conveyed—the four colour modules overlap 
and interconnect differently each time you look, depending on the angle 
from which the sculpture is viewed. The work also makes us think of 
electronic media, which can be used to programme and simulate space.

Often by using just a few interventions in the natural form of the stone, 
Ölzant seeks to reveal its individual structure. He visualises the effects 
of weathering or recalls the ritual use of stones in prehistoric times. This 
sculpture extends out far into the space beyond its base. The tension 
created between the two stone slabs highlights the contrast between 
weight and floating, while at the same time resulting in a sense of bal-
ance and dynamics. The different surface finishing brings out the inherent 
characteristics of the stone—its grain, its structure, its life. It also serves 
to emphasise how the artist has handled and processed the material. 

29   Franz Xaver Ölzant
1934 Oberzeiring, 
lives and works in Pfaffenschlag

Fu mit dem schönen Mandarin, 
1993
(Fu and the beautiful Mandarin)

30  Richard Fleissner
1960 Munich, 
lives and works in Vienna

KörperteilHürden, 1994
(body part hurdles)

This large, semi-circular sculpture looks like a paddle wheel that has 
pockets or compartments with a slightly dipping edge. Leonardo da Vinci 
used a similar concept in a design for a dredger, which is illustrated in 
one of his drawings in the Codex Atlanticus collection. Like an awkward 
ladder, the hurdles of KörperteilHürden become an obstacle and an 
‘object’ in the sense of the Latin word, obiectum—whose literal meaning 
is ‘thrown against’. The compactness of the work is particularly empha-
sised by its colour and material.

31   Othmar Krenn
1952 Gratwein – 
1998 Judendorf-Straßengel

Teilummantelung, 1995
(partial coating)

For this sculpture, an erratic block—a large quarry stone—was welded 
into a steel coating in a technically complex process. This coating fits 
closely into and along the contours of the stone, so that as a whole the 
object might even make us think of a piece of jewellery. Krenn works 
with an awareness of the beauty of its surface, and uses it to produce a 
clash between the found (natural) and created (cultural) form. This raises 
questions about the relationship between nature and civilisation, and 
explores the dominant intervention of humans in the ‘natural’ world. 

This work challenges our understanding of images, sculptures and 
objects. A section of reality is framed, so turning it into an image itself. 
At the same time, Schnur addresses a problem of the image—the 
depiction of nature. The framed image here shifts depending on the 
position of the viewer and the appearance of nature, which changes 
the sculpture as a whole. In this way, the painting becomes a three-
dimensional object—not least because the mounted figures and the 
frame are essential components of the picture. 

32   Martin Schnur
1964 Vorau, 
lives and works in Vienna

o. T., 1995
(untitled)

33   Susana Solano
1946 Barcelona, 
lives and works in Barcelona

A juste en el Vacio, 1995/96

Apparently floating or resting on the earth, these cylinders seem to be 
both light and heavy at the same time. Their material and the bulky 
edge s contrast with the emptiness that is an important component of 
this three-part sculpture: an experience of empty space is produced in 
the viewer by the transparent grid structures, the hollow cavities of the 
cylinders themselves and the spaces between the objects. Because of 
the way in which they are positioned to face each other, the individual 
parts combine into a larger whole. As it shifts with the viewer’s perspec-
tive, this whole recomposes itself, condensing and then dispersing again.



34   Bruno Gironcoli
1936 Villach – 2010 Vienna

o. T., 1995/96
(untitled)

Gironcoli saw his monumental works as organisms that reflect processes 
such as growth and decay, or life and death. In its juxtaposition of the 
elements of life with machine-like, technoid structures, this sculpture 
points to the rigid inexorability of social and economic processes. What 
appear to be naturally grown elements are austerely structured ones; 
the human meets the machine. This creates a tension that gives us the 
sense there is something alive about the object. It feels as if, at any 
moment now, it could start moving.

In Molacek’s oversized aluminium sculptures, the rose blossom receives 
an elite treatment. His roses are produced in four different colours and 
are installed in public areas, parks and gardens. The black Rose here 
in the cottage garden unfurls its effect in interaction with the nature 
around it, which is constantly changing. Molacek is not concerned with 
depicting the natural beauty of a flower as a landscape painter might do. 
Instead, he wants to show something fragile and delicate with an exag-
gerated clarity and at a larger-than-life scale, as if it were a superstar in 
the media world.

35   Rudi Molacek
1948 Kindberg, lives and works 
in Vienna and Berlin

Rose, 1999

36   Erwin Wurm
1954 Bruck/Mur, lives and works 
in Vienna and Limberg

Fat Car, 2000/01

Wurm coats a real car in plastic and inserts an additional layer of pol-
yester, so changing a shape that is very familiar to us by exaggerating 
its volume. This means that the car—the classic symbol of mobility and 
status—loses its natural proportions, its shape and even its functional-
ity. It not only becomes ‘fat’ but is also transformed from a hard metal 
object of utility into something visually soft and quite surreal. The 
vehicle is no longer mobile—it seems to be melting away, and we are left 
with a grotesque yet lovable monster.

37   Jeppe Hein
1974 Kopenhagen,  
lives and works in Berlin

Did I miss something, 
Exemplar 1/3, 2002

Hein’s sculptures are always directly linked with physicality and move-
ment. If you sit down on the bench that has been chosen to serve as 
the trigger, a fountain will rise from the middle of the lily pond—a jet of 
water that shoots high above the treetops. This means that the viewer 
becomes an essential part of the sculpture, since their action is needed 
to make the work of art visible in the first place and, a few moments 
later, audible too. The jet is a reference to masculine forms of political 
power and the underlying aggression that is associated with them. The 
viewer can, however, decide to interrupt the jet simply by standing up—
giving this aspect of the work an ironic humour at the same time.

Since the 1990s, Kupelwieser has been working with sculptures that 
are produced by using compressed air. He calls these works Gonflables 
(from French gonflable, inflatable). However, they are not made of easily 
malleable plastic foil but instead from metal, which is difficult to shape. 
In this way, he subverts our expectations. The sculptures gain their 
form when specially welded, thin aluminium sheets are inflated under 
maximum air pressure. By this method, the artist gives the hard, heavy 
material a dynamic lightness. The result is different every time and the 
surface structures achieved are, to a large extent, determined by chance.

38   Hans Kupelwieser
1948 Lunz, 
lives and works in Graz and Vienna

Gonflable 6, 2002

39   Heinz Gappmayr
1925 Innsbruck – 2010 Innsbruck

NOCH NICHT SICHTBAR – 
NICHT MEHR SICHTBAR, 2003
(not yet visible—no longer visible)

Strictly speaking, the present is too short for us to be actually able to 
perceive it. Ultimately, almost everything is either ‘not yet’ or ‘no longer’. 
Seen in this light, the artist does not offer a work of art at all, but merely 
operates from the assumption that one was there, or will be there. In 
reality, too, we are constantly dealing with incompleteness and absence 
—we can only ever grasp it as part of a factuality or in recognising that 
a piece is missing. To emphasise this position, Gappmayr uses language 
that is ‘already visible’.



40   Hans Kupelwieser
1948 Lunz, 
lives and works in Graz and Vienna

Badezimmer, 1995–2003
(bathroom)

This work arose from Mullican’s preoccupation with urban space and the 
creation of virtual cities and worlds. Mullican works with the symbols 
and old concepts that were used in the explanation of the world. The 
five parts of this work resemble archive boxes or type cases, which 
address the reduced character of virtual models. The containers could, 
however, also make us think of industrial complexes. They point to the 
loss of old concepts of the world and build on the creation of utopian 
ideals that remain valid for all time.

41   Matt Mullican
1951 Santa Monica, California, 
lives and works in Berlin 
and New York City

o. T., 2003
(untitled)

42   Michael Pinter
1969 Graz, lives and works 
in Graz, Zeist, Netherlands, 
and Berlin 

SUB/DC, 2003

An old steel water silo (eleven metres long, four metres in diameter) has 
been reinterpreted here by media artist and musician Pinter. It forms the 
basic structure of this sculpture. Eight integrated bass speakers trans-
form the silo into a musical instrument. The low frequency ranges create 
pressure waves that make the sound not just audible but also physically 
palpable. The composition data is shown on an external monitor. As a 
converted readymade, this work points to the functional versatility of an 
object that comes from its specific physical conditions.

43   Nancy Rubins
1952 Naples, Texas, lives and 
works in Topanga, California

Airplane Parts & Hills, 2003

Rubins condenses electrical devices, scrap metal or, as here, aircraft 
parts into monumental sculptures. These parts refer to their original 
purpose while also highlighting the effects of consumption and indus-
trial production machinery. Rubins has been using aeroplane parts in her 
works since the late 1980s, long before the events of 09/11. When this 
particular sculpture was created in 2003, the association with the terror 
attacks on the Twin Towers in New York was inevitable. Airplane Parts 
& Hills looks like a frozen disaster, while at the same time displaying a 
unique beauty in the rearrangement of the parts.

Seven metres high and four metres wide, this sculpture rises out of an 
artificial hill and seems to form a similar connection with both the park 
and the surrounding trees. The scientific starting point for Schlick’s work 
is the completion of the Human Genome Project in 2001, in which the 
3.2 billion base pairs that make up human DNA were sequenced. Schlick 
replaces the four building blocks of the genome with cheaply produced 
tiles made in Italy, using four different colours. As a result of the random 
and yet systematic arrangement of these four colours, the code mani-
fests itself as a section of the world, of life, of nature.

44   Jörg Schlick
1951 Graz – 2005 Graz

Made in Italy, 2003

45   Michael Schuster
1956 Graz, 
lives and works in Graz

Betonboot, 2003
(concrete boat)

The boat is a functioning objet trouvé discovered by a roadside in Slove-
nia. It is therefore not an object that was originally created to be a work 
of art, but rather it is a found object that only becomes a work of art by 
being installed on a pedestal—or in this case Dieter Kienast’s landscape 
architecture. The particular impact of this sculpture comes as a result of 
its positioning in the park itself. This leads to a conversation between 
the object and the landscape—on the one hand, the boat refers to the 
bathing lake behind it; on the other hand, it seems to be stranded in a 
landscape of artificial waves.

The cut-outs in the steel plate are standardised symbols for ele-
ments in wet rooms. The outline of a human can also be recognised in 
Kupelwieser’s Badezimmer. This seems to be a systematic inventory 
of everyday bathroom objects that could function as the code of a 
language. Badezimmer clearly visualises the difference between natural 
growth (the soft grass growing in the empty spaces) and the culturally 
moulded (the shapes of the symbols bordered by hard steel).



46   Hartmut Skerbisch
1945 Ramsau/Dachstein –  
2009 Kalsdorf bei Ilz

3D Fraktal 03/H/dd, 2003

This is an ingenious construction in which each cube grows another five 
cubes in turn. In total there are 156 pieces. The diagonal twisting of the 
axes with each generation creates a sense of dynamic movement. The 
technical title refers to the year of its creation, the shape (hexahedron) 
and the design. The reduction in size of the cubes is based on a factor 
of 0.44902. Significantly, the aspect ratios are proportioned according 
to the ‘golden ratio’, so creating an especially harmonious impression. 
What might look like chaos at first glance in fact follows a sophisticated 
system.

This sculpture is part of an artistic concept that Stimm has been devel-
oping with Uta Weber since 1995 under the label ‘soylent green’. The 
inscription on the work—‘Terra’—stands for a concept of home that is 
effective for all of the creatures on our planet. The decorative and col-
ourful design gives visual expression to this idea. The planetary platform 
with its inscription acts as a sensory metaphor for the globe as a basis 
and component of all existence. Viewers are invited to reflect on their 
own life and consider their positioning in, and on, the world.

47   Thomas Stimm
1948 Vienna, lives and works 
in Vienna and Cologne

Terranian Platform, 2003

48   Heimo Zobernig
1958 Mauthen, 
lives and works in Vienna 

o. T., 2003
(untitled)

For this work, Zobernig uses prefabricated concrete blocks, a very 
common but generally invisible object in the context of everyday life. 
In doing so, he avoids any kind of personal artistic signature. He stacks 
these construction rings on top of each other, creating a huge column. 
The sculpture deliberately does not involve an elaborate or beautiful 
design. This focuses our attention on the material itself and allows a 
sober view of the world. In this way, the artist also explores the question 
of where and how the boundaries are to be drawn between art objects 
and everyday objects. 

49   Tobias Pils
1971 Linz, 
lives and works in Vienna

Zog den Helfer unterm Teppich 
hervor, 2004
(pulled forth the helper from 
under the carpet)

On a hill, between two paths, stand two mirrors mounted on poles. They 
twist and turn in the wind all the time, meaning that what they reflect 
is constantly changing. These reflections symbolise a view into two 
different worlds. For the brief moments when the mirrors are reflected 
in each other, a connection is created between the two worlds. Pils’ 
dynamic work demonstrates that meanings are not fixed, but rather 
they are a changeable phenomenon. The texts developed with writer 
Ferdinand Schmatz are incisive formulations and yet similarly open in 
their meaning.

Podrecca’s work is located at the interface of architecture, sculpture 
and intervention in public space. This is a self-referential sculpture that 
mirrors its base at a height of five metres. It shows the ground plan 
of Austria and the four new EU neighbouring countries in 2004—the 
Czech Republic, Slovakia, Hungary and Slovenia. The object can and 
should also become a place of communication and dialogue through the 
viewer’s presence. 

50   Boris Podrecca
1940 Belgrade, lives and works 
in Vienna, Stuttgart and Venice 

EU & YOU, Objekt anlässlich der 
Erweiterung der Europäischen 
Union 2004, 2004
(object on the occasion of the 
enlargement of the EU in 2004)

51   Tobias Rehberger
1966 Esslingen/Neckar, Germany, 
lives and works in Frankfurt/Main 
and Berlin

Asoziale Tochter, 2004
(anti-social daughter)

As in many of his works, Rehberger poses the question here as to the 
social function of art. To this purpose, he changes familiar things to 
allow a fresh and new view of them. The tree captures our attention 
with its simplified, abstracted form and unusual colour, which remain 
the same whatever the season. The woodland as an ecological network 
recedes into the background, the focus now shifting onto a single 
component that appears both distinct and embedded. The result is a 
seemingly romantic, fairy-tale atmosphere that explores ecological and 
socially relevant issues through the tree as a symbol of life.



52   Werner Reiterer
1964 Graz, 
lives and works in Vienna

gesture, 2003/04

Reiterer’s sculpture examines the principle of permanence and unchange-
ability. It grows again and again, swelling from a hollow into a sphere 
only to collapse with a loud bang shortly after its full development, and 
spreads itself out across the grass like a carelessly discarded plastic 
skin. This constant process of rising and collapsing challenges our 
understanding of the terms sculpture and object, as well as our habits of 
perception. Reiterer’s flamboyant, colourful intervention also serves as a 
playful model of interaction with the constructed environment. 

If we view this work from different positions, a variety of images is 
revealed. Troger employs materials such as concrete, mirrors, polyester 
and paint in order to create sculptures that fragment the complexity of 
reality with small pieces of mirror. On the inside of the panel that tilts 
up from the floor, the surrounding environment is refracted by the sun-
light in the shards, reflected and transformed into a new reality. In this 
way the sculpture acts as a catalyst, making us think about the nature 
of reality. 

53   Gustav Troger
1951 Kohlschwarz, lives and works 
in Graz and Los Angeles

Materialprobe: Sieg über die 
Sonne, Kunst sich über die Natur 
lustig zu machen, 2004
(sample: victory over the sun, the 
art of mocking nature)

54   Peter Weibel
1944 Odessa, Ukraine, 
lives and works in Karlsruhe 

Die Erdkugel als Koffer, 2004
(the globe as a suitcase)

Weibel’s sculpture takes us to the limits of perception. The oversized 
handle of a suitcase stands in the middle of the landscape. It shows the 
viewer the globe as a huge container filled with data, organisms and 
objects that are themselves information carriers. We humans operate 
in a similar way, carrying around with us everything we have, and 
everything we are engaged in doing. The connection between sensory 
experience and understanding, which Kant saw as the path to real 
knowledge, is made clear.

55   Markus Wilfling
1966 Innsbruck, 
lives and works in Graz

3m Brett, 2004
(-3 metre board)

Wilfling installs a diving board not in its usual place in front of a 
swimming pool, but instead sunk into a blue-painted pool as a mirror 
image. Surprisingly, this creates the same impression of perspective as if 
we were looking at the board from below. Since the 1960s, op art (short 
for optical art) has been presenting similar spontaneous perceptual 
illusions, which identify human vision as an active sensory process. The 
brain tries to interpret a meaning from the impression, but cannot seem 
to make sense of it.

watermusic was realised exclusively for Graz—first temporarily for the 
Schloßbergplatz, and then as a water house on the lily pond at the 
Sculpture Park. With its stereotypical ‘house’ shape, the exterior is 
reminiscent of the family homes to be found near the park, while on the 
inside it holds the world of EVA & ADELE. Three projections show the 
couple waving or treading and scooping water, accompanied by an ap-
propriate calming soundtrack. This work raises questions about artistic 
communication, aspects of gender identities and art marketing. 

56   EVA & ADELE
1991, live and work in Berlin

watermusic, 2003/04

57   Yoko Ono
1933 Tokyo, 
lives and works in New York City

Painting to Hammer a Nail in/Cross 
Version, 2005 (1990, 1999, 2000)

In a society dominated by Christianity, the cross is an unmistakable 
symbol of Jesus’ resurrection. By offering us the opportunity to hammer 
a nail into one of the crosses ourselves, Ono allows us to take on a new, 
active role in this process of crucifixion. At the same time this means 
that we become accomplices. Cultural, religious, political and artistic 
boundaries can be transgressed by picking up a hammer. This gives rise 
to a new sensitivity for the setting of activity and establishes a connec-
tion between collective and individual memory.



58   Hartmut Skerbisch
1945 Ramsau/Dachstein –  
2009 Kalsdorf bei Ilz

Sphäre 315, 2005
(sphere 315)

Skerbisch has bolted together six circles the size of a four-millionth of 
the Earth’s diameter, so creating a sculpture that follows the golden 
ratio. As a result, the work appeals to the viewer’s sense of harmonious 
balance. Visitors move around here as indicators between their own 
physicality and size in relation to the world in which they are inscribed. 
In doing so we can attempt to perceive proportions and distances or 
discover the spherical penetration of a seemingly solid body.

This labyrinth is a giant open glass box—instead of obstructing, it 
allows an unrestricted view of the landscape. Our gaze becomes fixed 
on the glass, although at the same time we notice the image of the 
landscape. The glass acts like a display screen, capturing our vision 
—a screen that presents the world, but at the price of separation 
and distance from it. The designation of Labyrinth points to the fact 
that something transparently visible can be no less mysterious than 
something concealed or hidden. References for this work are the archi-
tecturally designed garden labyrinth and a beech-hedge maze close by.

59   Matta Wagnest
1964 Graz, 
lives and works in Vienna

Labyrinth, 1992

60   Peter Sandbichler
1964 Kufstein, 
lives and works in Vienna

Tiger Stealth, 2009

Sandbichler’s work was inspired by the spread of misinformation that the 
Tamil Tigers militant guerrilla group owned a stealth ship. Just like this 
information, the stealth ship here is also fake, because it is a sculpture. 
The camouflage function actually works nonetheless, because its shape 
cannot be detected by any radar. This is irrelevant, however, because 
revealing or circulating military secrets is the real means by which power 
is demonstrated. Hence the work presents itself in an ambiguous way—
on the one hand, in reversed camouflage, showing the object as a formal 
aesthetic structure; on the other hand, as the prototype of an under-
ground combat device that has disguised itself as a work of art.

61   Giuseppe Uncini
1929 Fabriano, Italy – 
2008 Trevi, Italy

Unità Cellulare, 1967/2008

The space between object and environment always plays a role in 
Uncini’s sculptures. The reality of an object is represented by orange-
painted steel tubing. Additional space is indicated by the shadows, 
which are part of the sculptures in the form of grey metal rods 
hammered flat. The floor is made of corten steel and so changes 
gradually with the effects of the climate and weather. This illustrates 
Uncini’s interest in the independent transformation of materials and also 
integrates time as a factor into the work.

The sails mounted on tilt-poles make us think of the windsurfers in the 
nearby bathing lake. They sway in the wind yet are not able to move away. 
What initially seems to be a representation of summer holiday fun in the 
field of art emerges instead as a reflection on the glorification of nature, 
landscape and leisure in relation to art. One insight offered by the work 
could be that the locations of art, such as this park, are not extended 
arms of the leisure industry, but instead are primarily places where one 
can reflect on such clichés. With its movement driven by the wind and its 
relation to the meadow, this work becomes both magical and poetic.

62   Martin Walde
1957 Innsbruck, lives and works 
in Vienna and New York City

Siamese Shadow, 2003 
(currently not installed)

63   Timm Ulrichs
1940 Berlin, lives and works 
in Hannover and Münster

Tanzende Bäume, 1997/2010
(dancing trees)

Trees are generally seen as symbols of rootedness, natural growth 
or age. In this work, the movement of the birch trees challenges this 
preconceived view with a subtle irony. Ulrichs involves the viewer in the 
sculpture through their approach to the trees, which is what serves to 
trigger the rotations. The supposed rootedness of the viewer in front 
of works of art or interesting phenomena, similar to that of trees, is 
exposed as a construct and ironically turned upside down.



64   Mario Terzic
1945 Feldkirch, 
lives and works in Vienna

Arche aus lebenden Bäumen, 
2010
(ark made of living trees)

The wooden skeleton of a ship’s hull of about 25 metres in length serves 
as a support for 60 growing black poplars. Like landscape gardener 
Arthur Wiechula’s growing houses, the trees here are intended to form 
a distinct, dense body by growing together over the years. Whereas 
normally trees would simply be felled to build arks, here patience must 
be exercised while the trees gradually form an ark over time. An inter-
disciplinary link is created, spanning from landscape architecture and 
biology to art and architecture. After about 20 years the wooden support 
is set to be removed, leaving a free-standing, complete ship’s hull made 
of living trees. 

The ambivalent combination of uncertainty and the promise of salva-
tion, reflecting the basic human longing for security, is the subject of 
this sculpture. If religion points to the hereafter and the economy to 
gold as an eternally durable and secure material of stabilisation, it is 
art that defines questions instead of answers. Becksteiner transforms 
the sculpture’s original-sized gold ingots by casting them in the finest 
concrete and labelling them with the work’s title, serial number and 
edition number. The work, in the form of 999 bars, is stacked on a pallet 
and protected from access by grating.  

65   Wolfgang Becksteiner
1972 Graz, 
lives and works in Graz

Wertverschiebung, 2010
(shift of value)

66   Hans Hollein
1934 Vienna – 2014 Vienna

Das Goldene Kalb, 2011
(the golden calf)

In its reference to the railway as the first industrial means of transport, 
this work points to the beginnings of our communication and informa-
tion age. At the same time, because of its potential mobility, the train 
can be read as symbolising the utopian vision of a beautiful life. Con-
ceptually, Hollein covers the analogue medium of transport for mineral 
oil, ‘liquid gold’, with precious gold paint. The work’s title together with 
its horn-like structure refer to the idol made by the Israelites in the Old 
Testament. If we look more closely, this structure can also be interpreted 
as a sideways euro currency symbol and so a reference to the capitalist 
game of free market forces.

67   Mandla Reuter
1975 Nqutu, South Africa, 
lives and works in Berlin

Ohne Titel, 2013
(untitled)

The sculpture as reference: A block of marble is positioned on the roof 
of the Berggarten Café taking into particular consideration the location 
of the park. The real place of the café is thus placed in relation to the 
sculpture and given a new meaning. The white Carrara marble refers to 
classical sculptures, the tree trunk as a supporting element to the con-
crete columns of the building. The merging of art with the entertainment 
and amusement environment gives rise to new perceptions. The work 
of the Artist in Residence of 2013, which has now become permanent, 
opens up unusual perspectives on the concept of sculpture. 

During the late 1960s and 1970s, the world was dominated by economic 
and scientific growth, the orbit around the Earth, the first view of our 
planet, the moon landing and the computer. Socialised in this period, 
Wakolbinger develops sculptures from the machine, which dictates its 
own laws and algorithms. As a result, the artistic signature becomes in-
significant. At the same time, the sculpture is reminiscent of the mystic 
essence of a bird of the gods touching the earth, of capturing the mo-
ment, the passage or onward flight. The play of lightness and heaviness 
is further emphasised by the floating base.

68   Manfred Wakolbinger
1952 Mitterkirchen, lives and 
works in Vienna and Upper Austria

Placement (Giardini), 2012

69   Peter Kogler
1959 Innsbruck, 
lives and works in Vienna

Ohne Titel, 2014
(untitled)

Made from black, laser-processed sheet steel, this furniture sculpture 
stands as an autonomous work of art that also makes us want to linger 
here for a while. Through its diverse forms of communication, obser-
vation and application, it rejects boundaries and instead expands our 
field of perception and action. The sculpture is reminiscent of an elastic, 
permeable net, which leads to nature, art and human entering into a 
dialogue and engaging with each other. Together with the enclosed tree 
and the lotus blossom pond surrounding it, this place has a particularly 
harmonious atmosphere.



Every tree species has its own sound. The sound of the aspen is particu-
larly fine, and can be heard with the slightest breath of air. This is due to 
the long-stemmed leaves, which strike each other quickly and softly in 
free twisting movements. In March 2015, a circular grove was cleared in 
a wooded area of the park, and eight young aspen trees were planted in 
the architectural layout of an octagon. Over the years, their crowns will 
close into a dome-like form, allowing visitors to experience the interior 
of the aspen dome as a listening space.

71   Bernhard Leitner
1938 Feldkirch, 
lives and works in Vienna

Espenkuppel, 2015
(aspen dome)

70   Klasse Tobias Rehberger 
Städelschule, Frankfurt, 
Artists in Residence 2014

In Then Out, 2014

This walk-in sculpture consists of several large steel frames rising from 
the floor. Originally, the frames were connected with stretch film, result-
ing in a nested system of walls, which was designated as a living and 
working space by the Artists in Residence of 2014. The space was not 
completely enclosed, meaning that a comfortable atmosphere could be 
maintained. The raw steel sculpture has been adapted every year since 
2015. Thanks to a processual and participatory approach, this architec-
tural sculpture keeps on evolving in new and different ways.

In 2013, Zobernig and Kläring developed a project space in the inner 
courtyard of the Kunsthaus Graz that was sculpture, architecture and 
exhibition space at the same time. The object, which is incorporated into 
the sculpture park as a stand-alone work of art, is a kind of concentrate 
of this project space—the floor slab. This means that an entire space is 
only suggested by its floor, creating new conditions in terms of space 
and content. The wall-less, open project space is available for use as a 
platform for other artists, such as the Artists in Residence. 

72   Eric Kläring, Heimo Zobernig
1978 Wolfen, Deutschland, 
lives and works in Vienna 
1958 Mauthen, 
lives and works in Vienna

o. T. (Projektraum/Plattform), 
2013/16
(untitled, project space/platform)

74   Erwin Wurm
1954 Bruck/Mur, lives and works 
in Vienna and Limberg

Fat House, 2003

73   Plamen Dejanoff
1970 Sofia, Bulgaria, 
lives and works in Vienna

Pour féliciter, pour féliciter, 
pour féliciter, plamen, 2015

This work is a tribute to intellectual property that will not be lost: 
the letters P and F are a reference to the lettering on the cover of a 
December 1965 issue of the now-defunct Czechoslovakian magazine for 
literature, art and life, plamen (English: flame), which served to critically 
question political systems and was eventually subject to censorship. 
Dejanoff’s work seems to float on the roof of the Berggarten Café. 
It relates the past to the present and creates a space for the critical 
examination and evaluation of social, political and economic conditions.

DichteDichter was Damisch’s first sculpture and is unusually compact 
compared to his later works. It is reminiscent of the guardian figures 
on Easter Island, but defies any narrative or interpretation. There is 
no front, back or side—instead every step opens up new views. The 
heads, tubes, symbols and figures, which seem to have fallen out of 
time, are given equal value and constantly reinvent themselves in the 
natural change of light and shadow in the open air. The reference to 
density in the title also reflects the inextricable whole depicted here by 
deliberately omitting the space between the words. 

75   Gunter Damisch
1958 Steyr – 2016 Vienna

DichteDichter II, 1991/2013
(dense density/poets II)

The 9 × 7 × 7 metre Fat House, both flabby and monstrous, explores the 
theme of the privately owned home as relative wealth—‘fatness’ as a 
result of our consumption and the mutual influence of art, architecture 
and life. Inside, the house itself becomes a living being in the form of a 
video, an almost lovable character with a story to tell. At the same time, 
Wurm shows us that people and the objects they create are dependent 
on each other. In his oeuvre, he explores materiality from emptiness to 
overabundance, proportions and alienation of familiar phenomena and 
everyday objects.



Wannaset installs an oversized garden fence that incorporates the 
surroundings outside the sculpture park. Behind the wall of the park, 
the roof of a typical detached house sticks up, looking strangely small, 
almost as if it has sunk down, due to the huge fence. The traditionally 
welcoming sight of a suburban home clashes with the impression of an 
insuperable and dangerous barrier. Wannaset examines the meaning of 
community and inclusion in an age when the politically propagated need 
for security focuses on isolation and exclusion.

77   Suchart Wannaset
1991 Nakhon Ratchasima, 
Thailand, lives and works 
in Vienna

Unser Gartenzaun, 2018
(our garden fence)

76   Martin Gostner
1957 Innsbruck, lives and works 
in Innsbruck and Düsseldorf

Apparat für Park, 1991/2019
(device for park)

In German, the word ‘Zapfen’ can mean many things: a cone, as in the 
female inflorescences of coniferous plants; the cone cells in the retina of 
the eye; or even an icicle, since the term ‘Eiszapfen’ translates literally 
as ‘ice cone’. The cones of cotton wool hanging from the trees here sub-
vert these ideas. We associate cotton wool with warmth, purity, softness 
and silence. In the mounted ‘devices’, we find a combination of stiffness 
and fuzziness, formlessness and shaping, durability and transience. 
Despite its precise modelling, this work of art seems mouldable and not 
finalised; among other things, the weather and the external influences 
of the park contribute to a constant change.

More information about the sculptures

garten der kunst | art garden

A key reference work on many of the park’s works 
with introductory texts on sculpture in the 20th 
century by curator Peter Weibel. The publication 
was edited by the Austrian Sculpture Park Private 
Foundation and published by Hatje Cantz Verlag. 
256 pages, 247 illustrations, € 10,–

The publication is available on request at  
skulpturenpark@museum-joanneum.at 
and at the Kunsthaus-Graz-Shop.



Open every day
End of March – August 31st, 10am–8pm
September 1st – October 31st, 10am–6pm
Please observe the park regulations displayed at the entrance. 

Park regulations

Calendar of events

Follow us on 

          austrian_sculpturepark

          Skulpturenpark

Education

Information about our guided tours and workshops is available on 
request by calling +43-699/1334-6831 or writing to us at 
buchung-skulpturenpark@museum-joanneum.at.

Joanneum to rent

Rent the Berggarten Café for your event in the unique atmosphere of 
the Austrian Sculpture Park. Information is available by writing to us at 
skulpturenpark@museum-joanneum.at.

Events

We look forward to welcoming you to our events, picnics and full moon 
walks in and through the park.

How to get there
→  Public transport: direct connection with bus lines 650 and 671 
from Graz city centre (Griesplatz or Andreas-Hofer-Platz) to the 
Schwarzl See IBC/Skulpturenpark stop  
Timetable: verbundlinie.at 

→  Car: A9, exit Schachenwald, car and coach parking available
→  Bicycle: cycling paths R2 Murradweg and R9 Erzherzog-
Johann-Radweg

�
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