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the curious case of the doG iN the city: 
melBourNe’s larry la troBe

-DPHV�3��/HVK1

I believe that a poor statue about the place is better than no statue at all.

– Leslie Bowles, Melbourne sculptor, 1938.2

A 1m high Bronze Dog will be installed next to one of the seats in the City 

6TXDUH��&DUH�KDV�EHHQ�WDNHQ�WKDW�WKHUH�ZLOO�EH�QR�VKDUS�SURWXEHUDQFHV��
for it is envisaged that this will be a very popular sculpture with children. 

– Public Art Committee, Melbourne City Council, October 1992.3

7KH�&LW\�6TXDUH�ZDV�DQ�HPSW\�VSDFH���&U\LQJ�RXW�IRU�D�EUDQG�QHZ�)DFH��
/ The planners of Melbourne sent out a probe / And came-back-with-a-

dog – Larry La Trobe. / Pedestrians stopped, patina head and coat / A 

top dog he became, by a popular vote. / Everybody took to Larry with a 

JUHDW�VKLQH���1RZ�0HOERXUQH·V�PDVFRW�LV�D�EUDVV\�FDQLQH���
²�([WUDFW�IURP�SRHP�¶:HOFRPH�+RPH�/DUU\�/D�7UREH·�E\�%UXFH�6WHSKHQV�

Larry La Trobe was dognapped on the evening of 30 August 1995 from Mel-

ERXUQH·V�&LW\�6TXDUH��'HVSLWH�D�FLW\ZLGH�FDPSDLJQ��DQG�GHVSLWH�KLV�PRWLI�EH-

LQJ�DPSOLÀHG�LQWR�D�0RRPED�ÁRDW��SRRU�/DUU\�ZDV�QHYHU�IRXQG��UXPRXU�KDV�LW�
he drowned in the Yarra River or was buried in a suburban backyard. Another 

/DUU\�ZDV�VXEVHTXHQWO\�EHTXHDWKHG�WR� WKH�FLW\��D�VHFRQG�EURQ]H�GRJ�VWDWXH�
ZDV�PDGH�IURP�WKH�RULJLQDO�FDVW��DQG�WKHQ��UH���SODFHG�LQ�&LW\�6TXDUH��LPPRU-
talising the mutt for all time. To unravel this popular story of shifting attitudes 

towards public art, theft and mystery, revelry and philanthropy through an ac-

DGHPLF�SDUDGLJP�WULJJHUV�WKLV�DUWLFOH·V�XVH�RI�D�VSDWLDO�DSSURDFK�WR�XUEDQ�KLV-
torical research. This approach captures many of the entanglements of space 

and place that intersect with Larry amidst broader urban change in Melbourne.

1 ȱ�ȱ ����ȱ����ȱ��ȱ�����ȱ��ȱ��¢��ǰȱ����� ȱ��¢ȱ���ȱ���ȱ�����ȱ����¢����ȱ
����� ���ȱ���ȱ�����ȱ�������ȱ��������ǰȱ���������ȱ���ȱ����� ��ȱ����ȱ�������ȱ��ȱ��ȱLassie 
Come Homeǰȱ���ȱ������ȱ������ȱ���ȱ�������ȱ��ȱ���ȱ��������ȱ�������ȱ��ȱ��ǯȱ��ȱ������ȱ
�����ȱ�����ǰȱ����¢ȱ��������ȱ����ȱ������ȱ���ǲȱ���ȱ���������ȱ�¢ȱ����¢ȱ�������ǯ
2 ȱ	�����ȱ��������ǰȱȃ�������ȱ��ȱ�������ǰȄȱArgusǰȱŗȱ��������ȱŗşřŞǲȱ������ȱ�ǯȱ
�����¢ǰȱMelbourne’s Monumentsȱǻ���������Ǳȱ���������ȱ���������¢ȱ�����ǰȱŗşşŜǼǰȱŘǯ
3 ȱ������ȱ������ȱ�Ĝ��ȱ��ȱ��������ȱǻ����Ǽǰȱ��ȱŗŖŘśȱ�������¢ȱ���ȱ���ȱ����ǰȱ
����ȱŞřŝřȦ�Řȱ	������ȱ��������������ȱ�����ǰȱ����ȱřŞşǰȱ������ȱ���ȱ�����Ĵ��ȱ���Ȭ
����ǰȱŝȱ�������ȱŗşşŘǯ
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)LJXUH����/DUU\�/D�7UREH��������DXWKRU·V�FROOHFWLRQ��

/DUU\��ÀJ����� WKXV�EHFRPHV�RXU�SODFH�PDNHU��$�SDUW�RI� WKH�XUEDQ�ODQGVFDSH��
curiously civic, this bronze elicits propitious yet contested urban experiences. 

Through Larry – as urban material culture of the past and the present – this 

article unravels. Part of Melbourne, historically contingent, Larry resides in 

&LW\�6TXDUH��RQ� WKH�FRUQHU�RI�&ROOLQV�DQG�6ZDQVWRQ�6WUHHWV��&RQMRLQHG�ZLWK�
Melbourne and its La Trobe Street, he is invoked in its central business dis-

trict and its suburbs. Designed by local artist Pamela Irving, 70 centimetres 

in height, cast in bronze, Larry was conceived in 1992, went missing in 1995, 

and was refabricated the following year. He appears on ephemera, has bal-

ORRQHG� LQWR� D� SDUDGH� ÁRDW�� DQG� LV� RIWHQ� SURPXOJDWHG� LQ� WKH� SRSXODU� SUHVV��
At this moment, people are appropriating him, constituting urban spaces 

through their personal and shared experiences with him on the street. Liv-

LQJ�LQ�&LW\�6TXDUH�DQG�WUDQVFHQGLQJ�KLV�SHUFK��/DUU\�ERDVWV�QXPHURXV�OLYHV�
in the material and imaginary life of the city. This article contends that Lar-

U\� FRQWULEXWHV� WR� RXU� XQGHUVWDQGLQJ� RI� XELTXLWRXV� SODFH�PDNLQJ� SURFHVVHV��
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This article seeks traces, both tangible and veiled, that are encoded in the ur-

ban landscape occupied by Larry. In the words of geographer Ash Amin,  ‘The 

symbolic projections of public space have to be taken seriously, not trivial-

L]HG�DV�GLVWUDFWLRQV�RU� LQDXWKHQWLF� IHWLVKHV·�4 It thus becomes the role of the 

urban historian to uncover how these spaces were constituted in the past, in 

order to understand their meanings and projections in the present. This en-

TXLU\�EHJLQV�ZLWK�D� WKHRUHWLFDO�GLVFXVVLRQ�DQG�D�KLVWRULRJUDSKLFDO�VXUYH\�RI�
UHOHYDQW� OLWHUDWXUH��7KLV� LV�QHFHVVDU\� WR� H[SRVH� WKH� VLJQLÀFDQFH�RI�/DUU\�QRW�
only for Melbourne but also for academic history. Once preliminaries are 

complete, this article then unravels how Larry entered civic lore to become 

an expression of civic consciousness. It considers how dogs have been rep-

resented internationally and in Australia, the reasons the Melbourne City 

Council (MCC) commissioned Larry and the urban landscape that he then 

joined, and then initial responses to his placement. Taking the curious case 

RI� WKH� GRJQDSSLQJ� DV� LWV�ZDWHUVKHG�� WKLV� DUWLFOH·V� VHFRQG� KDOI� LV� FRQFHUQHG�
with how Larry continues to enrich the urban landscape, the ways urban 

actors propel him from the street into various local and international, civic 

and metropolitan, central and suburban, social, political and cultural spaces. 

* * *

'HVSLWH� WKHLU� VLJQLÀFDQFH� IRU� XUEDQ� OLIH�� GLPLQXWLYH� WKLQJV� OLNH� /DU-
ry La Trobe are rarely taken seriously in academic circles. This is at once 

caused by and a product of disciplinary boundaries, which necessitates 

WKLV� DUWLFOH·V� LQWHUGLVFLSOLQDU\� PHWKRG�� WKHRUHWLFDO� EDVLV� DQG� KLVWRULR-

graphical approach, foundations for the case study on Larry that follows.

Following Michel De Certeau, there are few traces too minute, unworthy or in-

VLJQLÀFDQW�IRU�HQTXLU\��DOO�WKHVH�WUDFHV�QRW�RQO\�DGG�WR�EXW�DOVR�FRQVWLWXWH�XUEDQ�
life. 5�,Q�/DUU\·V�FDVH��WKH�WUDFH�ERDVWV�D�SK\VLFDO�SUHVHQFH��SURYRNLQJ�D�WXUQ�WR�
material culture studies. Taking him as a part of contemporary urban material 

culture – a palpable object, manifesting itself in the present, carrying meaning 

and symbolism – paves a path into vernacular, public, civic, arty things. In 

KLV�VHPLQDO�HVVD\�RQ�PDWHULDO�FXOWXUH��DJHQF\�DQG�VPDOO�WKLQJV��)UDQN�'LN|W-
ter prescribes micro-history as an appropriate method for reading objects per-

4 ȱ���ȱ����ǰȱȃ����������ȱ�������ȱ���ȱ�����ȱ������ȱ�����ǰȄȱCityȱŗŘǰȱ��ǯȱŗȱ
ǻ�����ȱŘŖŖŞǼǱȱ������ǰȱŗśǯȱ
5 ȱ������ȱ��ȱ�������ǰȱThe Practice of Everyday Lifeȱǻ�������¢Ǳȱ���������¢ȱ��ȱ����Ȭ
������ȱ�����ǰȱŗşŞŚǼǰȱşŗȮşŘǯȱ���ȱ����ȱ	�����ȱ���������ǰȱThe Poetics of Spaceǰȱ�����ǯȱ�����ȱ
�����ȱǻ������Ǳȱ������ȱ�����ǰȱŗşşŚǼǯ
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ceived as everyday things, so their atypical social lives will surface.6 To employ 

PLFUR�KLVWRU\� UHTXLUHV�XV� WR� UHFRJQLVH� WKDW�/DUU\�H[LVWV� LQ�D�G\QDPLF�XUEDQ�
landscape and by extension urban space. For Henri Lefebvre space is socially 

constituted, always contested and ideological. He argues that everyday dis-

course endows space with meanings, by way of either an unrecognised code 

embedded in thought or a spatial code.7 This article employs a micro-historical 

approach in an attempt to disentangle the thought/code that evoked Larry. 

Informed by those insights on social spatial production, historian Dolores 

Hayden has developed a model for studying urban landscapes such as City 

6TXDUH�DQG� WKHLU� FRQVWLWXHQW� WKLQJV�8�+D\GHQ�RͿHUV� WZR�FULWLFDO� LQVLJKWV� IRU�
studying Larry: the role of urban landscapes in constituting identity, and the 

contribution of historical and vernacular art forms to this process.9 Urban an-

thropologist Setha Low adds a notion of being embodied in urban landscapes. 

/RZ�FRQVLGHUV�VSDFH�DQG�SODFH�WR�EH�DOZD\V�HPERGLHG�DQG�PDWHULDO��DW�RQFH�
metaphorically and discursively, yet also physically located and inhabited.10 

7KLV� FRQÀJXUDWLRQ� QHJRWLDWHV� WKH� WHQVLRQV� EHWZHHQ� VSDFH� DQG� SODFH� WKHRU\�
LQ� XUEDQ� SUDFWLFH�� VR� DOORZLQJ� XV� WR� FRPSUHKHQG� /DUU\� DV� D� FRUSRUHDO� DQG�
V\PEROLF� SUHVHQFH� LQ�&LW\� 6TXDUH�� 7KH� ODUJHO\� FRQJUXHQW� DSSURDFKHV� RI�'H�
&HUWDX��'LN|WWHU��/HIHEYUH��+D\GHQ�DQG�/RZ�HQDEOH�WKH�HQTXLU\�WKDW�IROORZV�

,Q�DGGLWLRQ�WR�HQJDJLQJ�ZLWK�EURDGHU�TXHVWLRQV�DERXW�FLWLHV��VSDFH�DQG�SODFH��
embodiment, identity and belonging, this article is also anchored in the sub-

stantial literature on Melbourne. Following Tim Murray, Alan Mayne and 

RWKHUV·� DWWHPSWV� WR� ´UHDGµ� WKH� 0HOERXUQH�� 6\GQH\� DQG� /RQGRQ� FLW\VFDSHV�
as cultural landscape or social assemblage, this article negotiates many tem-

6 ȱ�����ȱ���ãĴ��ǰȱȃ�������ȱ���ȱ�����¢Ǳȱ��������ȱ�������ȱ���ȱ��������¢ȱ��ȱ
�����ǰȄȱ��ȱHistory and Material Culture: A Student’s Guide to Approaching Alterna-
tive Sourcesǰȱ��ǯȱ����ȱ
����¢ȱǻ�¡����Ǳȱ���������ǰȱŘŖŖşǼǰȱŗŝŚǰȱ������ǲȱ�����ȱ�����ȱ
��� �ǰȱȃ���ȱ�����ȱ��ȱ��������ȱ�������Ǳȱ
�����¢ȱ��ȱ�������ǰȄȱ��ȱHistory from Things: 
Essays on Material Cultureǰȱ��ǯȱ������ȱ�����ȱ���ȱ�ǯȱ�����ȱ�����¢ȱǻ����������ȱ���ȱ
������Ǳȱ�����������ȱ�����������ȱ�����ǰȱŗşşřǼǰȱŗȮŗşǲȱ����ȱ
����¢ǰȱȃ������������ǰȄȱ��ȱ
History and Material Culture: A Student’s Guide to Approaching Alternative Sourcesǰȱ��ǯȱ
����ȱ
����¢ȱǻ������ȱǭȱ�� ȱ����Ǳȱ���������ǰȱŘŖŖşǼǰȱŗȮŘřǯ
7 ȱ
����ȱ��������ǰȱThe Production of Spaceǰȱ�����ǯȱ������ȱ���������Ȭ�����ȱǻ�¡Ȭ
����Ǳȱ�����ȱ����� ���ǰȱŗşşŗǼǰȱŗŜȮŗŝǯ
8 ȱ�������ȱ
�¢���ǰȱThe Power of Place: Urban Landscapes as Public Historyȱǻ���Ȭ
������ǰȱ��Ǳȱ���ȱ�����ǰȱŗşşśǼǯȱ���ȱ����ȱ������ȱ�����¢ǰȱFor Spaceȱǻ������Ǳȱ����ǰȱ
ŘŖŖśǼǯ
9 ȱ
�¢���ǰȱPower of PlaceǰȱşǰȱřŞǯ
10 ȱ�����ȱ�ǯȱ�� ǰȱȃ�� ����ȱ��ȱ���������������ȱ�����¢ȱ��ȱ�����ȱ���ȱ�����ǰȄȱ
SemioticaȱŘŖŖşǰȱ��ǯȱŗŝśȱǻ������¢ȱŘŖŖşǼǱȱŘŗȮřŝǯȱ�ǯ�ǯǰȱ�����ȱ������ǰȱȃ���¢ȱ��ȱ�����ǰȱ���¢ȱ
��ȱ�����Ǳȱ�������ȱ���ȱ���ȱ�����ȱ
�����¢ǰȄȱHistory Australiaȱŝǰȱ��ǯȱŘȱǻŘŖŗŖǼǯȱ
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poral and spatial scales simultaneously.11 Much research has also been un-

GHUWDNHQ�RQ�0HOERXUQH·V�SXEOLF�DQG�FLYLF� VSDFHV� 12 The point at which this 

ORFDO� VFKRODUVKLS� LQWHUVHFWV�ZLWK� TXHVWLRQV� RI� FLYLF� LGHQWLW\�� ORFDO� EHORQJLQJ�
DQG�SXEOLF�DUW�LV�SDUWLFXODUO\�UHOHYDQW�WR�WKLV�H[SRVLWLRQ��6SHFLÀFDOO\��*UDHPH�
'DYLVRQ� KDV� WUDFHG� 0HOERXUQH·V� ¶ODPHQW·� IRU� D� SURSLWLRXV� SXEOLF� VTXDUH��
DQG� VR� WKLV� HQTXLU\� QDUURZV� LQ� RQ� D� SDUWLFXODU� DVSHFW� RI� D� QRZ� UHDOLVHG�
VTXDUH��'DYLVRQ�DOVR�GLVFXVVHG�KRZ�VXFK�D� VTXDUH�FRXOG�EH�PDGH�ZHOFRP-

ing. Adorning it with public art might assist with increasing its conviviality.

Before closing this theoretical and historiographical discussion, it would be 

useful to touch upon a framework for considering the relationship between 

public art and Larry.  This relationship not only troubled many Melburnians 

ZKHQ�/DUU\�ZDV� LQVWDOOHG�� EXW� DOVR� LV� UHOHYDQW� WR� DQ� DFDGHPLF� LQTXLU\� LQWR�
this kind of artwork. Are dog statues the kind of public art that municipal 

authorities should commission for public space? Is Larry a “good” work of 

DUW��RU�HYHQ�DUW�DW�DOO"�$QG�FRQVHTXHQWO\��LV�KH�´ZRUWK\µ�RI�DFDGHPLF�LQTXLU\"�
7KLV�DUWLFOH� WDNHV�0DUFHO�'XFKDPS·V�GLFWXP� WKDW�� ¶DUW�PD\�EH�EDG��JRRG�RU�
LQGLͿHUHQW��EXW��ZKDWHYHU�DGMHFWLYH�LV�XVHG��ZH�PXVW�FDOO�LW�DUW·�13 Nevertheless, 

WKHUH� LV�UHOXFWDQFH�WR� LGHQWLI\�WKLQJV�VXFK�DV�/DUU\�DV�DUW��SDUWLFXODUO\�ZKHQ�
they are not avant-garde, high or challenging works. Moreover, characterising 

WKHP�DV�SXEOLF� DUW� ²� D�KLJKO\� FRQWHVWHG� WHUP�²�DPSOLÀHV� WKHVH�GHEDWHV��$F-
FRUGLQJ�WR�&KHU�.UDXVH�.QLJKW��WKLV�LV�D�SURGXFW�RI�¶WUDGLWLRQDO�PRGHV�RI�DUW�
KLVWRULFDO�LQTXLU\�>WKDW@�FDQQRW�IXOO\�DFFRPPRGDWH�WKH�´VRFLDO�OLIHµ�RI�SXEOLF�
DUW·� 14� 7KH�0&&� LQGHHG�GHÀQHG� ´SXEOLF� DUWµ� EURDGO\� LQ� ������ ¶DQ\� RULJLQDO�
work of art, created by an artist, which is accessible to the general public [on/

LQ@�VWUHHWV�DQG�VTXDUHV·�15 Things such as Larry are thus not subject to serious 

examination, dismissed in the academic literature and chastised by many in 

11 ȱ���ȱ�����¢ǰȱȃ�¡�������ȱ
���£���ȱ��ȱ���ȱ����������¢ȱ��ȱ���ȱ������ȱ���¢ȱ
�ȱ����ȱ��ȱ��¡ȱ��������ǰȄȱJournal of Urban Historyȱřşǰȱ��ǯȱśȱǻŘŖŗřǼǱȱŞŚŞȮŜřǯ
12 ȱ	�����ȱ�������ǰȱȃ������ȱ����ȱ���ȱ������ȱ�����ȱ������ȱ���ȱ���������Ȃ�ȱ
���¢ȱ������ǰȄȱHistoric Environmentȱŗŗǰȱ��ǯȱŗȱǻŗşşŚǼǱȱŚȮşǲȱ����� ȱ��� �Ȭ��¢ǰȱMel-
bourne Street Life: The Itinerary of Our Daysȱǻ���������Ǳȱ����������ȱ��������¢ȱ���Ȭ
�������ǰȱŗşşŞǼǲȱ������ȱ����ǰȱȃ��ȱ����¢���ȱ��ȱ���ȱ������ȱ��ȱ���������ȱ���¢ȱ������ǰȄȱ
ǻ���������¢ȱ��ȱ���������Ǳȱ������¢ȱ��ȱ������������ȱ���ȱ��������ǰȱŘŖŖřǼǲȱ����� ȱ
��� �Ȭ��¢ȱ���ȱ������ȱ��¢ǰȱFederation Squareȱǻ�����ȱ�����Ǳȱ
�����ȱ	����ȱ�������Ȭ
���ǰȱŘŖŖřǼǲȱ	��ě��¢ȱ������ȱ������ǰȱPeril in the Square: The Sculpture That Challenged a 
Cityȱǻ���������Ǳȱ�����ȱ����������ǰȱŘŖŖŚǼǯ
13 ȱ������ȱ�������ǰȱThe Complete Works of Marcel Duchampǰȱ��ǯȱ������ȱ
��� ��£ȱǻ������Ǳȱ������ȱǭȱ
�����ǰȱŗşŜşǼǰȱřřǯ
14 ȱ����ȱ�����ȱ�����ǰȱPublic Art: Theory, Practice and Populismȱǻ�¡����Ǳȱ�����Ȭ
 ���ǰȱŘŖŖŞǼǰȱ����ǯȱŚǰȱśǯȱ
15 ȱ����ǰȱ����ȱŞřŝřȦ�Řǰȱ����ȱřŞŗǯ
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the art world. 16 In accepting that Larry is folksy and aesthetically unchalleng-

ing, conceivably kitsch, sculpted by a content local artist, at once statue and 

VFXOSWXUH��D�GHSDUWXUH�SRLQW�LV�WKXV�HVWDEOLVKHG�IRU�WKH�HQTXLU\�WKDW�IROORZV�

* * *

Figure 2: Famous Dogs. Clockwise from top left: Capitoline Wolf (Musei Capitolini: Rome, Ita-

O\���F����������%&(���:LNLSHGLD�XVHU��5RVHPDQLD���&&�%<�������������RI�*UH\IULDUV�%REE\��(GLQ-

EXUJK��F�����������5HEHFFD�6LHJHO���&&�%<�������������+DFKLNĿ��7RN\R��������DXWKRU·V�FROOHFWLRQ��
�������3KRWRJUDSK�RI�¶'RJ�RQ�WKH�7XFNHUER[·��6QDNH�*XOO\��1HZ�6RXWK�:DOHV��������:LNLSHGLD�

user: AYArktos / CC BY-SA 2.5, 2005).

16 ȱ�����ȱ��������ǰȱȃ���������ȱ���������ȱǻ����ȱŗǼǰȄȱ���ȱǭȱ���������ȱřŞǰȱ��ǯȱŘȱ
ǻ��������ȱŘŖŖŖǼǱȱřŘŝȮŞǲȱ���¢�ȱ�����Ĵǰȱȃ���������Ȃ�ȱ���������Ǳȱ������������ȱ
������ȱ���ȱ����������ǰȄȱ��ȱMonuments and the Millennium: Proceedings  of a Joint Con-
ference Organised by English Heritage and the United Kingdom Institute for Conservationǰȱ
��ǯȱ������ȱ�����ȱ���������ǰȱ����ȱ������ǰȱ���ȱ������ȱ������ȱ���������ȱ���ȱ��������Ȭ
����ȱ��ȱ
�������ȱ���ȱ��������ȱ�����ȱǻ������Ǳȱ�������ȱ
�������ǰȱŘŖŖŗǼǰȱŗŚŚǯ
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Larry joins the ranks of numerous other urban, bronze, immortalised dogs, 

�ÀJ�� ���� $VVRFLDWHG� ZLWK� KLVWRU\�� PHPRU\� DQG� FRPPHPRUDWLRQ�� LQVFULE-

ing paganism and religion, empire and imperialism, murder and death, lo-

cal, civic and national virtue on the urban landscape, monuments have 

OLQHG� ERXOHYDUGV�� IRUXPV�� PDUNHWV� DQG� VTXDUHV� VLQFH� DQWLTXLW\�17 Animals 

and particularly canines have featured prominently throughout this his-

tory, attributable to the ways in which dogs endear themselves to hu-

mankind.18�7KH\�ZHUH�� DIWHU� DOO�� WKH�ÀUVW� DQLPDO� WR�EH�GRPHVWLFDWHG�DQG� LQ-

WURGXFHG� WR� WKH� FLW\�� ¶PDQ·V� ROGHVW� FRPSDQLRQ·�� ZULWHV� /HZLV� 0XPIRUG�19

Whilst the Urban History of the Dog is yet to be written, there are numer-

ous examples of civic dogs that would feature in such an endeavour. At the 

turn of the Common Era, Cicero mentioned the Capitoline Wolf statue, part 

RI� WKH� IRXQGLQJ�P\WK� RI� 5RPH�� KHUH�� LQ� VFXOSWXUH�� OHVV� XQUXO\�� UHPDUNDEO\�
approachable.20 These days, cities including Brussels, Edinburgh, Tokyo and 

Wellington boast dog statues with associated mythologies.21�7RN\R·V�+DFKLNĿ�
²�WKH�IDLWKIXO�GRJ�ZKR�DZDLWHG�KLV�RZQHU·V�DUULYDO�DW�6KLEX\D�6WDWLRQ�HYHU\�
GD\� IRU�PDQ\�\HDUV� DIWHU� KLV� RZQHU·V�GHDWK� ²� DSSHDUV� RQ� FRXQWOHVV�SLFWXUH�
books, tourist guides and postcards.22 A recent popular history on the nine-

teenth-century Greyfriars Bobby of Edinburgh argued the adored dog, who 

UHSXWHGO\�JXDUGHG�KLV�PDVWHU·V�JUDYH��ZDV�DFWXDOO\�FRQFRFWHG�E\�EXVLQHVVPHQ�
DV�SDUW�RI�D�SURPRWLRQDO�VWXQW��HYHQ�VWDWXHV�RI�GRJV�DUH�LPEXHG�ZLWK�SROLWLFV�23 

David Paxton speculates on the curious relationship between Australia and 

dogs. He employs a naturalistic perspective (a predecessor of actor-network 

theory) to tie settler colonialism, sizeable rates of urbanisation, and urban ani-

17 ȱ���ȱ������ǰȱȃ
�����¢ǰȱ�����¢ǰȱ���ȱ���������Ǳȱ��ȱ������� ȱ��ȱ���ȱ
��������¢ȱ����������ȱ��ȱ�������������ǰȄȱAmerican Historians and the National Park 
ServiceȱǻŘŖŖŜǼǰȱ�Ĵ�ǱȦȦ   ǯ���ǯ���Ȧ������¢Ȧ������¢Ȧ������Ȧ������ǯ���ǯȱ
18 ȱ�������ȱ� �£¢����ǰȱ��ǯǰȱDog Is My Co-Pilot: Great Writers on the World’s 
Oldest Friendshipȱǻ�� ȱ����Ǳȱ������ȱ
����ǰȱŘŖŖřǼǲȱ
��ȱ
��£��ǰȱSome We Love, Some 
We Hate, Some We Eat: Why It’s So Hard to Think Straight About Animalsȱǻ������Ǳȱ

�����ǰȱŘŖŗŖǼǯ
19 ȱ�� ��ȱ�������ǰȱThe City in History: Its Origins, Its Transformations, and Its 
Prospectsȱǻ���ȱ�����ǰȱ�� ȱ����ǰȱ������Ǳȱ
�������ǰȱŗşŜŗǼǰȱŗŖǯ
20 ȱ������ȱCat.ȱřǯŗşǲȱ������ȱDiv.ȱŗǯŘŖǲȱ������ȱDiv. ŘǯŚŝǯ
21 ȱ�������ȱ�������ǰȱThe Animals’ Who’s Whoȱǻ�� ȱ����Ǳȱ��������ǰȱŗşŞŘǼǯ
22 ȱ���ȱ������ȱ�� ���ǰȱHachiko Waitsȱǻ�� ȱ����Ǳȱ
���¢ȱ
���ȱ���ȱ��ǯǰȱŘŖŖŚǼǯ
23 ȱ���ȱ��������ǰȱGreyfriars Bobby: The Most Faithful Dog in the Worldȱǻ�����Ȭ
��¢ǰȱŘŖŗŗǼǯȱ���ȱ����ȱ�������ȱ����������ȱ��������ǰȱGreyfriars BobbyǰȱŘŖŖŗǰȱ�Ĵ�ǱȦȦ   ǯ
���������ǯ���Ȧ������ȦŘŜşřǯ
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mal management.24�$�UHFHQW�ERRN�WUDFHV�WKLV�¶LFRQLF�SDUWQHUVKLS·�IURP�WKH�)LUVW�
Fleet onwards.25 Besides Larry, two other prominent Australian sculptural dogs 

DUH�,VOD\�DQG�WKH�¶'RJ�RQ�WKH�7XFNHUER[·��2XWVLGH�WKH�4XHHQ�9LFWRULD�%XLOGLQJ�
LQ�6\GQH\�LV�D�ZLVKLQJ�ZHOO�DGRUQHG�ZLWK�4XHHQ�9LFWRULD·V�IDYRXULWH�GRJ�,V-
OD\��D�UHFRUGHG�PHVVDJH�E\�UDGLR�SUHVHQWHU�-RKQ�/DZV�HQFRXUDJHV�GRQDWLRQV�
for charity.26�7KH�¶'RJ�RQ�WKH�7XFNHUER[·�LV�D�EURQ]H�WULEXWH�WR�FRORQLDO�VHWWOH-

ment, located near Gundagai, New South Wales, immortalised in poem and 

VRQJ��ZKLFK�VXVWDLQV�QDWLRQDO�P\WKV�FRQFHUQLQJ�$XVWUDOLD·V�SLRQHHU�KLVWRU\�27 

In addition to encouraging “beyond-the-archive” public histories of place, in a 

UHFHQW�DUWLFOH�+LOGD�.HDQ�DOVR�SUREOHPDWL]HV�WKHVH�WZR�GRJV��.HDQ�DUJXHV�WKH\�
have at once foreclosed alternative, post-colonial narratives of Australian his-

WRU\�DQG�\HW�DOVR�RͿHU�SRVVLELOLWLHV�IRU�GLͿHUHQW�KLVWRULHV�RI�$XVWUDOLD·V�SDVW�28 

$OO�RI�WKHVH�VWDWXHV�RI�GRJV�YHQHUDWH�´PDQ·V�EHVW�IULHQGµ��WKHLU�UHVSHFWLYH�RZQ-

ers and the suburb, city, or nation in a similar way to other civic monuments. 

%XW�WKLV�LV�QRW�WKH�FDVH�IRU�0HOERXUQH·V�/DUU\�/D�7UREH��:KHQ�/DUU\�ZDV�VFXOSW-
HG�LQ�������KH�SRVVHVVHG�QR�SDVW�RU�FRPPHPRUDWLYH�IXQFWLRQ��LQ�0&&�GRFX-

PHQWV��KH�ZDV�GHVFULEHG�DV�VRPHWKLQJ�WKDW�¶ZLOO�EH�YHU\�SRSXODU�ZLWK�FKLOGUHQ·��
perhaps because he is at their height, meeting them on street level.29 Larry does 

QRW�VLW�RQ�D�SHGHVWDO�DQWLFLSDWLQJ�UHFRJQLWLRQ��UDWKHU�KLV�IRXU�SDZV�VWDQG�RQ�
the ground, upright, excitable, ceaselessly forging his own place amidst the 

XUEDQ�ODQGVFDSH��/DUU\·V�SODFH�LQ�WKH�FLYLF�FRQVFLRXVQHVV�ZDV�LQGHHG�VHL]HG�
after his placement. So how did this bronze materialise, eventually appearing 

RQ�WRXULVW�LWLQHUDULHV��HYHQ�KDYLQJ�D�NHQQHO�UHVHUYHG�IRU�KLP�DW�0HOERXUQH·V�
/RVW�'RJV�+RPH"�7KH�VHFWLRQV�WKDW�IROORZ�VNHWFK�/DUU\·V�DW\SLFDO�ELRJUDSK\�

* * *
 
Larry is bound to Melbourne, and was commissioned for the city at a spe-

24 ȱ�����ȱ��¡���ǰȱȃ��������¢ȱ�����������ȱ���ȱ�����ȱ����ǰȄȱŗşşŚǰȱ�Ĵ�ǱȦȦ
   ǯ����ǯ���ǯ��Ȧę���Ȧ��������¢ȏ�����������ȏ����ȏ���şŚ��¡���ǯ���ǯ
25 ȱ����ȱ���� ����ǰȱNot Every Dog Has His Day: The Treatment of Dogs in Aus-
traliaȱǻ���������Ǳȱ�¡���ȱ��������ȱ�����������ǰȱŘŖŖşǼǰȱŘŖǰȱŘśŖǯȱ���ȱ����ȱ������ȱ������ǰȱ
Dogs in Australian Artȱǻ��������Ǳȱ����ę���ȱ�����ǰȱŘŖŗŘǼǯ
26 ȱȃ�������ȱ�¢���¢ȄǰȱSydney Morning Heraldǰȱřŗȱ������ȱŘŖŖŘǯ
27 ȱ�¢�ȱ����ěǰȱThe Dog on the Tuckerboxȱǻ��������ǰȱ�ǯ�ǯ�ǯǱȱ�������ȱ�����ǰȱ
ŗşşŚǼǯȱ
28 ȱ
����ȱ���ǰȱȃ������ȱ
�����¢ȱ���ȱ� �ȱ����������ȱ����Ǳȱ����¢ȱ���ȱ���ȱ���ȱ��ȱ
���ȱ������ȱ��¡ǰȄȱThe Journal of the History of Culture in AustraliaȱŘŚȱǻŘŖŖŜǼǱȱŗřśȮŗŜŘǯ
29 ȱ����ǰȱ����ȱŞřŝřȦ�Řǰȱ����ȱřŞşǰȱ������ȱ���ȱ�����Ĵ��ȱ�������ǰȱŝȱ�������ȱ
ŗşşŘǯ
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FLÀF� WHPSRUDO� DQG� VSDWLDO� LQWHUVHFWLRQ��$V� D� SURXG� 9LFWRULDQ� HUD� FLW\�� IURP�
LWV� HDUOLHVW� GD\V� JUDQG� PRQXPHQWV� DGRUQHG� 0HOERXUQH·V� WKRURXJKIDUHV30 

0HOERXUQH·V�ÀUVW�SXEOLF�PRQXPHQW�ZDV�RI� WKH�XQIRUWXQDWH�H[SORUHUV�%XUNH�
and Wills. Unable to raise funds from private donors, under the patronage 

of colonial parliament, artist Charles Summer unveiled Burke and Wills to a 

crowd of 10,000 people in 1865.31 Fashioned in the grand tradition of Europe-

an monuments – heroic, celebratory and civic, pedestalled, bronze and sol-

id – over the following 130 years Burke and Wills were installed in various 

ORFDWLRQV�DURXQG�WKH�FLW\��2WKHU�LOOXVWULRXV�0HOEXUQLDQV�ZHUH�RͿHUHG�VLPLODU�
sculptural treatment including John Batman, John Pascoe Fawkner, Redmond 

%DUU\�DQG�-RKQ�0RQDVK��DORQJ�ZLWK�4XHHQ�9LFWRULD�DQG�.LQJ�(GZDUG�9,,��WKLV�
WUDGLWLRQ�H[WHQGHG�WR�DOO�RI�$XVWUDOLD·V�FLWLHV�DQG�PDQ\�RI� LWV� WRZQV�32 These 

works venerated – and continue to venerate – the city and its past in the bold-

est of ways, an imprint of permanence and grandeur upon the landscape. 

By the 1970s, in response to changing artistic, architectural and urban philoso-

phies towards public art and open space, cities sought new kinds of art works 

to adorn their streets.33 Outdoor sculpture was commissioned as part of ‘per 

FHQW�IRU�DUW·�SURJUDPV��ZKLFK�SRVLWHG�SXEOLF�DUW�DV�LQWHJUDO�WR�DQG�D�EHQHÀW�RI�
urban redevelopment.34�7KHVH�SURJUDPV�ÀUVW�SUROLIHUDWHG�LQ�1RUWK�$PHULFD��
WULJJHULQJ�GHEDWHV�DERXW�WKH�SXUSRVH�DQG�IRUP�RI�SXEOLF�DUW�ZRUNV��GHWUDFWRUV�
still lament that the resultant works are unchallenging and too populist.35 Con-

tests also emerged in Melbourne and not only in relation to Larry. In 1978, for 

LQVWDQFH��WKH�0&&�FRPPLVVLRQHG�5RQ�5REHUWVRQ�6ZDQQ·V�LQIDPRXV�9DXOW�IRU�
WKH�QHZ�&LW\�6TXDUH�36  'XEEHG�¶7KH�<HOORZ�3HULO·�E\�LWV�PDQ\�FULWLFV��9DXOW�ZDV�
a challenging and assertive abstract sculpture, fashioned from many bright 

yellow horizontal planes. After just eight months in situ, late one evening 

LQ�'HFHPEHU� ������ LW�ZDV� UHPRYHG� IURP�&LW\�6TXDUH��'HVSLWH� LWV� LJQRPLQ\��
9DXOW� H[HPSOLÀHG� D� QHZ�NLQG� RI� FLYLF� DQG� KHWHURJHQHRXV� SXEOLF� VFXOSWXUH��

30 ȱ���ȱ������ǰȱVictorian Citiesȱǻ��������¡Ǳȱ�������ǰȱŗşŜŞǼǰȱ����ǯȱŝǯ
31 ȱ�����¢ǰȱMelbourne’s MonumentsǰȱřşȮŚŖǯȱ
32 ȱ���ȱ�ȱ��������ȱ��ȱ����ȱŗŞǰŖŖŖȱ���������ȱ����������ȱ���������ȱ���ȱ���ȱ
������ȱ���ȱ�����ȱ������ǰȱȃ��������ȱ���������ǰȄȱŘŖŗŖǰȱ�Ĵ�ǱȦȦ�����������������ǯ
���ǯ��Ȧǯ
33 ȱ���ȱ�����ȱ	����¢ǰȱȃ���Ȭ����ȱ������Ǳȱ������ȱ���ȱ��ȱ����ȱ������ȱ������ǵǰȄȱ��ȱ
Place Promotion: The Use of Publicity and Marketing to Sell Towns and Regionsǰȱ��ǯȱ����ȱ
������ȱ	���ȱ���ȱ�������ȱ������ȱ����ȱǻ�� ȱ����Ǳȱ����¢ǰȱŗşşŚǼǰȱŗśŞȮŜŘǯ
34 ȱ����ǯǰȱŗŜŘǯȱ�����ȱ�����������ȱ������ȱ���������ȱ�� ȱ����ȱ�������ȱ��������ǯ
35 ȱ�����ǰȱPublic ArtǰȱŗŖěǰȱ����ǯȱŘǯ
36 ȱ���ȱ������ǰȱPeril in the Squareǯ
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OHDYLQJ�DQ�DUWLVWLF�OHJDF\�IRU�&LW\�6TXDUH�WKDW�HͿHFWHG�IXWXUH�FRPPLVVLRQV�37

,Q�WKH�ZRUGV�RI�D�UHFHQW�QHZVSDSHU�DUWLFOH��XQOLNH�9DXOW��ZKLFK�ZDV�¶EDQLVKHG·��
LW�ZDV�/DUU\�WKDW�¶VWD\HG�RQ·�38 Bred to be more personable and less contentious 

WKDQ�9DXOW�� /DUU\� DSSHDUHG� LQ� WKH� RULJLQDO�&LW\� 6TXDUH� LQ� �����39 He was a 

SURGXFW�RI�WKH�6ZDQVWRQ�:DON�SURMHFW�²�DQ�DWWHPSW�WR�UHMXYHQDWH�0HOERXUQH·V�
major thoroughfare, principally by removing cars – during which the MCC re-

served $100,000 for public art.40 The Swanston Walk project called for art works 

RI�YDU\LQJ�VL]HV�WR�¶DOORZ�IRU�LQFUHPHQWDO�HQULFKPHQW�RI�WKH�FLW\·�41 The MCC 

sought ‘proposals which incorporate a thematic and/or physical link with the 

FKRVHQ� VLWH� >DQG@� UHÁHFW� FRQWHPSRUDU\� YLVXDO� DUWV� SUDFWLFH·�42 In early 1992, 

the council welcomed submissions from artists, and 14 were then shortlisted 

that July. On that shortlist, the MCC committee envisaged that the ‘Bronze 

'RJ� >ZRXOG�EH@� D�YHU\�SRSXODU� VFXOSWXUH�ZLWK� FKLOGUHQ·�43 No other details 

of proceedings – for instance, minutes of why Larry was selected or what he 

ZDV�HQYLVLRQHG�WR�UHSUHVHQW�²�ZHUH�GHSRVLWHG�ZLWK�WKH�3XEOLF�5HFRUG�2FH�

Irving was paid $1,000 for her design concept, and the bronze amounted to 

�������LQFOXGLQJ�LQVWDOODWLRQ��ZLWK�¶HDFK�DGGLWLRQDO�/DUU\·�WR�FRVW�OHVV�44 (In the 

RULJLQDO� SURSRVDO�� ¶VFXOSWHG� µOLIHOLNHµ�GRJV·�ZHUH� WR� EH� ¶VWUDWHJLFDOO\� SODFHG�
ZLWKLQ�WKH�ZDON·�DW�ORFDWLRQV�WR�EH�GHWHUPLQHG��45 This was inexpensive, eco-

nomically rational public art. The works proposed for Swanston Walk were 

37 ȱ�ǯ�ǯǰȱ���ȱ������ȱ���ȱ�����Ĵ��ȱ ��ȱ���������ȱ���ȱ���������ȱ������ȱȃ�����Ȭ
��������ȱ���������Ȅǰȱ�ȱ�����ȱ���������ȱ���������ȱ�����ǰȱ����¢ȱ�������ȱ�������ȱ���ȱ�����ȱ
������¢ȱ��ȱ��������ǰȱȁ��¢ȱ��ȱ��������ȱ���ȱ����ȱ����ȱ��ȱ�����Ȃǲȱ���ȱ����ǰȱ����ȱŞřŝřȦ
�Řȱ����ǯ
38 ȱ�����ȱ�����ǰȱȃ����ȱ���ȱ�
��ǳȄǰȱHerald SunǰȱŗŖȱ�������ȱŘŖŖşǯ
39 ȱ����������ȱ������ȱ���ȱ���ȱ������ȱ�����ȱǻ����ǼǰȱInterviews with Pamela 
IrvingǰȱŘŖŗŗǰȱ�Ĵ�ǱȦȦŗś�����������ǯ����ǯ���ǯ��Ȧ�������Ȧ����¢Ȭ��Ȭ�����ǯ
40 ȱ��ȱ���ȱǞŗśȱ�������ȱ������ǰȱŖǯŜŜȱ���ȱ����ȱ ��ȱ���������ǰȱ���ȱAgeǰȱŘŞȱ�������¢ȱ
ŗşşŘǯȱ�Ĝ�����¢ǰȱ���ȱ���������ȱ���¢ȱ�������ȱ���������ȱ����ȱ���ȱ���ȱ����ȱ��ȱ�����ȱ���Ȭ
����ȱ ����ȱ������ȱ ��ȱ���ȱ������ȱ���ǰȱ���ȱ��������ȱ������ǰȱȃ����ȱ����£�ȱ�������ȱ��ȱ
���ȱ�ȱ���¢ȱ����ȄǰȱAgeǰȱŗřȱ�������ȱŗşşŚǯ
41 ȱ�����ȱ������ȱǭȱ������������ǰȱ���¢ȱ��ȱ���������ǰȱȃ������ȱ�������ȱ���ȱ
� ������ȱ������ȱ���ȱ���£�����ȱ������Ǳȱ���������ȱ� ������ȱ����ȄǰȱŗşşŘǰȱ�������ȱ��ȱ
����ǰȱ����ȱŞřŝřȦ�Řǰȱ����ȱřŞŗǰȱşŘȦŘŝŗŞȬŗȱ�¡���������ǯ
42 ȱ����ǯǯ
43 ȱ����ǰȱ��ȱŗŖŘśȱ�������¢ȱ���ȱ���ȱ����ǰȱ����ȱŞřŝřȦ�Řȱ	������ȱ���������Ȭ
�����ȱ�����ǰȱ����ȱřŞşǰȱ������ȱ���ȱ�����Ĵ��ȱ�������ǰȱŝȱ�������ȱŗşşŘǯ
44 ȱ����ǯǲȱ������ȱ���ȱ� ������ȱ������ȱ����ȱ��� ����ȱ�����ǰȱŞȱ���¢ȱŗşşŘǲȱ������Ȃ�ȱ
ę���ǰȱŗşşŘǯ
45 ȱ����ǰȱ����ȱŞřŝřȦ�Řǰȱ����ȱřŞşǰȱ������ȱ���ȱ�����Ĵ��ȱ�������ǰȱŘȱ������Ȭ
���ǰȱŝȱ�������ȱŗşşŘǯ
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VXEVHTXHQWO\�SUHVHQWHG�WR�WKH�0&&·V�LQGHSHQGHQW�3XEOLF�$UWV�&RPPLWWHH�IRU�
FRPPHQW��HYHQ�WKRXJK�WKH�GHFLVLRQ�WR�FRPPLVVLRQ�RQH�¶OLIHOLNH�GRJ·�KDG�DO-
ready been made by the MCC, sometime during the previous three months. 

46 'HVSLWH�,UYLQJ�DOVR�SURSRVLQJ�¶%D]]D�%XUNH·�DQG�¶&ODUULH�&ROOLQV·�ZLWK�WKHLU�
own motifs, there would be just one Larry, a singularity that was essential 

IRU�KLV�VXEVHTXHQW�ORUH�47 If there had been more than one Larry, a single theft 

ZRXOG�KDYH� EHHQ� ODUJHO\� LQVLJQLÀFDQW�� LQ� WKH�GRFXPHQWV� FRQVLGHUHG�E\� WKH�
council, all the additional dogs would have been identical (from the same cast), 

making it unlikely such pervasive meanings would have been attached to him. 

Installed in December 1992 next to a green park bench on Swanston 

Street, orientated towards the Melbourne Town Hall, Larry soon re-

FHLYHG� FRPSDQ\�� 7KH� IROORZLQJ� \HDU� KH� ZDV� MRLQHG� E\� %XUNH� DQG� :LOOV��
WKHLU� H[SHGLWLRQ� WR� ÀQG� D� SHUPDQHQW� KRPH� KDYLQJ� FRPH� WR� DQ� HQG�48 

7KLV� OHDG� WR� &LW\� 6TXDUH·V� LQWULJXLQJ� VSDWLDO� WDEOHDX� RI� VFXOSWXUHV� �ÀJ��
���� LQ� SURSRUWLRQ�� VPDOO� YHUVXV� ODUJH�� LQ� VLJQLÀFDWLRQ�� H[SORUHUV� YHUVXV� D�
GRJ�� LQ� SUHVHQFH�� SURPLQHQW� YHUVXV� OLWWOH�� DQG� LQ� PDWHULDO�� ERWK� EURQ]H�

)LJXUH� ��� /DUU\� /D� 7UREH�ZLWK� %XUNH� DQG�:LOOV� DQG� &LW\� 6TXDUH�� ����� �DXWKRU·V� FROOHFWLRQ���

46 ȱ������Ȃ�ȱę���ǲȱ����ǰȱ����ȱŞřŝřȦ�Řǰȱ����ȱřŞşǰȱ������ȱ���ȱ�����Ĵ��ȱ���Ȭ
����ǰȱŘȱ���������ǰȱŝȱ�������ȱŗşşŘǯȱ�ǯ�ǯȱ������ȱ������ȱ��ȱ�������ȱ��������������ȱ�����ȱ
��ȱ������ǰȱPeril in the Squareǰȱ����ǯȱŗŖ�ŗŝǯȱ�ȱ������ȱ�����ǰȱ������ȱ����ȱ������ȱ����ȱ��ȱ���ȱ
�������¢ȱ��ȱ����ȱ��ȱ���ȱ������ȱ���ȱ�����Ĵ��ǰȱ���¢ȱ���ȱ����������ȱ ��ȱ��������ȱ���ȱ
���ȱ����������ǰȱ ����ȱ�����ȱ�������¢ǯȱ�������ȱ��� ȱŗŚȱ ����ȱ ���ȱ�����ȱ������Ȭ
�������ǰȱ���ȱ���¢ȱ����ȱ��ȱ����ȱ ���ȱ���������¢ȱ������������ǯȱ������ȱ ��ȱ����ȱ�ȱ
������ȱ��ȱ���ȱ�����������ȱ�������ȱ�����Ĵ��ȱ����ȱ������ȱ���ȱ ����ȱǻAge,ȱŘŜȱ�����Ȭ
��¢ȱŗşşŘǼǯȱ���ȱ���������ȱ������ȱ�¢ȱ������ȱ��ȱ�����ȱŗşȱ������¢ȱŗşşřǰȱ�����ȱ���ȱ ���ȱ
 ��ȱ���������ǰȱ���ȱ������Ȃ�ȱę���ǯ
47 ȱ������Ȃ�ȱę���ǯȱ
48 ȱ���ȱ�������ȱ����ȱ����������ȱ��ȱ���ȱ�����ȱ���ȱ�����ȱ������ȱ���ȱ����ǰȱ����ȱ
ŞřŝřȦ�Řǰȱ����ȱřŞşǰȱ������ȱ���ȱ�����Ĵ��ȱ�������ȱŗşşŘȱȮȱŗşşŚǲȱ���ȱ�����������¢ȱ
�� �������ǯ
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* * *

$IWHU� /DUU\� ZDV� LQVWDOOHG� LQ� &LW\� 6TXDUH� KH� LPPHGLDWHO\� SURYRNHG� D� UH-

action, in spite of his ingenuous demeanour. Artist Pamela Irving, born 

in Melbourne in 1960, graduated from the University of Melbourne with 

a Masters of Arts in 1987.49 Her work takes inspiration from folk art tradi-

tions in the form of print, ceramic and mosaic sculpture and community art 

practice.50 Irving does not explicitly challenge artistic or social conventions, 

HPSOR\LQJ� ODUJHO\� JHQLDO�� KXPRURXV� DQG� ÀJXUDWLYH�PRWLIV�� 'UDZLQJ� LQVSL-
ration from her own dog, Larry – although of indiscernible breed – boasts a 

pleasing form, compact yet life-size, a grooved body, a rascally expression, 

adoringly cheeky eyes, endearingly tipped ears, and a playful demean-

our.51� ,UYLQJ� FRQWULEXWHG� SOD\IXOQHVV� WR� 6ZDQVWRQ� :DON� DQG� &LW\� 6TXDUH�

6HHQ� IURP�WKH�GLVWDQFH��/DUU\·V� VWXGGHG�FROODU�PD\�DSSHDU� WKUHDWHQLQJ��EXW�
as one walks closer, one becomes aware that there is nothing to fear. His love-

able snout and bronze coat have been worn away by rubbing and patting, 

leaving traces of human adoration. The studs on his collar turn out to be 

smooth, he does not dominate in form or size, and so constitutes an approach-

able and safe site. Sharing the space where Burke and Wills reside and Vault 

once stood, despite being bronze and located across the street from the majes-

WLF�QLQHWHHQWK�FHQWXU\�0HOERXUQH�7RZQ�+DOO��/DUU\�LV�QHLWKHU�JUDQGLORTXHQW�
QRU�SURYRFDWLYH�LQ�VW\OH�RU�VXEMHFW��VXEVHTXHQWO\�UDLVLQJ�WKH�LUH�RI�FULWLFV���+H�
moreover boasts a memorable name, a pleasing alliteration taken from the 

DUWLVW·V� XQFOH�� /DUU\�� DQG� WKH�QRUWKHUQPRVW� VWUHHW� RI� WKH� FLW\� JULG�� /D�7UREH��
QDPHG�DIWHU�&KDUOHV�/D�7UREH��WKH�&RORQ\�RI�9LFWRULD·V�ÀUVW�JRYHUQRU��0DOH�E\�
virtue of his name, certainly not a Mr. La Trobe, Larry according to Wikipe-

GLD�ZDV�¶FUDIWHG�WR�JHQHUDWH�D�VHQVH�RI�$XVWUDOLDQ�ODUULNLQLVP�LQ�WKH�YLHZHU·��
D�GHVFULSWLRQ�FRQJUXRXV�ZLWK�WKDW�DVVHUWHG�E\�WKH�¶'RJ�RQ�WKH�7XFNHUER[·�52 

From the outset, Larry was personable by virtue of his biography and his ap-

49 ȱ����ȱ���������ǰȱ�����ȱ���������ǰȱ���ȱ����¢ȱ���������ȱ������ǰȱMcCull-
och’s Encyclopedia of Australian Artȱǻ��ĵ��¢Ǳȱ���ȱ������¢��ȱ�����ǰȱŘŖŖŜǼǰȱřřŝǯ
50 ȱ������ȱ������ǰȱȃ������ȱ������ȱ���ȱ����ǰȄȱŘŖŗŘǰȱ�Ĵ�ǱȦȦ������������ǯ���ǯ
��Ȧǲȱ������ȱ������ǰȱȃ������ȱ������Ǳȱ������ȱ��ȱ������ǯǰȄȱCeramics (Sydney, Australia) 
��ǯȱřŝȱǻŗşşşǼǱȱřŝȱȮȱřşǲȱ����������ȱ������ȱ���ȱ���ȱ������ȱ�����ǰȱInterviews with Pamela 
Irvingǯ
51 ȱȃ�������Ƿȱ����¢Ȃ�ȱ����ȄǰȱAgeǰȱŗŝȱ���������ȱŗşşŜǯ
52 ȱ���������ȱ������������ǰȱȃ����¢ȱ��ȱ�����ǰȄȱWikipedia, the Free Encyclopedia 
ǻ���������ȱ����������ǰȱ���ǯǰȱ�����ȱŗŞǰȱŘŖŗŘǼǰȱ�Ĵ�ǱȦȦ��ǯ ��������ǯ���Ȧ Ȧ����¡ǯ���ǵ��Ȭ
���ƽ����¢ȏ��ȏ�����ǭ�����ƽŚŞśŞşŖŖŝŖǯȱ
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pealing form, and suggestively civic owing to his patron, name and location.

:LWK�VRPH�SRSXODU�IDQIDUH��FRQMRLQHG�ZLWK�ZKLͿV�RI�HOLWLVP��/DUU\�SXQFWXUHG�
0HOERXUQH·V� FRQVFLRXVQHVV�� LPPHGLDWHO\� WULJJHULQJ�GHEDWH�� ,Q�$XJXVW�������
WKH�0&&�ODXQFKHG�WKH�¶0HOERXUQH�2SHQ�$LU�6FXOSWXUH�0XVHXP·��LQFRUSRUDW-
ing a range of works from Burke and Wills to Larry La Trobe.53 Constructing 

WKLV� ¶VFXOSWXUH�ZDON·� IURP�0HOERXUQH·V�DVVRUWHG�SXEOLF�DUW�SURGXFHG�DQ�HF-
OHFWLF�QDUUDWLYH��ZRUNV�GLYHUJHG�LQ�VW\OH�DQG�WKHPH��SHULRG�DQG�SDWURQ��WKHLU�
only unifying feature was being located in the area governed by the MCC. 

The council then embarked on a promotional campaign for this walk.54 The 

RXWFRPHV� RI� WKH�0&&·V� ¶SHU� FHQW� IRU� DUW·� SURJUDP�ZHUH� SXEOLFLVHG�� ZKLFK�
GUHZ� DWWHQWLRQ� WR� WKH� FLW\·V� QHZHVW� SHW��$Q� HQWKXVLDVWLF�Age columnist de-

scribed how ‘everybody stops to fondle Larry La Trobe and even some adults 

WDON�WR�LW���,�GR���·55 The Herald Sun plastered his photograph across page three, 

and he appeared, cryptically, in an Age crossword.56 Melbourne Universi-

W\·V� VWXGHQW� QHZVSDSHU�Farrago toasted Larry as ‘the recipient of countless 

IULHQGO\�SDWV�«�>D�ZRUN�RI@�DUW�WKDW�LV�VHHQ�DQG�UHPHPEHUHG�DQG�UHOHYDQW·�57

At the same time as being popularly celebrated, some members of the art 

ZRUOG� FULWLFLVHG� WKH� SRSXOLVP� RI� WKH� FLW\·V� SXEOLF� DUW� SURJUDP�� ZKLFK� LQ�
their view made the city look unappealing. Before the work was commis-

sioned the Public Art Committee – comprising eminent Melbournians in-

FOXGLQJ� DUW� KLVWRULDQ�%HUQDUG�6PLWK�� VFXOSWRU�.HQQHWK�:LOOLDP�6FDUOHWW� DQG�
journalist Terry Lane – discussed the work and recorded no objections.58 The 

criticism began after Larry was installed. Gallery director Maudie Palmer 

FDOOHG�/DUU\� ¶VPDOO�DQG�ZHLUG·��DUFKLWHFW� -RH�5ROOR�EHPRDQHG�WKDW�6ZDQVWRQ�
Street was full of works ‘selected for their potential to appeal as objects of 

ZKLPV\� DQG� FXULRVLW\·�� DQG� FRPPHQWDWRU�9LUJLQLD�7ULROL� GHFODUHG� WKDW�0HO-

53 ȱ�����ȱ��������ȱȃ�������������ȱ���������Ȅȱ���ȱ��ȱ�����ȱ��ȱ�ȱ������ǰȱ���ȱ
ȃ�����ȱ���ȱ�����ȱ���ȱ����ȱ��ȱ�� �ȄǰȱAgeǰȱśȱ������ȱŗşşřǲȱ���ȱ����ȱ���������ȱ���¢ȱ
�������ǰȱOutdoor Artworksǰȱ�������ȱŘŖŖşǰȱ�Ĵ�ǱȦȦ   ǯ���������ǯ���ǯ���ǯ��Ȧ�����Ȭ
���������Ȧ�������������Ȧ���������Ȧ���������ȏ���������� ����ǯ���ǯȱřŞşǰȱ������ȱ
���ȱ�����Ĵ��ȱ�������ǰȱŗȱ���¢ȱŗşşŘǯ
54 ȱ����ȱ������ȱ	���ȱ���ȱ�������ȱ������ȱ����ǰȱPlace Promotion: The Use of Pub-
licity and Marketing to Sell Towns and Regionsȱǻ�� ȱ����Ǳȱ����¢ǰȱŗşşŚǼǯ
55 ȱ����ȱ����¢ǰȱȃ��������ȱ	�����Ȭ�¢��ȱ������ȱ���ȱ������Ȃ�ȱ	�£�ȄǰȱAgeǰȱŘŖȱ�����ȱ
ŗşşŚǯȱ
56  Herald Sun, Řȱ��¢ȱŗşşŚǲȱAgeǰȱŗśȱ�������ȱŗşşŚǯ
57 ȱȃ��ȱ���ȱ�������ȄǰȱFarrago ǻ���������¢ȱ��ȱ���������ȱ�������ȱ�����Ǽǰȱ��ǯȱŗşşśǯ
58 ȱ����ǰȱ����ȱŞřŝřȦ�Řǰȱ����ȱřŞşǰȱ������ȱ���ȱ�����Ĵ��ȱ�������ǰȱŝȱ�������ȱ
ŗşşŘǯȱ
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bourne needed a tougher and grander public art vision. 59 These accounts 

UHVRQDWHG� ZLWK�$PHULFDQ� DUW� FULWLF� &OHPHQW� *UHHQEHUJ·V� ����� HVVD\� FDOOHG�
¶$YDQW�*DUGH� DQG� .LWVFK·�� ,Q� WKLV� HVVD\�� *UHHQEHUJ� UHDUPHG� WKH� GLVWLQF-
tion between high and low art in a similar way to the Frankfurt School. In 

contrast to the declarations of Duchamp and others, Greenberg expressed 

D� G\VWRSLDQ� YLHZ� RI� QHZ� SRSXODU� DUW� IRUPV�� WHUPHG� ¶NLWVFK·�� ZKLFK�PHDQW�
meaningless, uncritical, ultimately oppressive forms of cultural expression. 

(YHQ� WKRXJK�7ULROL�GHFODUHG�/DUU\�DV� ¶NLWVFK·�� LQ� WHUPV�RI�����V�0HOERXUQH��
Larry merely became a vessel for the waging of grander battles.60 It was the 

VRUW�RI�GHEDWH�WKDW�PL[HG�TXLEEOHV�RYHU�ORZ�DQG�KLJK�DUW�²�DQG�TXHVWLRQV�DERXW�
the kinds of art works authorities ought to commission – with a civic and ur-

EDQ�RXWORRN��WHUPHG�LQ�ZD\V�WKDW�ZHUH�LUUHVROYDEOH��VXEMHFWLYHO\�LPSDUWLDO��LQ-

WHOOHFWXDOO\�SRSXOLVW��WKH�FRQÁLFW�ZDV�XOWLPDWHO\�RQH�RI�WDVWH�DQG�GLVWLQFWLRQ�61  

Although this debate showed civic concern, it was wrapped up in a discourse 

of art world elitism. As hierarchies of artistic merit were eroded by “per cent 

for art programs”, entanglements thus emerged around how streets should 

be decorated and who should be the ultimate arbiters of public taste. After 

Vault, the MCC selected a work unlikely to generate too much controversy, 

but the contested and relational character of space held, and frictions emerged 

DV�GLͿHUHQW�PHPEHUV�RI�WKH�SXEOLF�LPSRVHG�WKHLU�YLHZV�XSRQ�WKH�XUEDQ�ODQG-

scape. In the end, these arguments subsided because they were somewhat ex-

traneous. Larry had already endeared himself to Melburnians in popular dis-

FRXUVH��DQG�ZDV��XQOLNH�9DXOW��RVWHQVLEO\�D�SHUPDQHQW�À[WXUH�DPLGVW�WKH�FLW\��

* * *

59 ȱ������ȱ������ȱ�����ȱ��ȱ����� ȱ��������ǰȱȃ�����ȱ�����������ȱ��Ȭ
������ȄǰȱAgeǰȱŚȱ�������¢ȱŗşşŚǲȱ���ȱ�����ǰȱȃ����ȱ���ȱ���ȱ����ȱ��ȱ
����ȄǰȱAgeǰȱŗŗȱ�����ȱ
ŗşşśǲȱ������ǰȱAgeǰȱŗřȱ�������ȱŗşşŚȱǻ���ȱ���ȱ����������ȱ��������ȱ����ȱ���£�����ȱ
������ǰȱ���ȱ��ȱ���ǰȱ��ȱ�ȱ��Ĵ��ȱ��ȱ���ȱ������ǰȱAgeǰȱŗśȱ�������ȱŗşşŚǼǯȱ���ȱ���ȱ���������ȱ
��ȱ����ȱ������ȱ�¢ȱ��ȱ���ȱ���������ȱ���ȱ������ǰȱPeril in the Squareǰȱ����ǯȱŗŖǯȱ
60 ȱ������ǰȱAgeǰȱŗřȱ�������ȱŗşşŚǯ
61 ȱ�ǯ�ǯǰȱ������ȱ��������ǰȱDistinction: A Social Critique of the Judgement of Tasteǰȱ
�����ǯȱ�������ȱ����ȱǻ������ǰȱ��Ǳȱ
������ȱ���������¢ȱ�����ǰȱŗşŞŝǼǯ
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)LJXUH����¶2Q�/DUU\·V�7UDLO�·�Melbourne Times, 1 November 1995 (courtesy 

of Melbourne Times).

������¢ȱ�ȱ�������ȱ��ȱ�������ȱ���������ǰȱ����� ���ȱ���ȱ��£����ȱ����������ȱ��Ȭ
������ȱ��ȱŗşşśǰȱ����¢ȱ ��ȱ ��Ĵ��ȱ����ȱ���������ȱ����ǯŜŘȱ�¢ȱ�������ȱ���ȱ��������ȱ
��ȱ �����ȱ ������ȱ����ȱ ���ȱ ����������ȱ¢���ǰȱ ����ȱ �������ȱ�������ȱ�� ȱ ����ȱ ��Ȭ
���������ȱ������ǯȱ��������ȱ����ȱ���ȱ��������ȱ�����ȱ¢����ȱ��������ȱ����ȱ������ȱ
���ȱ������ȱ���ǰȱ����¢ȱ��������ȱę���¢ȱ��������ȱ��ȱ���ȱ������ǰȱ����������ȱ�ȱ
����������ȱ����������ǰȱ����������ȱ��ȱ���ȱ�������ȱ�������ȱ��ȱ��������ǯȱ���ȱ
�����ȱ����ȱ��������ȱ���ȱ��ȱ���ȱ�����ȱ ���ȱ���ȱ������ȱ������ǰȱ�� ����ǯȱ��ȱ��Ȭ
�������ȱ�������ǰȱ����¢ȱ ��ȱ�������ȱ����ȱ���¢ȱ������ȱ��ȱ������ȱŗşşśǯŜřȱ������ȱ
�������ȱ����¢Ȃ�ȱ �����ȱ ��ȱ�ȱ�����ȱ���ȱ��ȱ ����ȱ��ȱ ��������ǲȱ�������ȱ���Ȭ
����ȱ ��ȱ ���ȱ�������Ȃ�ȱWeeping Womenȱ ��ȱ������ȱ����ȱ���ȱ��������ȱ	�����¢ȱ
��ȱ��������ȱ���ȱ�����������¢ȱ��������ȱ��ȱ�ȱ������ȱ�Ĵ����ȱ��ȱ�¡����ȱ���������ȱ
����ȱ�������ǯŜŚȱ���ȱ��ȱ�����ȱ��ȱ����ȱ��ȱ��¢ȱ�����ȱ�ě���ȱ�����������¢ȱ��������ǯȱ

��ȱ ���ȱ �����¢ȱ ��ȱ ����¢Ȃ�ȱ �������ǰȱ ���ȱMelbourne Timesȱ ���ȱ ���ȱ���ȱ ������ȱ
�ȱ ��������ȱ ������ȱ ȁ����¢ȱ ����ȱ
���Ȃǰȱ  ����ȱ ������ȱ ���ȱ ���ȱ ������Ȃ�ȱ ��Ȭ
����ǯŜśȱ ȁ����¢ȱ����ȱ
���Ȃȱ ����ȱ����ȱ����ȱ ���������ȱ ���ȱ��ȱ �������ȱ���Ȭ

62  Herald Sunǰȱřŗȱ������ȱŗşşśǯ
63 ȱȃ�������ȱ�� ��ȱ��ȱ�������ȱ����ȱ�����ȄǰȱHerald Sunǰȱřŗȱ������ȱŗşşśǲȱȃ����Ȭ
���ȱ���ȄǰȱHerald Sunǰȱŗȱ���������ȱŗşşśǯ
64 ȱȃ�������Ƿȱ����¢Ȃ�ȱ����ȄǰȱAgeǰȱŗŝȱ���������ȱŗşşŜǲȱ������ȱ�����¢ȱ���ȱ�����ȱ
����ǰȱȃ������ȱ�������Ȅȱǻ���������Ǳȱ����������ȱ������������ȱ����������ǰȱ������Ȭ
���ȱŗşǰȱŘŖŖŚǼǰȱ�Ĵ�ǱȦȦ   ǯ���ǯ���ǯ��Ȧ��Ȧ�� ���Ȧ�¡�Ȧ�ŗŗşşŞŜŘǯ���ǯǲ
65 ȱ��������ȱ������ȱǻ������ǼǰȱAgeǰȱŗŞȱ���������ȱŗşşŜǲȱ����ǰȱInterviews with 
Pamela Irvingǯ
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�������ȱ ��ȱ �����������ȱ ����ȱ ���ȱ  ������ȱ Lassie Come Homeȱ ��ȱ ŗşŚřǰȱ ��ȱ
��������ȱę��ȱ�����ȱ��ȱ ���ȱ�����ȱ ��ȱ ���ȱ ����ȱ����ǰȱ ���ȱ ��ȱ���������ȱ���Ȭ
���ȱ�����ȱ���ȱ ��ǯȱ���¢ȱ �� �������ȱ ���ȱ �������ȱ ��ȱ ����¢Ȃ�ȱ �����ǯȱ ���ȱMel-
bourne Timesȱ  ��ȱ ��ȱ ���ȱ �������ȱ ���ȱ ȁ��������ȱ ����¢Ȃǰȱ ǻę�ǯȱ ŚǼǲȱ ���ȱ����ę���ȱ
Leaderȱ ����ȱȁ���ȱ��ȱ��������Ȃǯ ŜŜȱ����¢ȱ ��ȱ����ȱ��������ȱ��ȱ��� Age’sȱȁ����ȱ��ȱ
���������Ȃȱ��ȱ ŗşşśȱ�����ȱ ���ȱ�������ȱ ȁ����ȱ���������Ȃǲȱ���������ȱ��ȱ ȁ����¢ȱ
���ȱ����£�ȱ������ȱ���ȱ������Ȃǰȱ����¢ȱ ��ȱ��������ȱ�¢ȱȁ����ȱ�������Ȃȱǻ��������Ǽȱ
���ȱ ����� ��ȱ�¢ȱ ȁ����ȱ�����������ȱ������Ȃȱ ǻ������ȱ��¢�ǼǯŜŝȱ�¢ȱ�������ȱ����¢ȱ
��ȱ ����ȱ�� ȱ�����¡�ǰȱ ��ȱ ��ȱ ���������ȱ ���ȱ � �ȱ �����ę����ȱ �����ȱ ��������Ǳȱ �ȱ
�����ȱ����������ȱ �����������ȱ���ȱ��ȱ�������ȱ������ȱ������ǯȱ����ȱ����Ĵ���ȱ���Ȭ
�����ȱ��������ȱ��ȱ����¢ǰȱę¡���ȱ���ȱ��ȱ���������ȱ����ȱ���ȱ������������ȱ��ȱ���ȱ
��������ȱ �������ȱ ���ȱ ����������ȱ ��ȱ �����������ȱ  ���ȱ ����ȱ ���ǯȱ ��������Ȭ
�������¢ǰȱ ������������¢ǰȱ ������������¢ǰȱ ��ȱ ������ȱ ����¢ȱ ���������ȱ �������ȱ
��ȱ ����ǰȱ ��ȱ ���ȱ �������ȱ �������������ȱ ��ȱ ���������ȱ �����ȱ ������ȱ �����ȱ ����ǯ

Figure 5: Larry La Trobe Moomba Float, ca. early 1996 (courtesy of Pamela Irving).

66 ȱȃ���ȱ��������ȱ��������ȱ����¢ǵȄǰȱMelbourne TimesǰȱŗŞȱ���������ȱŗşşśǲȱ
ȃ�������Ǳȱ���ȱ����£�ȱ���Ȅǰȱ����ę���ȱ������ǰȱŗŞȱ�����ȱŗşşŜǰȱŗǯȱ���ȱMelbourne Times 
���ȱ���ȱ����ę���Ȧ	���ȱ����ȱ������ȱ���������ȱ�����ȱ����¢ȱ��������¢ȱ����ȱ���������ȱ
ŗşşśȱǻ�����Ǽȱ�����ȱ���������ȱŗşşŜȱǻ���������Ǽǯ
67 ȱȃ����ȱ��ȱ���������ǰȄȱAge, řŖȱ��������ȱŗşşśǯ
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7KH�¶/DUU\�&RPH�+RPH·�FDPSDLJQ�UHDFKHG�LWV�DSH[�GXULQJ�WKH������0RRPED�
Festival. Founded by civic visionaries in 1955 to bolster the declining inner 

FLW\��KHOG�RQ�WKH�/DERXU�'D\�ORQJ�ZHHNHQG��0RRPED�LV�0HOERXUQH·V�HQG�RI�
summer carnival.68�(DFK�\HDU�DQ�H[XEHUDQW�SDUDGH�LV�KHOG�RQ�WKH�IHVWLYDO·V�À-

QDO�GD\��ZLWK�0HOEXUQLDQV�OLQLQJ�WKH�VWUHHWV�WR�ZDWFK�WKH�ÁRDWV�FDYDOFDGH�SDVW��
On 12 March 1996, according to the Age, the highlight of the Moomba Parade 

was a portrayal of Larry La Trobe.69�:LWK�,UYLQJ·V�FRQVHQW��/DUU\·V�PRWLI�ZDV�
DSSURSULDWHG��PDJQLÀHG�DQG�UHFRORXUHG�LQWR�D�ÁRDW��ÀJ������DORQJVLGH�DQRWKHU�
recreated Swanston Street public artwork, ‘Three Businessmen Taking Their 

/XQFK�LQWR�WKH�&LW\·��,Q�DQWLFLSDWLRQ��WKH�Melbourne Times�IHDWXUHG�WKH�ÁRDW�RQ�
its front over.70 Parading down Swanston Street to the acclamation of a crowd 

of 150,000 people, enlarged Larry would have seen the former perch of his 

QDPHVDNH� LQ� &LW\� 6TXDUH�71 Originally of manageable proportions, toucha-

ble and relatable, the life-size statue having vanished, Larry re-emerged as 

a giant thing, rising above the crowd, reaching new heights, presiding over 

WKH�FLW\·V�PDMRU�WKRURXJKIDUH��D�VSDWLDO�PHWDSKRU�IRU�KLV�VZROOHQ�SURPLQHQFH�

After almost a year, the original bronze had not been found, with futile ru-

mours about his whereabouts continuing to circulate in local newspapers.72 

Having drawn much public attention, he was now to be (re)immortalised, in 

the process becoming a more democratic expression of the desires of the local 

population. With much acclaim, to the hum of an original poem, a second Lar-

U\�/D�7UREH�ZDV�SODFHG�LQ�&LW\�6TXDUH�RQ����6HSWHPEHU������73�3HWHU�.ROOLQHU��
D�SURPLQHQW�JDOOHU\�RZQHU��ZKR�RZQHG�WKH�IRXQGU\�ZKHUH�/DUU\�ZDV�ÀUVW�FDVW�
DQG�KDG�KHOG�RQWR�WKH�RULJLQDO�FDVW��EHTXHDWKHG�WKH�UHSODFHPHQW�EURQ]H�XSRQ�
the city.74 Unlike the adjacent Burke and Wills statue, Larry boasted a private 

68 ȱ�����ȱ������¢ǰȱ
����¢ȱ��������ǰȱ���ȱ	�����ȱ��������ǰȱMoomba: A Festival 
for the Peopleȱǻ���������Ǳȱ���¢ȱ��ȱ���������ǰȱŘŖŖŜǼǰȱśǯ
69  Ageǰȱŗŗȱ�����ȱŗşşŜǯȱ������ȱ���� ��ȱ���ȱ���ȱ��ȱ�����������ȱ����¢ǯȱ�������ȱ
��������������ȱ��� ���ȱ������ȱ���ȱ���ǰȱ�������¢ȱŗşşŜǯ
70  Melbourne TimesǰȱŜȱ�����ȱŗşşŜǯ
71 ȱ����ǰȱ��ŚŚŗŜȱ����ȱ��������ǰȱ����ŗřŗśŞȦ�ŗȱ	������ȱ��������������ȱ�����ǰȱ
����ȱŗŘȱ������Ȧ�������������ȱ�����ȱ��������ȱ������ȱŗşşŝǯȱ
72 ȱ���ȱ������ǱȱMelbourne Timesǰȱŗŗȱ�������ȱŗşşśǲȱȃ����¢ȱ������ȄǰȱHerald Sunǰȱ
ŗŝȱ���������ȱŗşşŜǲȱ���ȱ�����ȱ�����ȱ��� ����ȱ���ȱ�������ȱ������ǰȱȃ������ȱ�����Ȅǰȱ
Australian Financial Reviewǰȱŗŗȱ��������ȱŗşşŞǯȱ��ȱŘŖŖśȱ������ȱ��������ȱ�������ȱ�����Ȭ
���������ȱ�����ȱ����¢Ȃ�ȱ ����������ǰȱ���������¢ȱ������ȱ���� ����ȱ��ȱ���������Ȭ
� �ȱ��ȱ	�����¢ȱ�¢ȱ�ȱȁ��¢������Ȃȱ����������ǲȱ���ȱ���ȱ ��ȱ�������ǰȱ���ȱ������ȱ���ȱ��ȱ
����� ȱ����ȱ��ǲȱ���ȱ������Ȃ�ȱ�������ȱ��������������ǯ
73 ȱ����ȱ���ȱ�����ȱ�ȱřǲȱȃ�������Ƿȱ����¢Ȃ�ȱ����ȄǰȱAgeǰȱŗŝȱ���������ȱŗşşŜǲȱMel-
bourne TimesǰȱŗŞȱ���������ȱŗşşŜǯ
74 ȱ�������ȱ��ȱ����� ������ȱ��ȱ�ȱ������ȱ��ȱ���¢ȱ������ǯȱ���ȱ��������ȱ������ȱ
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SDWURQ��.ROOLQHU�VKRZHG�FLYLF�SULGH��ZKLOVW�DOVR�FXOWLYDWLQJ�SXEOLF�UHFRJQLWLRQ�
for this philanthropic act. The second Larry had a slightly redder tinge, which 

distinguished him from the original pup. The MCC then fastened him to the 

ground by locking him into a concrete block with thirty-centimetre bolts.75 

This tale was seemingly over, a Larry statue having been returned to City 

6TXDUH�� H[FHSW� WKDW� WKH�0&&� DSSURSULDWHG� /DUU\� IRU� RQH� PRUH� DFWLYLW\�� ,Q�
������ WKH� ¶/DUU\� &RPH� +RPH·� 0RRPED� ÁRDW� ZDV� WDNHQ� WR� 2VDND�� -DSDQ��
0HOERXUQH·V� VLVWHU� FLW\�� IRU� WKHLU� DQQXDO�0LGRVXML� 3DUDGH�76 Perhaps conjur-

LQJ� WKHLU� +DFKLNĿ� VWDWXH�� LW� SURYRNHG� PXFK� H[FLWHPHQW� DQG� ZDV� DZDUGHG�
EHVW� ÁRDW�� /DUU\� WKXV� WUDYHOOHG�� EHFRPLQJ� DQ� HPEOHP� RI� WKH� FLW\� DORQJVLGH�
)OLQGHUV�6WUHHW�6WDWLRQ�RU� WKH�0HOERXUQH�&ULFNHW�*URXQG��DW� OHDVW�ÁHHWLQJO\��
he became an especially prominent and voracious local icon. Architectural 

WKHRULVW� DQG�0HOERXUQH� UHVLGHQW�.LP�'RYH\�GHVFULEHV� WKHVH�NLQGV�RI� DFWLY-

LWLHV� DV� H[HUFLVHV� LQ� ¶XUEDQ� ERRVWHULVP·�� ZKHUHE\� LQFUHDVLQJO\� FRUSRUDWLVHG�
government authorities employ spectacle for the purpose of self-promotion.77

Larry had spawned an eccentric Melbourne tale. In contrast to Burke and Wills 

or the Greyfriars Bobby for instance, the tale invoked by Larry followed his 

sculpting, and embraced nothing particularly extraordinary. He was not part 

RI�0HOERXUQH·V�IRXQGDWLRQDO�P\WKRORJ\��VDYHG�QR�OLYHV��VKRZHG�QR�DVWRQLVK-

ing loyalty, and having never actually lived, possessed no celebrated own-

HU��6FXOSWHG�E\�D�VXEXUEDQ�DUWLVW��0HOERXUQH·V�HPEOHPDWLF�PXWW�SURGXFHG�LWV�
RZQ� LPDJLQDU\� OLIH��PHWDPRUSKRVLQJ� IURP� D� IRONV\�� GLVSXWHG� VWDWXH�� D� SDO-
pable thing, to become part of the city. There was no orchestrated campaign 

WR�FRQWURO� WKH�GLVVHPLQDWLRQ�RI�NQRZOHGJH�DURXQG�/DUU\��DQG�IHZ�EHQHÀWHG�
ÀQDQFLDOO\�IURP�WKH�DUUDQJHPHQW��5DWKHU�WKLV�ZDV�DQ�RUJDQLF�DQG�LPDJLQDWLYH�
expression of local pride, a little bit of fun for those who involved themselves in 

the events. Following Dovey, there were elements of spectacle culture evoked, 

especially when the MCC appropriated Larry for its promotional activities, 

which bounded the bronze with broader economic and urban processes, spe-

����ȱ������ȱ����£�ȱȃ���ȱ��ȱ����¢Ȅǰȱ���ȱAustralian Financial Reviewǰȱŗŗȱ��������ȱŗşşŞǯȱ
75  Ageǰȱŗŝȱ���������ȱŗşşŜǲȱȃ� ���ǰȱ������ȱ�������ȄǰȱHerald Sunǰȱŗŗȱ�����Ȭ
���ȱŗşşŞǯ
76  Herald SunǰȱŗŞȱ�������¢ȱŗşşŜǲȱThe Australian Financial Reviewǰȱŗŗȱ��������ȱ
ŗşşŞǲȱȱ����������ȱ������ȱ���ȱ���ȱ������ȱ�����ǰȱInterviews with Pamela Irvingǯȱ���ȱ���ȱ
���������Ȭ�����ȱ���¢ȱ������������ȱ���ȱ����ǰȱ��ŚŚŗŜȱ����ȱ��������ǰȱ����ȱŗřŗśŞȦ�ŗȱ
	������ȱ��������������ȱ�����ǰȱ����ȱŘŗŖǰȱŝřŗŞśȬŗȱ�������ȱ��ȱ���������ȱŗşşśǲȱ����ȱ
ŗřŗśŞȦ�ŗǰȱ����ȱřŖŖǰȱşŘşŚŘȱ�������������ȱ����ǰȱ����ȱŗşşŝǯ
77 ȱ��ȱ����¢ǰȱFraming Places: Mediating Power in Built FormǰȱŘ��ȱ��ǯȱǻ������ǰȱ
�� ȱ����Ǳȱ���������ǰȱŘŖŖŞǼǰȱ����ǯȱŗŗǯ
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FLÀFDOO\��WKH�WRXULVP�LQGXVWU\��/DUU\·V�VWRU\�ZDV�DSSURSULDWHG�WR�GLͿHUHQWLDWH�
Melbourne and its sculpture from other cities and their public art. Larry tran-

scended his thing-ness, went beyond his sculpted, material self, undergoing 

an out-of-doggy experience, emerging as a most intriguing work of public art. 

* * *

At once leading a material and an imaginary life to the present day, Larry 

UHPDLQV� DQ� DPSOLÀHU� RI� XUEDQ� DQG� FLYLF� H[SHULHQFH�� $OPRVW� WZR� GHFDGHV�
KDYLQJ�SDVVHG�VLQFH�KLV�GRJQDSSLQJ�DQG�VXEVHTXHQW�HYHQWV��/DUU\�� WKH�VWDW-
ue, no longer achieves the same level of fame. Yet his story is still retold 

countless times in newspapers and tourist guidebooks, on the Internet and 

as part of the Melbourne Open Air Sculpture Museum.78�$IWHU�&LW\� 6TXDUH�
underwent redevelopment in 1999, Larry was walked to a more prominent 

perch, nearer to the Swanston and Collins Street intersection, safeguarding 

&LW\� 6TXDUH�� IDFLQJ�0HOERXUQH� 7RZQ�+DOO�� ,Q� ����� /DUU\� DSSHDUHG� RQ� WKH�
front cover of commuter daily 0HOERXUQH�([SUHVV��0;��� LQ������KH�ÁHZ�RQWR�
9LUJLQ�%OXH·V�RQ�ERDUG�PDJD]LQH��DQG�LQ�0DUFK������/DUU\�FKDOOHQJHG�0HO-
burnians in the Age� VXSHU� TXL]� LQ� WKH� OHDG�XS� WR� WKH�0HOERXUQH�5RPS�²� D�
mass scavenger hunt for children and adults alike, premised on civic and 

spatial knowledge.79 A prestigious engagement was a write-up alongside 

5RGLQ��0RRUH�� DQG�3LFDVVR� LQ�DQ� LQWHUQDWLRQDO� FRͿHH� WDEOH� WKDW� VHOHFWHG�����
SXEOLF� DUW� ZRUNV� IURP� DQWLTXLW\� RQZDUGV�80 All of these instances preserve 

/DUU\·V�VWDWXUH��QRW�LPSDFWHG�E\�FRS\ULJKW�ODZV��WKHVH�SXEOLFDWLRQV�DSSURSUL-
ate his motif, sometimes for commercial gain, sometimes out of playfulness.

5HVLGLQJ�LQ�&LW\�6TXDUH��/DUU\�UHPDLQV�SDUW�RI�WKH�XUEDQ�IDEULF��WKXV�KH�FRQ-

78 ȱ�ǯ�ǯǰȱ���ǰȱOutdoor Artworksǲȱȃ����¢ȱ��ȱ�����ǰȄȱThe Encyclopedia of Mel-
bourneȱǻ���������Ǳȱ������ȱ��ȱ
���������ȱ�������ǰȱ���������¢ȱ��ȱ���������ǰȱŘŖŗŖǼǰȱ
�Ĵ�ǱȦȦ   ǯ����������ǯ���ǯ��Ȧ�����Ȧ��ŖŘŖşř�ǯ���ǲȱ���������ȱ������������ǰȱȃ����¢ȱ
��ȱ�����Ȅǲȱ�������ȱ�����ȱ��ȱ���������ǰȱȃ���������ȱ��������ȱ������ȱ����ȱǻ����ȱ
�����ǼȄǰȱ�ǯ�ǯǰȱ�Ĵ�ǱȦȦ��������� ����ǯ���ǯ��Ȧ�������Ȭ���������Ȃ�Ȭ����Ȭ�����Ȧǯȱ������ȱ
��������ȱ��������ȱȃ���ȱ���¢ȱ����ȱ�������ȱ����ȱ ����ȱ�����ǰȱ���ȱ����ȱ�����Ȃ�ȱ����ȱ
 ����ȱ���ȱ��������ȱ�����ȄǰȱAge,ȱŘŖȱ������ȱŘŖŖŜǲȱȃ����ȱ���ȱ�
��ȄǰȱHerald SunǰȱŗŖȱ
�������ȱŘŖŖşǲȱȃ����ȱ����ȄǰȱHerald SunǰȱŗŞȱ��������ȱŘŖŗŖǲȱWeekly Reviewȱǻ���������Ǽǰȱ
ŗŘȱ������¢ȱŘŖŗŘǯ
79 ȱȃ��ȱ�����ȱ���ȱ¢���ȱ��ȱ������ȱ�ȱ�����������ȄǰȱMXǰȱřŖȱ����ǲȱVirgin Blue Voyeur, 
�������¢ȱŘŖŖşǰȱ�ǯȱŝŜǲȱAgeǰȱŜȱ�����ȱŘŖŗŘǯȱ���ȱ����ȱMelbourne News, ������ȱŗşşşǲȱMel-
bourne TimesǰȱŘŗȱ������ȱŘŖŖŘǲȱAgeǰȱŝȱ����ȱŘŖŖŜǲȱ���ȱ��ȱ�����ȱŘŖŖŘȱ���ȱAgeȱ������������ȱ
�������������ȱ������������ȱ����¢Ȃ�ȱ�������Ĵ�ȱ ���ȱ���ȱ�¢����ȱȁ��ȱ���ȱ���������ȱ
�����ǯȂ
80 ȱ�����ȱ���ȱ�ě����ǰȱArt in Public: 500 Masterpieces from the Ancient World to the 
Presentȱǻ������Ǳȱ�����ȱ����������ǰȱŘŖŗŗǼǯ
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tributes to what Dolores Hayden calls ‘the power of ordinary urban landscapes 

WR�QXUWXUH�FLWL]HQV·�SXEOLF�PHPRU\��WR�HQFRPSDVV�VKDUHG�WLPH�LQ�WKH�IRUP�RI�
VKDUHG�WHUULWRU\·�81 When Larry is featured in those publications or played with 

at street level, he becomes part of everyday spatial practice, allowing for com-

munal experience, because he is a diminutive work of public art. His lore is 

understandable and relatable, readily entered into or reimagined by those that 

enjoy such stories, especially children and tourists. So Larry is appropriated 

and reappropriated to constitute and reconstitute a sense of urban belonging. 

His artistic stigma having subsided, today he is largely unproblematic – a tan-

JLEOH�SUHVHQFH�DQG�D�ÁXLG�V\PERO�²�UHLPDJLQHG�E\�QRW�RQO\�WKH�DUWLVW�EXW�DOVR�
the public. As part of this process, writes geographer Doreen Massey, social 

spaces are produced, possessing realities, trajectories, multiplicities of their 

RZQ��VSDFHV�WKDW�DUH�RSHQ��VKLIWLQJ��G\QDPLF�DQG�FRQWLQXRXV�82 These circulate 

DPLGVW�WKH�FLW\��DQG�RSHUDWH�RQ�GLͿHUHQW�SODQHV�RI�WLPH��SHUPLWWLQJ�VLPXOWD-

neous historical and contemporary narratives. As opposed to formalising and 

thus bounding these spaces, the remainder of this article takes this peculiar 

thing, Larry La Trobe, and evokes some of the urban and civic, social, polit-

ical and cultural spaces that he intersects with in the present, exploring his 

relationship to individual and collective identity, and thing, place, and space. 

7KLV� DSSURDFK� WR� WUHDWLQJ�$XVWUDOLD·V� SXEOLF� DUW� DV� ÁXLG�� VRFLDO� DQG� DSSUR-

SULDEOH� LV� FRQVLVWHQW�ZLWK� -HQQLIHU�+DUULV·�XQGHUVWDQGLQJ�RI� WKH�(OL]D� VFXOS-

WXUH�� (OL]D� LV�PRRUHG� RͿ� WKH� IRUHVKRUH� DW� WKH� VLWH� RI� WKH� IRUPHU�� LPSUHVVLYH�
Crawley Baths, Perth. Integrating social heritage theory and guerrilla art 

SUDFWLFH��+DUULV�ZULWHV�KRZ�(OL]D�SXQFWXUHV� D� VSOLW� EHWZHHQ� ¶RFLDO�KLVWRU\�
and collective memory [which] has not only been used by its audience to 

LQWHQVLI\� WKH� VRFLDO� YDOXH� GHVLUHG� E\� RFLDO� KHULWDJH� SUDFWLFH�� EXW� WKDW� DX-

GLHQFH� KDV� DOVR� FRQYLQFHG� JRYHUQPHQW� RFLDOV� ²�PRUH� RU� OHVV� ²� WKDW� FRP-

PXQLW\�SOD\�ZLWK� D� VWDWXH� HQULFKHV� FRPPXQLW\� OLIH�·83 Whilst Larry has not 

(yet) been evoked in heritage discourse – perhaps because his relationship 

to his own past is in essence self-referential – and even though this article 

KDV� GLͿHUHQW� WKHRUHWLFDO� IRXQGDWLRQV�� +DUULV� HYRNHV� WKH� KHWHURJHQHRXV� UH-

lationship between history, heritage, and art in Australian public spac-

es, especially how art can be appropriated through use and re-use in place.

81 ȱ
�¢���ǰȱThe Power of Placeǰȱŗřǯ
82 ȱ�����¢ǰȱFor Spaceǲȱ���ȱ����ȱ��������ǰȱThe Production of SpaceǰȱŘŜǯ
83 ȱ��������ȱ
�����ǰȱȃ	�������ȱ���ǰȱ������ȱ�����ȱ���ȱ������ȱ
�������ȱ������ǰȄȱ
International Journal of Heritage Studiesȱŗŝǰȱ��ǯȱřȱǻŘŖŗŗǼǱȱŘŗśǯ
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$V� D� SDUW� RI� WKH� ODQGVFDSH� WKDW� FRQVWLWXWHV� &LW\� 6TXDUH�� /DUU\� FRQWULEXWHV�
light-heartedness to the feel of the space. Opening in 1976, Graeme Davison ex-

SUHVVHG�GLVTXLHW�IRU�&LW\·V�6TXDUH·V�RULJLQDO�GHVLJQ�EHFDXVH�RI�LWV�DUFKLWHFWXUDO�
rather than participatory vision, its consumerist rather than civic approach. 84 

Davison called on the MCC to be more democratic with its future planning for 

WKH�VTXDUH��$IWHU�LWV�UHGHYHORSPHQW�LQ������²�UHGXFHG�E\�WZR�WKLUGV��EHFRP-

ing a rectangle, essentially privatised – Larry endured. Today, he inhabits a 

SURPLQHQW�SHUFK�RQ�RQH�HGJH��DW�LWV�RWKHU�HQG��IDFLQJ�KLP��LQ�FRQYHUVDWLRQ��LV�
an oversized wooden wombat. Along with Burke and Wills these art works, 

ZKLFK�SHUPDQHQWO\�RFFXS\�WKH�VTXDUH��DGG�WR�WKLV�VTXDUH·V�DHVWKHWLF�IHDWXUHV�

)LJXUH����/DUU\�/D�7UREH�ZLWK�WRXULVWV��0D\�������DXWKRU·V�FROOHFWLRQ��

&LW\�6TXDUH�KDV�EHFRPH�PRUH�SURPLQHQW�LQ�UHFHQW�\HDUV��ZLWK�/DUU\�FDSWXU-
ing the attention of those walking the city. Perceptible from Swanston Street 

trams, discernible from the Town Hall – where a replica of him was permitted 

to stay during an exhibition on public art in 2011 – children pat him and tour-

LVWV�WDNH�SKRWRJUDSKV�ZLWK�KLP���ÀJ�����85�7KHUH�LV�FRQVWDQW�IRRW�WUDF�DURXQG�
/DUU\��SDUWLFXODUO\�DW�OXQFKWLPH�DV�ZRUNHUV�DQG�WRXULVWV�ZDON�SDVW��LW�LV�RQH�RI�
WKH� IHZ�RSHQ�VSDFHV�ZLWKLQ� WKH�FLW\�JULG� �WKRXJK�)HGHUDWLRQ�6TXDUH��RQ� WKH�

84 ȱ�������ǰȱȃ������ȱ����ȱ���ȱ������ȱ�����ȱ������ȱ���ȱ���������Ȃ�ȱ���¢ȱ
������Ȅǲȱ��������ǰȱȃ���������Ȅǲȱ����ǰȱȃ��ȱ����¢���ȱ��ȱ���ȱ������ȱ��ȱ���������ȱ
���¢ȱ������ǯȄ
85 ȱ��ȱ������Ĵǰȱ����ȱ������ȱ�������ȱ��ȱ������ȱ���������ȱ��ȱ�������ȱ���������ǰȱřȱ
February to 16 April 2011ȱǻ���������Ǳȱ���¢ȱ��ȱ���������ǰȱŘŖŗŗǼǯ
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JULG·V�HGJH�� LV�PRUH�SURPLQHQW���+H�PDLQWDLQV�KLV�FKDUP�DIWHU�WZR�GHFDGHV��
eliciting smiles on many of the faces of passers-by, children and adults alike. 

)LJXUH����/DUU\�/D�7UREH�¶RFFXSLHG·�E\�2FFXS\�0HOERXUQH�PRYHPHQW��0D\�������DXWKRU·V�
collection).

Recently, Occupy Melbourne – a contentious, transnational urban social 

PRYHPHQW�²�DSSURSULDWHG�/DUU\���ÀJ�����DV�¶2FF\�WKH�2FFXGRJ·� 86 On one oc-

casion, Occupy protestors draped a sign over his neck, reading: ‘Stand for 

\RXU�5LJKWV·�²�RQ�RWKHU�RFFDVLRQV� WKH\� IRUFHG�KLP� WR� VSHDN�RQ� WKHLU�EHKDOI��
¶2FFXS\� VH]��JHW� D�GRJ� -XOLD·�� DQ�REVFXUH� VWDWHPHQW��GLUHFWHG� WRZDUGV� WKHQ�
Prime Minister Julia Gillard. Appropriated as a temporary emblem of their 

civic activism, Larry entered the political space produced by Occupy Mel-

ERXUQH� DW� &LW\� 6TXDUH�� DQG� EHFDPH� DQ� H[SUHVVLRQ� RI� XUEDQ� SURWHVW�� DQ� RU-
ganic part of the urban landscape, occupying without threat of eviction. 

Larry thus lives numerous lives, tangible and symbolic, intersecting with 

the various social spaces – visitor and protester – produced amidst this city. 

86 ȱ���ȱ���������Ȃ�ȱOccupy Movementȱ���ȱ�ǯ�ǯǰȱAge, �������ȱŘŖŗŗǯ
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Figure 8: Pamela Irving, Black Larry Dreaming, 2011. (Melbourne: The Light Factory Gallery, 

courtesy of Pamela Irving).

Outside of the city centre, Irving has been involved in reimagining Larry, 

weaving him into the suburban fabric, reusing his familiar motif to produce 

ceramics, paintings and public murals.87�7KH�0RRPED�ÁRDW��IRU�LQVWDQFH��ZDV�
immortalised outside Shepparton Art Gallery, north Victoria.88 In another 

treatment, Black Larry Dreaming�������� �ÀJ������VKRZQ�DW�D�JDOOHU\� LQ�(OWKDP��
a suburb in northeast Melbourne, Irving appropriated Larry for a work that 

UHIHUHQFHG� WKH�$ERULJLQDO�'UHDPWLPH��/DUU\�ZDV�ÁDWWHQHG��VKDGHG� LQ�DQ�DO-
most uniform black, though he still possessed his familiar motif, silhouette 

and expression. Here, Larry intersected alternative civic discourses, those 

ERXQGHG�ZLWK�WKH�FLW\·V�LQGLJHQRXV�SDVW��$W�ÀUVW�DSSHDULQJ�SOD\IXO��WKLV�ZRUN�
was haunted by the darkness enveloping the dog, perhaps a tunnel into un-

FRPIRUWDEOH�SDUWV�RI�WKH�FLW\·V�FRQVFLRXVQHVV��,Q�D�JHQWOHU�LQWHUYHQWLRQ��,UYLQJ�
incorporated Larry into public murals as part of community art projects at 

places such as Patterson Railway Station near Bentleigh and Luna Park, St 

.LOGD��ERWK�LQ�VRXWK�HDVW�0HOERXUQH���,UYLQJ�GHVFULEHG�KRZ�VKH�EULQJV�VFKRRO�
VWXGHQWV� WRJHWKHU� WR�XQGHUWDNH� ¶FXOWXUDO� VSUDZO·�RQ�VXEXUEDQ�ZDOOV�DV�D� UH-

87 ȱ������ǰȱȃ������ȱ������ȱ���ȱ����Ȅǯ
88 ȱȃ������ȱ���ȱȁ����¢ȱ��ȱ����¢ȂȄǰȱShepparton NewsǰȱŘŜȱ��¢ȱŘŖŖśǯȱ���ȱĚ���ȱ ��ȱ
�������ȱ��ȱę��������ȱ���ȱ������ȱ�������ȱ���ȱ	�����¢ȱ��ȱ���������ȱŘŖŖŚǰȱ���ȱ ��ȱ��Ȭ
����¢��ȱ�ȱ�� ȱ������ȱ�����ȱ�¢ȱ�������ǯȱ��ȱ���ȱ�����ȱ����ȱ��������ȱ ���ȱ�������ȱ����¢ǯ
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VSRQVH�WR� ¶XUEDQ�VSUDZO·�89 In both of these projects, Irving employed Larry 

in ways that reimagined the city and its suburbs. These are not merely re-

SURGXFWLRQV� RI� /DUU\�� KRZHYHU�� UDWKHU� ,UYLQJ�SURGXFHV� SRWHQW�� IUHVK� FXOWXU-
al and political spaces that intersect with her original creation, at the same 

time as conceding that Larry possesses an existence outside her direct control. 

/DUU\�DPSOLÀHV�SODFH�WKURXJK�KLV�LQFRQJUXRXV�SUHVHQFH�LQ�&LW\�6TXDUH��ZKLOVW�
also intersecting with other social, political and cultural spaces beyond City 

6TXDUH��:LWK� WKH�EHQHÀWV�RI�KLVWRULFDO�GLVWDQFH�� WKLV� HQTXLU\� FRXOG�KDYH� IR-

FXVHG�RQ�WKH�����V��)RU�LQVWDQFH��ZKHQ�/DUU\·V�FULWLFV�FRQMRLQHG�FLYLF�DQG�SXE-

OLF�DUW�YLVLRQ�ZLWK�/DUU\·V�DHVWKHWLF�� WKH�SRWHQW�PRPHQW�ZKHQ�/DUU\� OHIW�KLV�
SK\VLFDO�FRQÀQHV�DQG�WKH�GHVWUXFWLYH�IRUFHV�WKXV�HYRNHG��RU�ZKHQ�KH�PDWHUL-
alised in Moomba ephemera and paraded in Melbourne and then Osaka. This 

article, instead, showed how the most peculiar of things become civic in the 

SDVW��DQG�WKLV�VHFWLRQ�IRFXVHG�RQ�WKHVH�EURDGHU�SURFHVVHV�LQ�WKH�SUHVHQW��IRU�WKH�
city, like the past, is dynamic, transpiring on the streets of Melbourne at this 

YHU\�PRPHQW��7R�GUDZ�IURP�JHRJUDSKHU�'DYLG�3LQGHU·V�LQTXLU\�LQWR�(XURSH·V�
post-War utopian urban art movements, ‘[such visions can] fuel conviction 

WKDW�WKLQJV�GR�QRW�KDYH�WR�JR�RQ�DV�WKH\�DUH�·�3LQGHU�DGGV��¶7KH\�FDQ�KHOS�WR�HV-
trange taken-for-granted aspects of urbanism and city living, and to challenge 

FRPPRQ�GHÀQLWLRQV�DERXW�ZKDW�LV�LPSRVVLEOH�DQG�SRVVLEOH·�90 Larry links the 

FLW\·V� SDVW� ZLWK� LWV� SUHVHQW�� ZKLOVW� DOVR� SURSRVLQJ� LQFOXVLYH� XUEDQ� IXWXUHV�

* * *

Larry La Trobe is the most intriguing of civic things. Attracting advocacy, con-

troversy, thievery, and mystery, Larry spawns a stimulating imaginary life, ap-

pearing in the urban landscape at numerous times in an abundance of guises, 

seizing a place amidst civic lore. In the present, Larry continues to produce 

spaces – some more contested than others – interacting with Melburnians on 

street level, whilst also being recreated in the local imagination by not only 

the artist, but also Melburnians as they forge a sense of urban belonging. 

For cities to be inclusive, accessible and welcoming to all, the entire urban 

landscape demands attention. Larry reminds those with the power to reshape 

cities that congenial, diminutive and inexpensive things can make for propi-

89 ȱȃ�������Ȃ�ȱ������ȱ��ȱ����������ȄǰȱAge,ȱśȱ���¢ȱŘŖŗŗǯ
90 ȱ�����ȱ������ǰȱVisions of the City: Utopianism, Power and Politics in Twenti-
eth-Century Urbanismȱǻ���������Ǳȱ���������ȱ���������¢ȱ�����ǰȱŘŖŖśǼǰȱŘŜśǯ
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WLRXV�SODFHV�DQG�H[SHULHQFHV�� LQ� WKLV�ZD\��KH�PLJKW�EH� WLHG�ZLWK� FRQWHPSR-

UDU\�GHPDQGV�IRU�VRFLDO�VSDWLDO� MXVWLFH�� WKH�FDOOV�E\�'DYLG�+DUYH\��.XUW�,YH-

son and others to a recognised right to the city. 91 Larry indeed reveals how 

vernacular things demand the attention of academic historians, for they are 

instrumental in social spatial and place making processes amidst living cities.
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