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The Grid Show: A Structured Space, reprised with articulations 

INTRODUCTION 
Ideas Shows, reprised  
‘The Grid Show: A Structured Space, reprised with articulations’ is the 
second in a series of ‘reprised’ Ideas Shows to take place at the George 
Paton Gallery. The Ideas Shows were a series of informally devised 
exhibitions coordinated by GPG director Kiffy Rubbo and her assistant, 
Meredith Rodgers, between the years 1974 and 1980. With titles such as 
‘The Letters Show’ and ‘Boxes’ from 1974, ‘Survival Kits’ and ‘The Grid 
Show’ from 1975 and ‘The Money Show’ from 1977, these exhibitions were 
based on single ideas and were participated in by a range of artists, 
writers, historians, critics and other peers of the gallery and its staff. The 
contributions to these experimental ad hoc exhibitions were a combination 
of provocatively unruly anti-art and more poetic and aesthetic works. 

The Grid Show / A Structured Space: An Ideas Show, and   
The Grid Show: A Structured Space, reprised with articulations  
In the original The Grid Show / A Structured Space: An Ideas Show, held at 
the George Paton Gallery in 1975, the 20 exhibitors included such names 
as John Davis, Bonita Ely, Ross and Marr Grounds, and Fiona Hall. The 
gallery space was divided into spaces of approximately 1 square metre 
(including floor spaces and mezzanine spaces above) for participants to 
utilise as they wished. 

The structure of the gridded gallery and the template of the original 1975 
exhibition concept created a highly formulated premise that Craig Burgess 
and I, as coordinators, used as a base for this year’s exhibition, The Grid 
Show: A Structured Space, reprised with articulations. 

Accordingly, in April this year we put up posters inviting 20 students from 
the School of Art, Victorian College of the Arts, to volunteer to take part in a 
project that revisited a seminal exhibition, The Grid Show / A Structured 
Space: An Ideas Show coordinated by the George Paton Gallery’s first 
director, Kiffy Rubbo, in August 1975. The same 20 grids/20 artists premise 
applied to the 2012 exhibition, except the space extended to an 
approximately 2-metre cube with no mezzanine spaces. The first 20 students 
to respond to the invitation became the participants in the exhibition. Strict 
guidelines were adhered to in allocating exhibitors their contained spaces. 
Students selected a number out of an envelope and were given no further 
scope for negotiation or swapping of spaces. Consequently they were 
required to make a virtue of the format of their space, be it one-walled, 
two-walled or in the centre of the room. In conversation, many of the 
participants were thankful for the limiting of creative scope to the specified 



space, finding it an oddly comforting experience and also freeing in its own 
way. 

Articulations 
As an adjunct to the project, Craig Burgess and I conducted two meetings 
with each participant as a way of working through ideas for the show. The 
two meetings — the first a conversation and the second a recorded 
interview — comprise the ‘articulations’ in the title of the exhibition.  

The first meeting involved an in-depth conversation with each individual 
participant, working chronologically from their early experiences of art in 
childhood towards a description of their current art practice. This meeting 
functioned as a kind of history taking — think of a medical history taken by 
a doctor — of each artist’s biographical encounter with art, from their 
grandparents’ generation to the present day. At the end of the first 
conversation, after this broad-stroke impression of the symbols, themes, 
personalities and materials that influenced each student, the participants 
were asked to list the elements from a ‘List of Practice Possibilities’ that they 
saw as comprising their past encounters with various media and current 
approach/es to making work.  

After the first meeting, the participants went away to imaginatively consider 
a work that they could render into a small project in their designated space. 
Artists were asked to consciously contemplate the list in relation to whether 
they would create a work for the Grid Show that continued along known 
lines of media engagement – such as painting, sculpture, sound etc – or 
instead use the exhibition as an opportunity to explore media that was new 
to them. They were encouraged to create a specific work for the exhibition 
rather than the work coming out of the body of production already going on 
in their studios. 

The second meeting, in June, involved a recorded interview. The ‘List of 
Practice Possibilities’ was again referred to as the participants described in 
detail the work they proposed to make for the Grid Show.  

In this way, ‘The Grid Show…’ was designed to open up new possibilities in 
the participating students’ practice through an exploration of thinking and 
working processes, and through articulation and interrogation. Here, we 
hoped to explore each participant’s intentions for making work as well as 
examining alternatives to routine or habitual ways of production.  

This series of performed articulations was designed to enable a rapid 
moving through of possibilities to arrive at a new work in new ways. In some 
cases the articulated and transcribed work operated as a visualised 
template onto which a real work was manifested for the exhibition itself. In 
others, the interview functioned as a working drawing or notational sketch, 



which had its ultimate form in the interview, and what we saw in the 
exhibition was a work that progressed from, developed out of ideas 
expressed in the interview, or sat in counterpoint to, that verbalisation. 
Seven of the 20 participants made works that clearly adhered to the verbal 
description of the work in their interviews. Thirteen of the 20 participants 
made works that were different — to varying degrees — to the works 
described in their interviews.  

The Grid Show: the exhibition  
The exhibition at the George Paton Gallery in August 2012 presented the 
20 participating artists adopting a range of approaches, including audio, 
video, installation, sculpture, painting, photography, performance, collage, 
mixed media and found object. 

From what I can deduce from installation documentation of the 1975 
exhibition – The Grid Show / A Structured Space: An Ideas Show – many of 
the 1 metre square floor and mezzanine spaces were packed to capacity or 
even overflowing with material. The display mode was informal or casual, 
with objects stacked or pinned or laid out on the floor and with a sensibility 
of a compressed storage space where multiple objects were stacked 
temporarily.  

In contrast, in the current ‘Grid Show: A Structured Space, reprised with 
articulations’, a sensibility of relative spaciousness abided – which was odd 
considering the number of works exhibited in the gallery – as well as a 
more formal and finished working up of ideas for artworks by the 
participants than in the original exhibition. In general, artists’ works were 
modest in scale, made up of a single piece, or else repeated small modules, 
with each artist giving due consideration to the space and sightlines to 
neighbouring works. There were one or two consciously and playfully 
obstructive or ungainly works, such as large leaning painting that effectively 
obscured a clear view through the centre of the gallery and a twig structure 
(that actually tripped up an audience member on opening night), which 
harked back to the Arte Povera works seen in the original Grid Show. The 
mood of work shown in the spaces included contemplative, sombre, buoyant, 
playful, precarious and unstable, as well as slightly abrasive or irritating 
works. We had meditation spaces, transitional ‘waiting’ spaces, literally 
reflective spaces that echoed or shone onto other work, deliberately 
annoying sound work, formal pieces that reflected the grid or its fracturing 
in the patterning of the art work, works that documented an external grid 
via video or took place in a space of strong vertical and horizontal 
delineations, as well as a range of discrete linear or cube-like objects 
carefully placed within the marked out grid space. A few works played with 
ideas of demarcation of the grid space, though not as many as had been 



intimated during the interview process, and, happily, a couple of works 
seemed not too intent on the grid as a holding concept at all.  

I would like to thank all the artists for the generosity and considered words 
and work that they brought to this project. I would also like to thank Susan 
Hewitt for her support for the Grid Show and assistance on opening night. 
Finally I would like to thank Craig Burgess, who was a delight to work with 
and who, as a result of being on campus at the VCA, brought a great group 
of students into the project. I thank Craig for his practical assistance setting 
up and documenting the exhibition and for his thoughtful insights and gentle 
mode of questioning that contributed so much to the Grid project as a whole 
and to this publication. 

This publication, The Grid Show: A structured space. Articulations, is the final 
object to come out of the project. Presented here are the transcribed 
interviews with each participant alongside visual documentation of the 
exhibition in the George Paton Gallery.  

 

 

 

 

Sandra Bridie, September 2012 





A Note… 

This year at the George Paton Gallery I assisted Susan Hewitt and Sandra Bridie in 
the organisation and coordination of two exhibitions:  ‘The Art of Collecting’ with 
Susan Hewitt and ‘The Grid Show: A structured space, reprised with articulations’ 
with Sandra Bridie. 

‘The Art of Collecting’ exhibited the MU Student Union collection of works purchased 
predominantly at the Grad Shows at the Victorian College of the Arts over the last 
8 years, although the collection goes back beyond this date.  My role was to assist 
Susan in the preparation for the exhibition and with the installation of the work in 
the gallery.  We decided to be as inclusive as possible, and all of the works from 
the collection since 2004 were on show in the exhibition at the George Paton 
Gallery and nearby in Union House.   

In the middle of the year, I assisted Sandra with the coordination of the ‘The Grid 
Show’, the structure of which is described in detail above.  Apart from reinterpreting 
Kiffy Rubbo’s Grid Show from 1975, this project follows the trajectory of some of 
Sandra’s other projects, such as the Tangential Practice and Lateral Investigations 
projects, for example.  Sandra structures this kind of project around an interview 
with the participants about their practices and the work they intend to make.  The 
process of articulation allows the participants to examine their practices so as to 
explore new modes of making and conceptualising their work. 

For me, conversation is a kind of meeting place where things are never simply 
stated but are open to negotiation and can be tried out, tested, reiterated, 
adopted or discarded.  Conversation allows for flexibility; ideas and positions can 
shift and change or be asserted and maintained. My involvement in ‘The Grid Show’ 
this year followed my own interests in facilitating group projects where an idea 
establishes the parameters for thinking and making and the process of testing these 
parameters is mediated by conversation and recorded in an interview.  Assisting 
Sandra with ‘The Grid Show’ was an excellent opportunity to learn from her wealth 
of experience in facilitating this kind of project.  

I found ‘The Grid Show’ to be a very rewarding experience, as I was able to follow 
Sandra’s lead in the way she conducts interviews and the way she structures a 
project.  The physical division of the space in the gallery as a starting point for 
thinking and making meant that the responsibility of each participant was clearly 
defined from the outset.  I found that this meant that my position was also clear, and 
that I adopted a more impartial attitude towards the work that the participants 
produced.  I saw ‘The Grid Show’ as providing an opportunity for the participants 
to genuinely experiment and engage with the ideas of the project and to disregard 
more inhibiting concerns such as the trajectory of each participant’s practice, for 
example.  As such, the participant’s work that I found personally exciting was more 
uncharacteristic, less finished and more tentative than their habitual work – it was 
probably the work that the participants themselves found exciting to make. 

There was a range of responses and different approaches to engaging with the 
grid.  Some participants chose to focus on the boundaries of the space and how 
their work affected the work of other participants in the show, others sought to 



create a refuge within their grid, others created a barrier or a vantage point or a 
void and others used the premise of the grid to investigate other grids outside of 
the gridded space of the gallery and to include the results of this investigation in the 
exhibition.   

In terms of the practice possibilities, I was surprised that a number of participants 
chose to make work using media or methods that were familiar to them rather than 
taking up the challenge to make work in other ways.  Reflecting on the structure of 
the project, this might have been because engaging with both the constraint of the 
grid and the option to work outside habitual practice meant that some participants 
chose to attend to the grid and leave the option to work non-habitually as an 
option.  I felt that, as a result, some participants had found novel ways of framing 
their existing practices in relation to the grid rather than forging novel possibilities 
for their practices in response to it.  

On reflection, now that the project has finished, I wonder if, although this reframing 
of practice may have been a valuable and informative experience for the 
participants, there may have been a greater opportunity for the participants to 
take on the challenge of a more investigative inquiry had they had both interviews 
with only one person, either Sandra or me, rather than having one interview with 
each of us.  This would have allowed more cohesion and continuity for the 
participants, although it also would have meant that Sandra and I would not have 
had the opportunity to engage with all of the participants in the project.  

My involvement in ‘The Grid Show’ has shown me how a basic structure and 
approach to working can have diverse and complex results.  It has also got me 
thinking about what starting points I might find interesting in the future and has 
shown me how to go about structuring similar projects.  Working with Sandra, I have 
learnt the value of keeping things simple and clear and I am very grateful for the 
opportunity to work with her on ‘The Grid Show’. 

I would like to take this opportunity to thank Susan and Sandra for involving me this 
year at the George Paton Gallery – it has been a very rewarding and enjoyable 
experience. 

 

 

 

 

Craig Burgess, October 2012 

 





THE GRID SHOW: LIST OF PRACTICE POSSIBILITIES 
CONCEPTUAL WORK 
WRITING  
DIRECTING 
CURATING 
SOUND: AUDIO OR MUSIC 
PERFORMANCE 
NEW MEDIA 
COLLABORATION WITH UNLIKELY PARTNERS 
COLLABORATION 
ENSEMBLE WORK 
FICTION OR NARRATIVE 
PUBLICATIONS OR PAGE-WORK 
EDITING 
PUPPETRY 
SCULPTURE 
PAINTING 
PRINTMAKING 
PHOTOGRAPHY 
NON-OBJECT BASED WORK 
RELATIONAL WORK 
TEXTILES  
VIDEO OR FILM 
FOCUS ON SINGLE MEDIA 
HYBRID MEDIA 
IMPROMPTU (MADE WITHIN A TIMEFRAME) 
TIME-BASED WORK - WORK THAT CHANGES OVER THE DURATION OF 
AN EXHIBITION 
INSTALLATION 
TEXT 
IMPROVISED WORK - YOU HAVE NO IDEA WHAT YOU WILL DO BUT 
MUST MAKE IT ON THE FLY AND ACCEPT THE RESULT 
HIGHLY RENDERED WORK 
HOMAGE TO HONOURED OR UNLIKELY MODEL FIGURES 
CHANCE-BASED WORK 
APPROPRIATION 
ABJURATION OF AUTHORSHIP I.E. ASK SOMEONE ELSE TO COME UP 
WITH THE CONCEPT AND YOU FOLLOW IT THROUGH 
DOCUMENTATION OF AN ACTIVITY DONE OUTSIDE OF THE GALLERY
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GRID #1 
Conversation between Alex Purchase and Sandra Bridie 

 
Sandra Bridie: Alex, why do you need to make art? 
Alex Purchase: Well, that's a hard one. I certainly feel compelled, but in a 
way, I guess I have just found myself here. I wasn't always sure I was going to 
do something creative and it wasn't until I started doing it that I realised that I 
wanted to do it. It wasn't something that I was thinking of pursuing before I 
started it and it was through doing it that I realised how much I had to do it. 
Potentially there are other things in life that will have the same effect on me. 
So it is not necessarily something that defines you or has made the world make 
sense to you? 
It has done those things for me and I think that is why I have found it 
compelling, because I guess what I got from it that I had never got from 
anything else was, well a few things: a big part of it was finding people who 
understood me and accepted me and who I could admire, I guess I developed 
a really strong connection with a group of people all doing the same thing. As 
well, there is something that is different about it from all the other things that I 
have done. Because I always worked and I always had a lot of commitments 
and that kind of thing but it is something that I put all this work into and I 
spend so much time doing that ostensibly doesn’t need to be done, on the 
surface it doesn’t seem like a vital part of existing and yet it has become that 
way. 
Everyone has different ways of articulating why they find themselves here and 
why it makes sense to them. The second question is, with the work or works that 
you are thinking about for your grid, are there any categories that you are 
thinking to from the first conversation and from the list? 
Yes, 'Installation'. 
So that is something that you haven't done before? 
I have started doing it quite a bit. I guess 'Appropriation' loosely fits into it as 
well because a lot of things that I make are not just influenced by what I am 
viewing or doing but a direct copy of what I have seen. In films and video 
games I recreate some of the environments in them. It is not so much 
appropriation of art; it is definitely appropriation of things I have 
experienced in film and that kind of thing. 
Can you describe to me the process towards the work or works that you are 
thinking of making, have you been sifting through possibilities to come to one 
idea? 
Well, the way I have started working is quite spatially. Rather than coming up  
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with an idea and putting it into the gallery, I go to the gallery first and I sit 
there and I look at the space and that changes what I decide I am going to 
do. So it is site specific. As soon as we had the first meeting for this show I 
decided on something that I was going to do because of the shape of the 
space we have been given. But now I have changed my mind.  
What was your first idea? 
My first idea was drawing from this video game, I was going to build a pool - 
I was going to get a spa shell or something like that and build a pool in the 
space - 
Of the dimension of your grid, more or less? 
Yeah, more or less, so I was going to get a squarish pool, an old spa shell and 
build around it with polystyrene and I was going to paint inside of it. It was 
also very dependent on lighting, as well, which is why I have change my mind 
because what I was going to do, I think need to possibly be done outside, not 
in a gallery, it's an external installation. I have realised through my other 
installations that if you go to install in a gallery-style architectural space it is 
better to use what you have got already. So to build something that would be 
in an internal space that people would walk into in that kind of environment, 
so that it is more believable. 
So it is easily read?  
Exactly, yeah. 
What were your ideas from there? 
Well, to be honest I am not exactly sure. At the moment I am really interested 
in doing a hallway space, but I don't think that is going to work for this 
particular show, and also stairwells, I am interested in that, any kind of 
transient space or space you can move through. But for this show, I think it 
needs to be something static. Because of the nature of the show, there are so 
many people and I think there is going to be a lot of installation in the show 
because of the nature of the way it is gridded up, I think it is already a kind 
of transient thing. People are going to be walking through and there are 
hallways gridded onto the floor so… 
Did that upset you to hear that there would be a walking path through the 
gallery? 
No. I think it is really necessary because otherwise we would encounter some 
problems with people's work. I might still work around that but I am going to 
build - it can be transient without it being a hallway - if you think about hotel 
rooms, waiting rooms - so potentially I might go with that idea. 
A chair with old magazines. 
Exactly, that kind of thing. I don’t want to build just a square thing in the 
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square space, I want to do something else with it but it is also really going to 
depend on the lighting with the rest of the show, because my work generally 
benefits from being shown away from the gallery lights because I use my own 
lighting to light the space. So if other people's work is right next to my work 
and the lights are really bright then I am going to have to contend with that 
and figure out a way to deal with that. 
Would you consider building a divider or having some kind of screening device 
to isolate the experience of your work? 
Yeah, I would definitely consider it - I think that is going to be a part of my 
work from now on. To make it a separate environment so that it removes 
people from the gallery, in a way that is what I am trying to do. 
Could you do it in a provisional way? With canvas or a tarpaulin? 
Yeah, but I am worried about how that will - in a way I am moving away from 
a lo-fi use of materials. I have already made some obviously fake installations 
with polystyrene and paint and I found that when I moved beyond that to 
actually using the real materials that the concept refined itself. The emphasis is 
on the artificial nature of escapism  
So the hyper-real starts to function in the work. 
Yeah, the hyper-real and the gap between the imaginary, fantasy and virtual 
and built and reality. The disappointment of that gap, but I find that if it is too 
obviously a fake thing then people don't get the initial experience of the 
escapism in the first place. 
You need to be literal to a degree, use a proscenium arch approach.  
Yeah, it needs to be almost perfect for it to work. 
Are you going to grid up a sample of your space in your studio as a trial? 
I am not sure if I will build a whole wall but I will definitely have to - that's 
what I do, I measure up the space and then I look at what might work within 
that space and find the objects beforehand that I am going to bring in, if I 
need to get carpet or wallpaper then I bring that in, but most of the work 
happens on the day as it comes together and I respond to how it looks and 
add or take away things. There is a lot of preparation that goes into it but not 
in terms of actually building the work prior to building it in the gallery.  
You can now come into the gallery on the Sunday to set up, which will give you 
an extra day. This may make a big difference to the scale of your thinking, to 
allow some light and shade in terms of the maker-liness of the different works in 
the show, some can be just scrambled together on the day, some can be 
prefabricated and others may be clearly constructed in the space. 
Those kinds of restrictions definitely effect how I plan the work - gallery 
restrictions - if I only have one day to install and one day to de-install I have 
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  Grid #1: Alex Purchase        Bliss 
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to think on my feet and change the work because I don’t have time. 
How useful has the process towards the Grid Show been for you? How did your 
conversation with Craig go? 
There was a lot of talking about myself; I was kind of embarrassed 
afterwards when I read through it. I don’t think about that sort of stuff too 
much. It is all personally driven. 
So you found it a bit emotional? 
A bit awkward, if you read interviews with people who are successful what 
they are doing and people talk about them from an external perspective, I 
guess it gave me a bit of insight into that. I felt like it was trivial, the 
information about myself was trivial. 
It is not trivial, they are just facts, it is all interesting. It is all cause and effect, in 
a way. It is interesting to map those connections. There are a number of ways of 
responding to the fairly specific questions we pose, and sometimes it can feel 
very loaded. For some, it is difficult to isolate the facts of their personal history 
without being involved in an emotional telling, whereas others give you a very 
straightforward chronology. 
I am not sure if for me it was just really straightforward or emotional. I think it 
was just the facts about myself, which I guess, to me, I can’t understand why 
other people would be interested in those things. 
Well yes, we were requesting pretty banal information from you, and I have 
found that students have found it interesting, to map those influences, that is all it 
is, really. You make these choices to pursue art due to certain support or 
encouragement or certain opposition, as well. In one recent interview the 
participant arrived at her art practice through opposition, it was quite a fight to 
get here, whereas often with students at art school there is a support network in 
place. Another factor may be encouragement or positive feedback you got as a 
kid with drawing, etc, you get praised by other kids on your class for doing cool 
cartoon characters, you are called the 'artist' by the other kids in class; all of 
those things help to define people's choices. 
Maybe I am afraid of how banal that is - when you actually map your entire 
life up to where you are and you can see that it is a series of influences. 
Most artists are not extraordinary; in the main they are banal.  
Was the list of Possibilities for Practice useful to you, the list of media and 
techniques you had used in your practice and those you hadn't? 
I guess it was interesting to me to see the different stuff that I have ventured 
into versus all the potential options. I feel like I have done heaps of different 
things, but then I only ticked five. 
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Do you mean that you limited what you could have listed or that you work a lot 
within a narrow framework?  
I do like focussing on one thing for a while, but reading the list I think there 
might be a whole of other things that I might be interesting to try as well. At 
this stage I guess I am so into this installation idea that I - I am looking into 
doing film and stuff at the moment - but I am really pre-occupied with it and I 
can’t think in any other way. 
Your approach to making your installations sounds as though you invest in skill 
building, making incremental steps. This is the opposite of a hybrid approach to 
making work.  
I feel that once I get excited about something, I just lose interest in all the 
other things. So looking at 'Painting' and 'Printmaking' I thought, I couldn't 
possibly think about doing that now, it would be so boring to me, I think I 
would enjoy it if I did it, but I think I would feel like I was wasting time 
because I have got all these other ideas and they need to be realised. 
So you want to use this as an opportunity to invest further in what you are 
currently engaged in, building things, but it is the factor of working with the grid 
that will then differentiate this work from others that you make. 
I really like the idea for the show, actually. In a way, the idea is just that 
everybody gets a square. 
Yes, it is a very simple idea. It is dumb. 
It is a really basic idea, but there is something about that that it is going to be 
really interesting to see how people respond to that. 
Yes, there is a world of options available.  
There is something really appealing about restriction, being told you can only 
choose this, instead of having every possible opportunity, it is 'this is your only 
option'. If I had been able to go into the George Paton Gallery and look at 
the space and pick my space, it would have been a totally different work. 
Yes, the number out of the envelope was a good choice; you are forced to 'deal 
with it'. 
I guess I find the idea of being restricted in that way exciting, with that rule in 
place, there is nothing I can do about it so I have to throw caution to the wind 
and work with what I am given; which is essentially what I do anyway, work 
with what I am given. Initially I was hoping for a middle-of-the-room spot and 
then I found out that I have one wall - potentially two walls - in a corner so I 
am going to have to rethink how I am going to work that.  
Ah, so you had an image of what you would do with a central space without 
walls. 
Yeah, with the pool - I had this idea of a pool in the middle of the room with  
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lights on it in the centre and being monolithic and then I was given a wall - 
that was why I disbanded that idea. It would be stuck in a corner, people 
won't be able to get around it or see into it properly. I would prefer, rather 
than taking up the whole space to leave space for people to walk in. To be 
honest, I will need to be able to go and sit in the space and think about it 
more. 
 
  
 



    Grid #2: Daniel Belfield            around the block 80 times 
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Grid #2 
Conversation between Daniel Belfield and Sandra Bridie 

 
Sandra Bridie: Daniel why do you make art? 
Daniel Belfield: Why do I make art? Well, the answer is very personal but at 
the moment it is a combination of nature versus nurture, growing up in an 
environment where academically I have been allowed and pushed towards 
making art. Also, growing up, a need and desire to have a creative output 
lead me to make use of the tools available, and art was quite accessible in 
my education. 
Have you seen it as the only thing you can do well? For some people it is. 
No, I was a little bit lost at the end of high school because I had quite a few 
opportunities; I was quite good at writing and literature, although I was also 
quite good at Maths, Science and Music. I had a few different options but 
Visual Art seemed like the strongest, most concentrated and enjoyable activity 
that I had found satisfying. I didn’t want to study formulas, I do not find them 
very engaging, or at least I use not to. 
Do you need it? Could you give it up? 
At this point I would say yes, I do need it, but I could give something up. The 
thought stays the same, a lot of my works are idea based and they can lend 
themselves to many other realizations. 
OK, so some cultural pursuit then? 
Yeah, so it could be given up but it would still be evident in some other form. 
Now with your space, which is number two, are there any categories here on the 
list that you are thinking to work to for the work that you are anticipating to put 
in the space? 
Yep, I would say, 'Video Work' and 'Chance-based Work'. 
So you are investigating areas that you have already opened up? 
Yes, combining two separate, and quite developed ideas into one, which I 
have not recently done. 
Have you run through a number of ideas before arriving at this one? And are 
you committed to the idea that you are going to talk about today? 
I am committed to producing that work, whether or not the final product is 
something I would choose to go in the show. If the result is that, it doesn’t 
aesthetically come together like I would hope, then I wouldn't choose it. But at 
this point it is definitely going to be made. 
So it's a matter of whether you will actually put it in the space and perhaps  
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contingencies will mean that you put in something else. 
It has been committed to, it should most likely be that work. 
Now, can you describe the trail of your ideas for the space? 
I guess I have been looking at the Grid Show, associating it to the grid and 
how the grid influences my determining processes and ultimately the final 
results. As soon as I heard about the show I recognised the direct link to the 
grid. Just in the process of working - a lot of my works concern themselves 
within a structure or self-imposed limit and then once that frame is built it is 
filled with the chosen substance of the idea, so the work commences with a 
structure. The majority of my work, or the pieces I believe to be most 
significant, have all regarded those limits, and then you work within them. So 
my process lends itself to the grid and it’s structure naturally, then 
contemplating that in terms of doing something a little bit new, something I 
haven't previously done before - because with a lot of my work and process I 
feel would be too direct to just impose a foreign grid, than to naturally and 
unconsciously construct one. 
Yeah, I was wondering how interesting it would be to have the grid imposed by 
the coordinators of the project, rather than be self-imposed. 
Because there is that double enforcement of myself in the space, it seemed to 
cancel itself out and be too obvious if I just did a grid or something like that. 
So in terms of that, I will strip it back and just work on the same process of 
confining a structure or limit. Normally I use highly quantifiable information, 
weather recordings or temperature readings, then other times it is subjective 
material mainly founded or gauged off emotions or other subjective measured 
material of which I will then collect and graph out. 
So applying analysis to amorphous feelings, etc. 
Yes, which is something I am moving more towards now, letting go of the grid 
and structure in the final output. Letting go of the grid, I guess, not so much the 
structure. So it is in terms of combining these two aspects to still create a work 
which has that structure, but is presented in a different way, film is something 
that I have never presented a finished work in before. 
And film could be presented anywhere; it doesn't need the grid to contain it. 
Well it depends which shape you project it, I guess. 
Its spatial inherentness is within four straight lines, you would need to 
consciously alter the shape of the projection to distort the grid. 
So, what's the content then? 
It's a chance-based work, the structure I am setting up is just to film an 
intersection from a building, looking down and just have each of the four 
roads in a frame, but mainly this left-hand corner, looking down from a  
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building, maybe three storeys up and then have someone else filming when I 
drive my car around this intersection 80 times. The car will go in and out of 
frame. So it is in the city and it would obviously go around a block and come 
around again, so the majority of the driving would be done out of frame and 
there would just be this small shot of this car coming back and forward and 
however long it takes to go around 80 times is the length of the work. It 
depends on traffic lights and all those other types of factual concerns, but then 
there is an aspect of chance such as, a car like mine being next to me or a car 
the same model that you can't tell apart from mine, going around in place of 
mine, a similar coloured car, all these chance observations, hopefully, will 
come out through performing the process that many times. 
And have you worked out your route around this intersection? 
Yes, it's just straight into the intersection and then left and until it drives out of 
the camera’s frame. My car doesn't do any extravagant movements; it doesn't 
draw any attention to itself in anyway. The only thing that would draw 
attention is that you would realise that the same car is going around this 
intersection again and again and again. It would take a few minutes for a car 
to go around the block in the city though, so it would only come back every 
two minutes, or so. It is only if you watch and engage with the video for about 
ten minutes would you realise this durational, performative routine. 
Who is going to film this and at which intersection? 
What intersection I am not sure yet, but I had the idea looking out of Kings at 
an exhibition earlier this year standing on a platform that was raised to the 
window height, which had this beautiful view down. That was combined with 
another performance going on of window washing, which was being recorded 
by someone across the street with a camera. Those two things came together 
quite directly to be me having a camera looking down documenting 
something. That was the intersection of King and Burke that I was looking 
down on, but whether or not I would use that. It could be any built up 
intersection in the city, which has a balcony about three storeys up on the top 
left hand corner because of this right-orientated view. I couldn't do it in the 
reverse way; I couldn't do a right-hand turn or, obviously, it's much harder 
driving and it would be quite annoying having to do that 80 times.  
Is this work you are describing referencing anything else? 
Well this work in particular, when I thought of it and looked back on it to 
refine it as an idea, because I knew I wanted to involve process and a routine, 
but also my car came into it -  
What colour is your car? 
It's beige/grey. 
There are not many beige/grey cars. 
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No there isn't, at least I don’t think so. It is quite strange - there are two works, 
one by Bas Jan Ader (Primary time, 1974) where he rearranges the flowers in 
a glass vase. As you watch the video he takes red, yellow and blue flowers in 
and out, arbitrarily without any order, then by the end of the video it is all 
blue in the pot, this is also repeated with the yellow and red colours. You are 
not really sure what is going on until you have approached the end, before it 
is too late really. That was a really nice process. There was another nice film, 
it only goes for half an hour but it is by American film maker Su Friedriech 
(Rules of the Road, 1993), film is of this couple in New York who had joint 
custody of a car and once they broke up one party of the relationship kept 
seeing this car going around of that same model and it kept reminding her of 
her lover, and perhaps it may even be her driving it around. They tried to 
share it for a few weeks but it was too painful because they would get the car 
back and it would have the other person's detritus and scent in it, and it would 
be too much of a mnemonic of the other. So she gives the car to the other 
party but then every time she would see that car she would just freak out. And 
she made this amazing film that every time she would see that car driving 
around that city (it was in New York) she would film it. 
Ah, a lot of photographers allow their obsessions to be played out through 
repeatedly photographing the same object. 
Ed Ruscha and Robert Rooney do that, there are process works where the 
obsession is allowed to go all the way through, I like relating to that work, it is 
quite lyrical. 
And fun to do and collaborative, it's more of an action than an emotion, though. 
I don't know what emotion you are attaching to it. 
This proposed work is more of an action. 
Were there any ideas that you cancelled out or did you arrive at this idea fairly 
swiftly? 
I think I came into the show already having four or so ideas separate to that, 
which I wanted to do. There was one work that was going to be directly 
represented as a grid, whether or not this Grid Show had happened or not, so 
inherently when I heard about this show I thought of that work, but then after 
musing over it for a little bit I thought no, because it was too direct, and plus, it 
was part of a larger project, which might be compromised in the small shared 
space given. 
Also, your solo exhibition at the George Paton Gallery when you marked out the 
space in uniform sized cells was on in the gallery when we had the first Grid  
Show participants' meeting. Were you thinking to this project while you were 
having your own exhibition in the gallery? 
Yes, I was thinking towards it, but in terms of moving away from my show  
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there because I had spent so much time measuring it, drawing up confines and 
completely different structures than the one that is given now, I was definitely 
into utilizing the space in a very different way. So, in terms of getting a 
square or grid, I completely banished the thought of the structure of the space 
or the size. I only focused on the work itself rather than approaching the 
gallery twice in the same way. 
And so, you didn't really mind which space you got? 
Not really, I mean a wall was preferable just because if I had film work I 
could project it onto it. Originally I was thinking of projecting, because I have 
that pocket projector which is great because it can use those angles to project 
onto the floor, but there was no work that I had that lent itself to being 
projected onto the floor, or needed to be, rather than some just showboating 
of the projector that could do such a thing. So, wall space is usually good to 
have your back against the wall. 
How interesting for you was it to have the conversation with Craig? 
It was definitely interesting to look back at the family history, I actually 
learned a bit, going back to it after the conversation - 
Yeah, it seems a pretty rich group you have around you, genetically. 
Talking about my grandfather on my mum's side- he was the one who went to 
war and came back, I thought he went to World War 2 and came back, he 
actually went to World War 1, he was much older than I remember. He 
ended up having my mum when he was sixty and then my mum had me when 
she was forty-two or so, so there is already a one hundred and two year gap. 
That's a really widely spaced generation, isn't it? 
Yes, I could not believe it, yes, it is something that, I guess is genetic - my 
grandmother lived in the same house in Coburg from when she was born until 
soon before she died, and she died at ninety-eight years old. And so she 
grew up in this house on The Avenue and we always went there. 
Whose mother was she? 
My Mum's mother. 
And so you were brought up in Coburg too? 
My Mum was but not me, but I always visited Coburg where Nan was, but I 
had no idea how long she was at that house for. Also my grandfather, I 
remember him telling my Mum a story where he was working one day when  
he was about fifteen or sixteen, because that was the working age, because 
he was born in 1886, walking in the main street of Melbourne -  
God, your grandfather was born before my grandmother was born and she had 
my mother after she was forty! 
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Ha ha, strange! So he was walking down the main streets, the dirt streets of 
Melbourne one day and the bells are ringing declaring Australia a 
Federation. So he had that story to tell, it's quite strange having a 
grandfather that can date back that far. 
And he painted, is that right? 
Yes. 
Did you ever see the paintings? 
No, I never saw the paintings, I have his easel and I am sure that mum has a 
few of his paintings, but I have never really seen any of them, which is quite 
strange that it is something that I have never really investigated. After Nan 
passed away we sold her house, which is still in the family, but we moved most 
of her things, and that happened when I was quite young, so I didn't chase up 
anything directly, like the paintings. I was too young at that stage to take note 
of the move. 
And with the list, was that useful to go through the different area of your 
practice? 
Yeah, that was nice to find things that I am definitely very comfortable 
relating to and some not so much. In terms of process, I write lists everyday for 
everything that I do. 
You sound like you are quite strategic in the way that you approach things and 
this kind of project is right down your alley! 
Yes, it definitely is a yellow sticky note day today. If I have a lot of things to 
do, I have to write the title of the day and the things that I need to do in that 
day, although often it evidences itself as scrawl on the back of my hand 
instead and today is no exception with things to get done, especially nearing 
assessment. So having a list made me feel very comfortable. 
Ah ha, and what about co-habiting in the space with so many participants vying 
for attention?  
Aesthetically, I think there will be clashes with my work, which requires quite a 
long viewing to realise what is going on. It is going to be quite lost, but I am 
all right with that, having the work made in such a way, I am completely 
aware that that is going to happen.  Hopefully if it is intriguing, it will draw 
people in, but also the meaning is not lost. There is something in the futility, just 
as much as the obsessive nature of the action. 
Yeah, without understanding the nature of the whole of the video there might be 
something that gives something to the viewer at a cursory look. 
Also, I am completely aware that this interview goes into a catalogue, which 
will accompany the work with an explanation. Therefore, if people read the 
catalogue they will understand the work a lot more, and much faster than just  
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sitting and watching it. 
So it is quite a 'reader-ly' exhibition, I think, in terms of people having to take 
their time, otherwise it will come across as just a welter of work. Although there 
may be more light and shade and space in the show than it seems looking at the 
grid and approaching it as a concept at this stage. You should be able to 
navigate through it without it seeming too oppressively claustrophobic and cell-
like. 



     Grid #3: Daniel Petersen     Court 
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GRID #3 
Conversation between Daniel Petersen and Sandra Bridie 

 
Sandra Bridie: The first question is, why do art at all? What holds you to making 
work, or why might you not give it up? 
Daniel Petersen: It has never been a question for me of not to do it and it has 
never been enforced. It has been a completely natural path to take. I can't 
remember ever not drawing, I guess drawing is the most immediate thing to 
me; it has never not been a thing. It is like eating or breathing. I remember 
being a little kid, because my dad draws as well, and it was just a part of 
life, you know?   
So your father is an artist, is he? 
I would say so, yeah, but that also then questions what your definition of that 
is, but he most definitely in my mind is an artist. He used to draw pictures for 
me to colour in before I could even draw. We were totally permitted to draw 
whatever we wanted on the white walls of the house. Then in high school I took 
a natural gravitation towards keeping on with that kind of thing. I just didn't 
like anything else to the same degree, not to say that I am not interested in 
other things. I know 'comfortable' sounds too easy, but it was just what I did.  
So it was native to you. 
Because I have never been told to do anything really by my parents, it's been 
totally open ended. When I was fourteen or something my dad said, you can 
do a Fine Art degree if you want to, but I didn’t know what that was, and he 
explained - in his 1980s version of it - what that is, and I thought 'cool'. And 
here I am.  
For you, it has never been a question of not doing it, or coming to art via a 'light 
bulb moment' or being forced to make an oppositional decision to become an 
artist against the wishes of others? 
I have never had any pressure and it is funny what not having pressure does 
to you because it really pulled me to do things. It is often not mentioned but 
skateboarding is as big a thing in my life as any artistic practice, a very 
necessary component of my daily existence. I used to go skateboarding for 
two or three hours at least every day, it was this obsessive thing and I feel like 
I built up my own personal wants and needs because there was never any 
pressure to do things so everything I did was something that I really invested 
myself in. It was the same with the artistic practice, it was the same with high 
school, I got weird with high school, I didn’t even like half my classes, I found 
them tedious but then I remember my mum used to try and tell me to not go to 
school because I was so correct.  In my mind it was a five-day week and I 
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really wanted to go those five days, it was that weird structure. I think I ended 
up making this personal obsessive structure for everything because I had so 
much freedom. 
Now, you have a wall space? 
Yeah.  
With the list that Craig gave you and your ideas towards what you think you will 
do, were there any categories that your work will conform to? Are there any new 
categories that you might name that your proposed work fits into? 
There were quite a lot that I ticked. At the moment I am thinking of screen-
based work for the space.  
Have you done screen-based work before? 
Yeah. I have been working across mediums for the last couple of years. I am 
working on appropriated film at the moment. I don’t know, 'Collaboration with 
unlikely partners', I am interested in the idea but I don’t imagine it happening 
for this, especially for such a confined space, I feel like this for me is something 
where I very much want to be a master of that grid. At the moment I am 
thinking, even if it was to actually be a reproduction or a photograph of a 
painting or whatever else, that it would be on a screen. 
Have you had only one idea or have you had a number of ideas that you have 
considered and then trashed, or had a number of good ideas vying with one 
another for a work in the show? 
Specifically for the Grid Show? 
Yes. 
I guess what keeps recurring in my head is that I keep on looking at this thing 
and looking at the grid and I am thinking directionally. So, obviously with a 
wall space, (this sounds kind of silly) if I was the art work, I would be looking 
out there, there and there. So when I think of paintings or whatever else, a 
painting being a flat, static image would be just that, but a screen with a 
moving image that holds the representation of something would be more 
window-esque, if you know what I mean.  
So that creates a view out of the space. 
A view out, exactly. So this is completely surrounded, although physically it is 
still a wall, it would be like looking into that space. 
So, you are thinking of an illusory image of a window? 
I guess film and screen-based things often are illusory, in a sense, but I like the 
idea of it being an 'into' thing.  
What is the subject matter? 
I have been working with appropriated advertisements and things like that,  
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looking at popular value systems and how they are created. At the moment, 
probably not for this show but in an edited version of a beer ad, it takes the 
aesthetic parts of the ad and removing the advertising and people and 
everything else, so it is stripping back to the subject matter of the ad and 
having that by itself. It shows the symbols and signifiers for what the masses 
are really into. Maybe something along those lines. 
Such as? 
The beer ad is a really good one, I am also really interested in popular 
internet-based media so, like giffs - a giff is like, five images that constantly 
loop, it's an Internet phenomenon. I like the idea of using that format in more 
of a fine arts context, so seeing how that popular, created format could be 
used for a project in this kind of space. Again, I am using idealisms such as 
subject matter of ideals and values and things - beer ads are an example of 
that but there are other avenues, such as tennis courts, green grass, picket 
fences...  
Pleasure zones. 
What has mass appeal and looking at that as an aesthetic thing, and it is, and 
it is a critique of that aesthetic, it is asking the question of why and how or 
what is this, what are we really looking at? But almost enjoying the vacuous 
quality of fake grass, for example. 
So, it is a critique of consumer culture showing it to be vapid and purely pleasure 
seeking. 
Yeah, and our personal relationships with it. So with the beer ad that I am 
working on there are shots of palm trees and sunshine through them, it's really 
just that. It's the idea of the other, on a day-to-day basis, I don’t think many of 
us are experiencing sundrenched palm trees while they are drinking their 
beer. So often in this ideal realm it is an idea of the other, or something that 
you might want to strive for, it is always this other side of things that you are 
aware of, but then again, is it actually there, ever? 
Some of them are so constructed that they seem sarcastic, even, or that they are 
self-parodying through the smarminess of the voiceover and the particular 
production values that they reference. 
Yes, well it definitely is sarcastic, it is like a parody sometimes and within the 
spectrum of my practice there are some of the things, like the sun-drenched 
palm are like a super extreme version of an ideal, it is like the pinnacle of 
clichés. Other things are more subtle and more personal, such as tennis courts. 
When you watch the Australian Open, it is this perfectly symmetrical, machine 
produced perfection and the only imperfections on that screen are the things 
around it and the commercials and the net is not as neat as the printed 
surfaces of the tennis court. If you strip it, taking all of that away, so you are  
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left with just the formal element of the court, that to me, and this is why it is a 
personal thing, and this goes back to the freedom thing, the tennis court 
represents an enclosed, ruled thing, it's a game, it has a beginning, a middle 
and a finish -  
Would you use the tennis court motif for this work? 
I haven't related it to a screen-based work yet. No. It's funny because it is the 
Grid Show, a tennis court is almost a grid, I guess, or a grid of sorts. The tennis 
court, to me represents, it is like you have your back to the wall, it's contained, 
which is everything that you want, but also everything that you don’t want. So 
it is double-sided, a sun-drenched palm is awesome and ideal and you want 
to sit on a beach and just drink a beer, but then at the same time, is that 
something that really happens, and is that really what you want? Whereas a 
tennis court represents something that is a relief, it's an exhale, you don't have 
to work it out because it is already worked out, it’s already enclosed and it is 
ordered.  
Would you ever use skateboarding as a motif? As far as this image of freedom 
and the image of pure pleasure and in the moment-ness, I don’t know if you have 
experienced those qualities whilst skateboarding. Obviously, if you like to do it 
to the degree that you spoke about earlier in the interview, then there must be 
some kind of adrenalin hit that keeps you returning to it.  
It's an obsessive venture and it’s the repetition, I think. 
It is not the fact that you are able to bask in that moment, because there are so 
many things that you need to be taking in and reacting to at the time.  
Skateboarding has been with me for as long as I can remember, as well. It 
used to be the thing, every kid has a soccer ball, every kid has a skateboard, 
but it went from that to complete obsession. 
Because of the obsession you weren't able to reflect on how much fun you were 
having or on the qualities of the pleasure you were deriving from it. 
It was double-sided, you know? You could have fun, but there were times 
when skateboarding brought me to tears with frustration. It was really 
strange, I was doing something that, to many people and maybe even the 
majority of people is a fun past time and it was driving me insane! 
But if you are obsessed with it, I imagine that you are pushing yourself to try new 
things. You need to be creative and come up with new moves that require quite a 
bit of risk.  
You can't hold onto it, though. If you master something, and I will try and keep 
it in terms that we can both understand, but if you master something for a 
week, say, in skateboarding, it is still an ephemeral thing. You can't have it 
because it is an experience. I think that has informed a lot of my practice … 
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But so is a beer under a sundrenched palm an experience. 
Yeah, but documenting everything, which I do seems almost like a backlash at 
having such an ephemeral pleasure. So the work I have maybe resolved that I 
am still working on is a rapid-fire film of every photo that I have ever taken, 
which is a lot. I bought my first digital camera in 2005, sorry, very early 2006 
and I condensed that down to a ten minute film so that you can experience 
that five or six years, although I started making it two years ago, it is like 
having everything, rather than not. With skateboarding you don’t get to keep 
anything, you have to have it in the moment, whereas the film is like an 
incredible collection of everything, because photography is a way of 
documenting everything or representing everything.  
Now, how interesting did you find the chat with Craig? 
I couldn't wait; I was looking forward to it.  
Did you enjoy it and was it insightful?  
Definitely, I feel like it should happen more. It's funny, because especially at 
the VCA you are constantly putting yourself out there by displaying things, 
you are more or less exposing yourself a lot of the time, but then the interview 
with Craig, the way that it was structured was quite different. 
So it gave something back to you, rather than you feeling like you were doing 
all the outputting. 
Well, you have a tutorial and you talk about your work or what you are 
making and why and so on, but it is not really personal, personal. But with the 
talk with Craig, actually asking questions about your earliest memories was 
great, it doesn't really happen.  
It was quite a contained list of questions, as well, wasn't it? They were about 
moments, there were small windows for emotional content in the conversation, but 
really you had to keep on moving through the years. So it wasn't a therapy 
session, of course, there wasn't the space for catharsis there, it was more about 
externalising the facts of your life in relation to art, you don’t usually 
encapsulate your own history to yourself, put it out there before yourself.  
As a final question, did you get the space that you wanted? 
Yeah, I'm stoked, I am very happy with it; the wall is a nice thing to have. 
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GRID #4 
Conversation between Evan Morgan Grahame and Sandra Bridie 

 
Sandra Bridie: Why do you find yourself making art, or why do you need to 
make art? 
Evan Morgan Grahame: I don’t know, it is probably down to a kind of drive 
that you have. A drive to do creative things that I think a lot of people have, 
all creative people - whether it be visual art or music or any of the arts. The 
maybe it’s a matter of other things, maybe just the way you were brought up 
or what you were exposed to that leads you towards an avenue to take 
advantage of this drive. I did Drama and Music at school, but it was Art that 
was the avenue that I felt most strongly pulled towards, I suppose. 
Do you have aptitudes in all of those areas? 
Yeah, and I did Drama all the way through high school, I was very into it, but I 
think Art came out on top. I think that is how it probably works for everybody; 
there is a kind of instinctual gravitation towards doing something creative. 
Making something out of nothing. 
Yeah, making something or doing something, or just a thing that needs to be 
satisfied by a creative activity. Then it is just a matter of other circumstances 
that lead you towards visual art or whatever other outlet. It just turned out 
that it was Art for me, definitely.  
Now, with the work that you are anticipating, or works, or ideas that you have 
for your space number four, are there any categories from the list that Craig 
presented to you that you are thinking to? 
Yeah, there is. When I was speaking to Craig, I had in mind that this would be 
a good opportunity to make something outside of what I was doing normally, 
it would be a really great opportunity to do something different, just because 
it was something that we came up with, the exhibition is not the result of a long 
process of working like another exhibition would be. So, I wanted to do a 
sculpture because usually I am just doing painting and wall hanging stuff. So I 
am thinking of doing a sculpture that is aesthetically similar to the other stuff I 
am doing, which is minimal monochromatic painting. I am thinking of doing a 
sculpture that is more dynamic, as well. I want to use a smoke machine and 
build a frame around it with a really thin membrane - I am thinking of using 
Gladwrap or something like that - with a clear armature made out of, 
probably, Perspex rods. So I am thinking of doing that. 
Containing your grid shape in some way. 
I don’t know, probably a cube, maybe like a triangular prism/pyramid shape 
or maybe some other type of geometric form that will house the smoke, but  
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the membrane won’t be totally airtight, so some of it will wisp out the edges. I 
am still yet to try and construct it, but hopefully it will work out.  
What scale do you think it will be?  
It would be fairly small, probably only a couple of feet high and it would be 
on the ground, I think. It would be quite diminutive. 
Will you have some assistance from people who have experience in making these 
things, or are you happy to tinker away at this on your own? 
I think I will tinker away. 
Because it does require experimentation, doesn't it? It is not something that you 
can hope to get right on the day without trialling it. 
I will make a lot of different frames to go around the machine that I am going 
to buy, it is only a small one, and it is only the size of a small book. I will 
probably make a bunch of different frames to go around and test what's 
good and how opaque it is with all the smoke inside. I did some sculpture at 
the end of first year but I haven't done it since, so I wanted to make something 
that was freestanding. Also, because I have been assigned a space against a 
wall, it would be really easy for me to just do a painting - just put a painting 
on the wall - so I wanted to challenge myself a bit.  
It would seem a bit pointless to be in this project and just do what you normally 
do. So for you, using atmosphere, rather than creating a static, concrete object, 
one that has these variables, and that needs activating is a good move for you. 
I might even try and include an interactive facet of the work, because the 
machine has a remote control that you can turn off and on, so maybe I will do 
something a bit playful with it, like put the remote at the entrance to the 
gallery and have people press it, and so the pressing of it will activate the 
smoke for other people looking at it, though that might be of no consequence 
in the end. 
Or you could have the sitter of the exhibition activate it when people walk in.  
And at the opening I could just walk around with it in my pocket and scare 
people with it. But it is something with a more dynamic relationship to the 
viewer. 
It's also kind of chancy. Just from reading these notes that Craig took of your 
first conversation, and knowing nothing about your practice at all, it sounds as 
though your practice has evolved quite progressively towards a reduction. You 
seem to need to know your process to move out incrementally rather than 
creating in radical shifts. But this project for your grid sounds a bit risky, there's 
a chance of failure that could be useful for you. At the very least, you might end 
up with something that is not aesthetically sheer. My impression, based purely on  
Craig's notes as I have said, is that your studio work is quite refined or sheer -  
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whereas the piece you are proposing could be quite messy around the edges. The 
Grid piece sounds more like a kind of science experiment - like a volcano project 
in primary school.  
Ideally, if it works like I said, like I see it working in my head, it will be kind of 
ambiguous contemplative object as well and will be a bit aloof, which is like 
my studio work. But you are right; there is a lot of possibility for various 
outcomes. 
Do you envisage tinkering away in your studio, marking out a space to emulate 
the grid space so that the result will be a little known, ahead of time?  
Well, let's hope, we can only hope. 
Failures are great; I must admit I love failures. I tend to privilege failures, but 
that's just me! Did you sift through a number of ideas, or did you have a major 
brainstorming session to isolate one idea for the Grid Show? 
Because the brief of the show is so focused on this invisible section of the grid 
that we have been given and there is a real urge to have to address this 
whole idea of this particular space that we have been assigned, to make 
something that purposefully occupies all of it, for example, or is invasive, or is 
to do with the personal space of the viewer and the space that we have been 
allowed and the idea of not being able to encroach on somebody else's 
space, it's all crammed in there, they were things that were effecting what I 
was thinking about when I was planning what to do, but there was just a part 
of me that wanted to do something flashy, not for any particular reason. It 
was maybe just a superficial urge because this is such a one-off show.  
And maybe not be so contained and polite and constrained. 
Possibly, and not so focused on pushing a mandate or focused on developing 
my practice as a whole, which I am totally focused on doing normally. So to 
do something totally outside, and maybe not even something that I particularly 
like or think is all that valid, but something that would be sort of fun to do, 
something totally different. 
If you have the smoke machine and the smoke infiltrates the space - you are 
transgressing your limits in that way. It's also a bit rock 'n' roll or Spinal Tap!  
There you go! Ideally it will be an ephemeral boundary, the membrane will 
hopefully be quite clear and breathy and be wafting around and the smoke 
will be barely contained, wisping out the edges. So, I guess it is addressing 
the whole thing of how we have been given this space, but it is kind of a polite 
way of 'flipping the bird' to it.  
It is a very tight space you are all given, about the size of a double bed. From 
my interviews this morning it seems that people are not wanting to be ill-
mannered in the way that they use their spaces, they are not being expansive, 
rather they are contracting or else they are marking the periphery. They are  
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going up to the edges but not beyond them, not impacting on the next space. 
It's funny, when you give people such specific boundaries and everyone has 
these boundaries, it would take a lot to bust through them. 
Well, it depends which generation you are talking about, I would say. In the 
original Grid Show that the director of the gallery Kiffy Rubbo curated in the 
mid seventies, it sounded like there was a lot of trespassing with the boundaries. 
So in the seventies, with a number of artists, if you are told not to do something, 
the result was that the artists have a desperate urge to do what you have been 
told not to, in fact the Grid Show was kind of an unspoken invitation to trespass 
on the boundaries. I haven't come across that yet for this Grid Show. Though in 
other projects that I have coordinated with large groups of students, although 
there was no spatial boundary in terms of marking the space like in this project, 
one or two of the participants have wanted to occupy a large part of the gallery 
with their work and my role has been to say 'Well actually, that's being a bit 
greedy, have a bit of consideration for the others!' But the Grid Show is an 
enforced 'no narcissism' rule in terms of spatial allocation, or you need to contain 
your narcissistic urge to the degree of 216 x 190 cm square. It is curious with 
each generation how those same conditions are reacted to. 
Because the show has quite a bit of competitiveness to it, fighting for attention 
because there are this many artists and this many pieces and they are 
arranged in this utilitarian grid that is really not favouring any one over the 
other - 
It is very democratic.  
Yes, it's going to be a funny thing. 
It will be interesting to see if the space is so full it is exploding with material. 
Though at present, from the interviews that I have done, we might end up with 
more of a reflective pace rather than one that is too frenetic or claustrophobic. 
Certain works so far, seem to have been designed to be contemplative; there is a 
stillness, a sense of static, which perhaps the form of the grid invites. 
How did you find the process with your conversation with Craig the other week? 
Was that interesting to go through your background with him? 
Yes, very and quite helpful, as well, in terms of ideas of what to do. 
Do you know Craig? 
Yeah, from uni, he is one year above me. It was very interesting, it was 
revealing of how much the stuff I have been doing has changed since only a 
matter of years ago. 
As it should do. 
But how drastically it has changed since second semester of first year here. I 
was asked what I was doing in the final year of high school and it is utterly  
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different to what I am doing now, I can't really think of doing those things 
anymore. So, it was strange to map it in that kind of time line. 
Especially articulating what your past work dealt with, with that degree of 
succinctness. You were asked to talk about and define ideas, influences and 
materials behind past works, whereas at the time that you are involved in the 
process of actually making the work you do not stand back to analyse it.  
Especially doing it retroactively, it is almost a bit cringe-worthy, I am sure it 
was for everybody. 
Of course, you grow out of things. And what about using the List of Practice 
Possibilities? Was that useful or tedious? 
It was useful, I think. It was a little tedious, not tedious in that it was boring, but 
it was a bit boorish to be putting these specific titles over what you have been 
doing, like, 'Have you done this, this and this?' And especially in art school 
where you tend to do a little bit of all of it with a lot of the classes that you 
have to do. Also, doing a variety of things isn't necessarily a good thing and 
spreading yourself over a number of different mediums - I don't know if a lot 
of importance needs to be placed on that. 
It is probably the culture of today. Yours was one of the more contained lists. 
There were a number of people who had done virtually everything on the list, bar 
Puppetry. But generally if someone had done a bit of Relational work, they had 
also done Performance, New Media, Collaboration, and a whole lot of the more 
narrative-driven categories. Interpersonal work opens up a whole lot of 
categories and so concentrating on one medium would suggest the opposite, 
your practice seems relatively discrete. 
Well, it's hard for me to not be focussed on one line of investigation utterly; to 
spread myself over a bunch of different things is not really the way that I do 
it.  
Also, reading the subjects that you engaged in at high school, it sounds as 
though you have already done a number of those things on the list. Art school 
allows people who have not done Drama or Music or whatever, to explore them, 
to dabble in those areas, be a bit of a dilettante. But if you actually already 
have experience in those areas, then perhaps you don’t need to bring, say, 
Performance into your studio practice, if you know what it is like already. You 
don’t need to test your confidence or break through those barriers with your art. 
Yeah, one of the things that I realised when I was talking to Craig though, was 
that a lot of the stuff that I did in high school doing Drama and Music and 
things, it was never in my mind anything that I could integrate with doing art. I 
always saw them as being very separate. It is strange really, because you 
would think that someone who did Drama, especially to the length that I did, 
that they would have an interest in Performance Art or some dramatic kind of  
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thing, even if they were making paintings, they way they did it would include 
that.  
That it would be performative and gestural, for instance.  
Or a more showy, dramatic thing. But I have totally not integrated that at all. 
So did the Drama that you did at school exhaust a yen or desire to do 
performance? 
I don't know because sometimes I still feel like doing it. Sometimes I miss doing 
it as a separate thing though, definitely. I don't really have any desire to do 
Performance Art but I still have a desire to do acting and things. I haven't 
really followed it up though. It was strange, that revelation, it was anti-
intuitive; you would think that would make sense.  
Yes, because generally people bring those interests and experience back into 
their practice or past careers, even. For instance, in past projects we have had 
costumiers who have taken up painting and then they start to bring thread-work 
and clothing back into their artwork in installations, etc. These are the very skills 
that they have wanted to get away from in their career as artists, but later they 
can recognise these shunned, past skills as valid and they are happy to then 
reintegrate them into their art. These specialist skills can have value as an 
anomaly within the studios at art school, so these artists find they can use their 
skills as a point of difference.  
Were you happy with your space allocation? 
Yeah, I was pretty happy with it. Once I decided not to do a wall work. To 
grid up, as you say, is a democratic way of doing it, I definitely, from the very 
beginning, didn’t want to do something on the wall. 
Is there anything else you would like to say? 
I don't know, this has actually given me some different ideas about what to 
do, talking about it like this and the impression you have given as to how 
people are thinking about what they are going to do. So we will see if the 
final product is different. 
 



GRID #5 
   Conversation between Heidi Holmes and Sandra Bridie 
 
Sandra Bridie: Heidi, you have space number five. But to begin with, I am asking 
each of the participants why they need to make art. 
Heidi Holmes: I really tried not to because I knew it was going to be really 
hard. I entered into it knowing that I was probably never going to make any 
money. It is a really hard job to explain to people, because people always 
want to know, how are you going to make money? But I just kept coming back to 
it.  
When I first left high school I started a degree at an art school and I just stuffed 
it up and dropped out and thought that was it. I thought I had my chance, my 
one shot; now I have to get serious, get a real job and do real things. But I was 
never satisfied, never satisfied with life and never satisfied with the career, or 
whatever it was I was trying to carve out. And so, I came to this realisation that I 
had to make art and in order to do that I had to go to art school and here I am. 
So, is it something that is strangely central to your way of being in the world? 
Such a cliché, but yeah, it's built into me. I can't help it. 
That is often the answer. OK, now, from the list of various categories of practice 
that you have worked in already, or have yet to explore, is there a area that you 
are thinking to for what you want to produce in your grid?  
I haven't quite settled on the idea yet but I keep coming back to the idea of 
using a laser. I guess it is a medium that I have never used before. 
Would that fit into the category of New Media, perhaps? What kind of a laser? 
One that you can see in the daylight. It is not a point, but instead a beam of 
light. 
Like those laser spirit levels, like a tool. 
Yeah. And some mirrors as well, to direct the beam around. Something like that, 
but it is not quite resolved, so maybe I won’t make that at all. 
Could you please describe the ideas that you have had for work since your 
conversation with Craig, and then suggest the ideas that are seem most pertinent to 
the work you wish to make? 
I feel like this is actually quite a difficult…. I don’t want to use the word, 'brief' 
to describe the show - but I have got some constraints, being that it is a grid. I 
feel like it is quite difficult for me because I never make work that is site specific 
and I never make work that is about materials, both of those things are jutting 
against what I would normally do. I am trying to stay true to my usual practice 
and come up with a concept first and then make the work from there, but it  
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is really tricky because I keep going back to the space and I keep going back 
to the materials. I am quite conflicted in what I am going to do. 
There is a kind of pro-forma to the structure of this show. Has that been perplexing 
for you, so that rather than providing limitation to work within, it the fact of the 
number of participants distracting in that there are too many mental comparisons 
you can make? Obviously with a grid, you are one of a number of people who 
have been given a uniform shaped space, so is there a sense of vying for your 
work to distinguish itself amidst the mass, or is it more how can you stay true to 
yourself with everyone exhibiting in such close proximity? 
It's not about being competitive, for me it's about being truthful to my practice…  
With all the others so present and uniformly presented. 
Yes. I am very conscious of bringing ‘me’ into the show.  
The challenge of the grid and the show is really exciting to me. I think that 
throughout my processes I always put myself into a position where I stress out 
and I am really conflicted and through my self interrogation, my art making 
becomes a very difficult process. But I also think that the conflict of that process 
facilitates me making better work. I am really going deep into the thinking of 
why I am doing things and the intricacies of every aspect of the work. I make 
work that is about being human and I think that this process of working things 
out - the process of the process - is conducive to making work about being 
human.  
But you are wondering what form that might take. How would the laser work do 
that for you? 
I would like to make a work that is titled, The height at which I see the world. The 
laser would be an exact measurement of the height at which I stand up from the 
surface of the ground to the middle point of my eye. The laser would be formed 
into a square using mirrors around the perimeter of my allocated grid. To see 
the world in the way in which I do, the viewer will step into my laser. 
Would you need mirrors on each corner of your space for the laser to be activated 
in a square? Have you done a trial of this at all? 
Yeah, but I don't have the right laser. I have some other laser ideas as well - it is 
a really interesting medium to me. 
Your line of vision is actually huge, much more expansive than a laser line, of 
course. Have you been brainstorming a range of ideas to get to this one? 
Yep, I had an idea for a sound work - I quite naturally go to sound, I do a lot of 
sound work. Should I tell you the idea? 
Yes. 
The idea was to have a two part sound work - you listen to one then you listen 
to the other (or maybe you don’t). The first part is called Skinny girl gets fat 
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and it's close up, continuous stream of eating noises and then the second part 
is Fat girl gets skinny which is a recording of exercise noises that increase in 
puffy-ness as the recording goes on. It is a circle.  
But I feel that it is maybe not for this show and I need to resolve how it looks, 
because I am not sure about just having headphones in the space. 
Would you trial them in your studio, in terms of working out the dimensions and 
trying it out ahead of time? 
As soon as we got the project and were allocated the space I marked out on 
my studio floor in masking tape how big the space was. It has been 
antagonising me every day - I step over it and think, oh yeah, the Grid Show. 
Now you have the actual dimensions.  
I feel quite distracted by the wall as well. I feel like the wall is hard for me to 
work with.  
Oh, you’d prefer to have a centre space?  
Yeah, I'd rather not have the wall. 
Ah, well you will have to work out how to deal with that, because I think most 
people would have liked a wall. 
Yeah, I would have happily swapped, but NO SWAPPING. 
Have you participated in other projects where limits have been imposed? 
Well, I have had shows and I guess when you have a show you think about 
what the space is, but I would never make a work specific to a space, it just 
doesn't work with my practice. I guess in TAFE when we had projects that were 
about site-specific locations, I did that. We did a project that was site-specific 
in related studies in first year of Uni, as well. So I have, but it is just not what I 
prefer. 
It doesn't need to be site-specific; it just needs to be contained. 
But I think it is important to still think about it. I don't want to make something 
that doesn't acknowledge the space. 
So there is a certain level of finish and conceptual resolution and physical 
resolution that you need.  
Mmm. Some kind of balancing point where the work does its work in all 
regards. 
How interesting was it for you to have your chat with Craig?  
It was really good. It was quite an emotional experience, actually, because I 
was dredging up all kinds of family information and my struggle to get back 
to art. Afterwards I was a little undone.  
Well it is interesting to discuss with people - for some people the way is paved 
for them to pursue art and for others it can involve a degree of opposition that  
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requires a struggle to find your way. With some others, they find that they wish 
to pursue art, it has not necessarily been a struggle but there hasn't been a 
culture of it in their home. For you, though, has it been an oppositional thing 
within your family background? 
Definitely, yeah.  
So, to allow yourself to do it has required quite a bit of internal dialogue as well 
as external dialogue with the parents? 
Definitely, there has been a lot of therapy. 
To find your way here?  
Yeah, and not just about art, but in everything in my life, I guess.  
The idea was not that the first conversation should function as a therapy session, 
but rather that the mode of the conversation was just a chronological listing; not 
talking in depth about the moments of making work and how you were feeling at 
the time. In the conversations that I had it was sometimes necessary to cut to the 
chase, to get back to the timeline and not dwell on personal moments, interesting 
though they might seem. So I was actually constraining the entering of the 
participants into their past in a way as well. I can imagine possibly afterwards 
there might have been a bit of an emotional backlash because of all it brought 
up, but you had nowhere to go with it at the time. 
Yes, I guess I had an empty feeling due to only being able to tell half of the 
story. It is difficult to talk about life as listing because it is never as cold or as 
straight up as that. 
So then, has the list of the areas you have and have not investigated been useful 
to you? 
I haven't looked at it at all, to be honest. 
Because you have done virtually everything on that list. 
I don’t think about materials until I have got the idea. 
Yes, you seem to have done the more relational and conceptual categories but 
also almost every material investigation as well. 
Do you think that this laser work may be the one that you make for the show? 
I am not quite certain of that yet, I feel like there may be some more work to 
be done on that idea and to keep thinking about other things as well. I don’t 
have that feeling about it being 'the work' yet. I am confident that I will get 
that feeling but I will just have to keep working through it.  
If you set it up in your space and the work is perfect in your studio, is it 
interesting for you to install it again in the gallery? 
Maybe. Maybe if the laser works and it all works and it is really good, I still 
won't use it in the gallery because maybe there is a better work than that, I  
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don’t know. 
But you need to have trialled it? 
Yes, it does need to work; it does need to function - for this idea. Maybe if I 
was doing something else like a performance or something, I wouldn't worry 
so much about the outcome. But for the laser work, I think it needs to be really 
specific. I mean really unflawed. 
So fuck-ups are things that you cannot deal with? 
Actually, fuck-ups are something I can deal with. If I was making a drawing or 
painting and I made a mistake or I spilt the ink on the page or something, I 
may think a mistake was exciting. But I guess if I have a very specific end 
game in sight and I know what I want it to be, then I don't want it to be any 
less than that end game is. I don’t have OCD, but I am quite particular - I 
mean look how I placed my book on the table, that's just crazy! And my 
paper, I lined it up like this. I am also like that in my practice as well and in 
my studio. I am the one who has the studio that everyone walks past and goes, 
"Ooh, it's so clean and neat!' which I find a little embarrassing. My studio can 
look like an office and a lot of my work does have an office aesthetic to it as 
well - there are a lot of Word Documents. Clean-ness really appeals to me, 
but I don't think I am always constrained by that, I think that I can enter into 
unknowns. 
Is the space going to be lined out? 
Yes. It is going to be either black or grey gaffer tape, 5cm in width, both up the 
walls and on the floor.  
Ok. 
The idea of the periphery is interesting, or maybe it is not interesting it is so 
obvious, but I have had three conversations this morning and two were about 
defining the periphery. Defining the edge of the space with a void in the centre.  
I don't like it, I really don’t like that. I guess it is the constraints of the space 
that are making me do that, but I don't like that. 
Well it is a bit like you are defining a sort of solitary confinement, that is the size 
of a space you might have if you were in solitary confinement. 
Yes, it is quite constricting, isn't it? Claustrophobic maybe.  
Well it will be interesting to see what you do at the time of the show, what 
solution you come up with through a process of trying out ideas in that sample 
space in your studio. 
That's it. I am actually looking forward to working it all out a bit more.  
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Craig Burgess: Why do you want to be an artist? 
Patrizia Tarantola: Because I always wanted to be and I didn’t have the 
choice earlier on so I made myself be an artist when I came to Australia. I 
wanted to be an artist since I was a little girl – so that’s 25 years of wanting 
to be an artist and finally… 
You’ve made it happen. 
Yeah, I try at least. 
You’ve made a space for yourself. 
Sometimes in life you can’t just do what you want, at certain times. It’s a 
matter of time, work commitments. 
This is the space that you have for the show. It’s got two walls, two power points. 
It’s in the corner, next to the stairs. 
I really like the space, I was very happy with the fact that I’ve got two walls. I 
was thinking about photographs or work that was 2D that could go on the 
wall. And I thought about lighting too. 
Your practice is usually photographic? 
Yeah, I usually do installations so I might put some of those elements in there 
but mostly it’s photographs. 
When you were looking with Sandie at the list of practice possibilities, did you 
think about whether you’d like to extend on areas you’re already working with, 
or whether you would use this project as an opportunity to connect with areas 
that you hadn’t explored previously or that you were less familiar with? 
I think I’ll stick to photographs – photography and installation. 
So that’s something that you’re developing in your practice at the moment? 
Yeah, I’m developing. I don’t want to leap to the next thing; I want to stay in 
what feels good for me now. Exploring more in depth.  
In which of the practice possibilities will your work for the show fit? 
It will fit within that which I’ve already marked. So it will fit within 
photography and installation. That’s pretty much it. 
Can you describe the work? 
I’m trying. I’m still at the editing process in my mind. It will be a series of 
photographs. I still haven’t decided on the number or the dimensions. I have 
the photographs already. 



The Grid Show: A Structured Space, Articulations 
 

 36 

Grid #6: Patrizia Tarantola 



37 
         

You’ve already taken the photographs? 
Yeah, I’ve taken them. I have to decide which ones. It’s a selection process. 
Ok. What are the photographs of? 
Well, I’m interested in identity, the vulnerability of people once they’ve been 
stripped of their identities.  
Once they’ve been stripped of their identities? 
Yeah, literally. So I took some photographs in the work changing room about 
objects that have been left behind and work benches and all these interesting 
things that are nearly art works in themselves: left over makeup, food, cups of 
tea, drinks, smashed glasses, rotten flowers. 
So it’s the residue of something else that’s happened? 
Yeah, someone else has been there. 
What’s been left behind? So the photographs aren’t of people, in fact? 
There are some people. I’ve got some just with objects and some with people. 
But those people are being concealed; their identity’s been concealed. So 
maybe you see a leg or half a face. 
Do you see the objects as being markers for identity in some way? 
Yes, and the people are objects themselves. There’s a relationship between 
the object and the person.  
Are you thinking of those objects in terms of constructing a particular narrative 
for the people in your work, or is it more a documentary process where you’re 
finding the object and are photographing them, recording them? 
It’s a bit of both. For example, when people leave stuff in hotels – that trail 
behind. This is kind of the same in a different environment. Maybe it’s a 
narrative or a storytelling of what happened or what’s not happened. It’s a 
narrative but it’s not a clear narrative because you can interpret it in various 
ways. 
You’re piecing things together. 
It’s a bit abstract. They’re not all too literal. Some of them are a trail of 
abstract happenings. 
They’re colour photographs? 
Yeah. Actually they’re photographs that I took with my iPhone because I had 
to be sneaky. I’m not allowed to take photos, so it was me sneaking out and 
snapping them. 
So it is documentary. Espionage-documentary. 
I’m totally not allowed to take photos. There are big signs that say ‘no 
cameras allowed’. 
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Have you talked to the other people who are in the project about the work? 
Yeah, they’re fine. Their face is not shown. 
I remember you talking about the work having a social component, the 
relationship between the people in the work place, is that still part of it? 
Most of these people have a secret identity which is only happening a few 
days a week, at night time, and then maybe their family doesn’t know, maybe 
their friends don’t know. 
It’s a parallel world. 
Also what you see is not what you expect. When I work there and work 
upstairs on the floor in the club, I don’t know what’s happening down stairs. It’s 
a totally different scenario. 
Within that world there’s a double world. 
Within that world there’s a double world and also then there’s another double 
world with the real world. 
Multiple worlds. 
Yeah, I don’t know. I’m still figuring it out. 
The objects become evidence of these places. 
It’s not forensic photography. It could be – minus the crime scene. I thought 
about incorporating sound because I’m recording some of the voices – kind of 
drunkenness. So maybe I’ll use that element. I don’t want to make it too literal 
but I’ve got a couple of recordings that are quite unusual. And maybe some 
props from the place, but I don’t know how they all work. I need to do some 
rehearsal. 
You’re seeing your space as a smaller self-enclosed exhibition within the space? 
I’m not sure – I think most people are doing that. What do you think? We 
don’t know what’s around us – maybe if I knew what’s around then I would 
consider it more as a whole. Do we know who’s around us? 
I can tell you, but I was asking to see whether you were engaging with the idea 
of the grid as a starting point or the show as a starting point. It sounds what 
you’re doing is bringing something into the space that you’ve already 
considered. Does that make sense? 
Yeah, I’m considering this as my space. It’s a corner. 
So it’s not a response to the grid. 
Oh it is, because I’m working within the space in that sense. I don’t know about 
the rest.  
The grid – I’m thinking about the space, thinking ‘ok I can use this photograph, 
I can use this’ - because we already know about the space for a couple of 
months. 
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Would the display reference the grid? Are the photographs on the walls? 
Yes. 
How big will they be? 
I’m not sure – I’m saying what I might do but it might look different. 
Was this the first idea you had when you were thinking about making work for 
this project? 
Yeah, pretty similar. I’ve been working with the same concept for a while. 
Different photographs but the concept has been the same for a while. 
So you’re not developing works specifically for this project? 
The work fits within the grid. If I thought it didn’t fit I wouldn’t do it – I’ve got 
other things. This one will fit. 
Sound is interesting because it goes beyond the grid. 
Ok well maybe I have to think about that then. 
No – that’s what it’s all about: the relationships between the people in the space 
are an important part of the show. I know there are other people who are also 
working with sound. It’s one element that can’t help but leave the space; it’s very 
hard to enclose. 
Big question mark on the sound – I’m not sure yet. 
Would you have the objects you’re installing on the floor? How would you install 
them? 
I’m not sure yet. I need to do a rehearsal. When I start making work I have an 
idea and then I’ll make it in the space and then see how it works and then 
change it as I go.  
So it does use the space. It’s intuitive. 
Yeah, it’s more on the spot. Not on the spot like I decide it on the day, but I 
have this space, this is what I want to do, would that work in the space? Ok 
let’s try it, or it doesn’t work, I’ll try this. 
One way of engaging with the project would be to bring in a selection of 
different elements that can be used in different ways. Like a tool kit. It’s one 
strategy. 
It works for me. 
I work that way - I never have a clear idea of what’s going to happen. 
Me neither. It’s impossible. I try but then it’s always different when it’s actually 
installed. That’s why I was a bit vague because I know the concept. I would 
like to know who’s next to me. That’s important. There’s 20 spaces and I think 
we need to be respectful of each other. 
You can respect or disrespect. There is a sense of a boundary being negotiated  
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that is part of the project. 
It’s a compromise – it’s a group show. Each one has got 2 metres by 2 metres. 
Some people have asked me to tell them who they’re next to so that they can get 
in contact with them, which is almost a way of collaborating. 
I would like to do that. We can do that? 
You can do whatever you want as long as it responds to the grid in someway. 
We’re not breaching a contract? 
No – everybody could work together as a whole and abandon the grid if they 
wanted to. It’s open. It’s all about whether your respect the boundaries or 
whether you transgress them, how you engage with them. That’s the project. Also, 
what you’re articulating now you don’t have to make at all – you can totally 
change between now and the time of the exhibition. 
How long do we have to set up? 
Two days – the Sunday and the Monday. How did you find the first interview 
process with Sandie? Was that useful? 
Yes. You guys were easy going. It was really useful to think through your past 
and go through it in your mind. The past is past and you move on and now it’s 
present and then there’ll be the future. We always project into the future – we 
don’t look back and think ‘why am I going to be an artist now?’ or ‘what is the 
reason behind why I didn’t do art before?’ It was very helpful. The connections 
– it’s like a spider net that conveys the past. The weird art past! 
Were there any connections that were particularly interesting? 
When I read the paper back I felt a bit confused, a bit sad, a bit unsure. 
Because it’s different when you see it on paper – that’s what I’ve been up to, 
that’s what I’ve done, that’s why I didn’t do this. But then I felt relief because it 
was already on paper and it was already gone. 
You’ve shared a particular part of your life – you know the whole story. 
It was not sad. It was something like confused or unsureness. I never saw it on 
paper. Very interesting process though. 
Is there anything else that you’d like to talk about in relation to the work or the 
project? 
I’d like to see who’s around me, then I’ll have more questions. At the moment I 
can’t think of any. I’m sure it’ll bring up a lot of questions to see what’s going 
on and how people respond to it. It’s all about cooperation. 
Although this is probably obvious from the list of practice possibilities, I should 
say that this project can be an opportunity to make work that you wouldn’t 
usually make. 
Also to make work that isn’t resolved, isn’t finished, doesn’t look good. You  
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could use this as an opportunity to experiment with something totally different. 
Because there’s going to be 20 people in the space, it probably won’t look good 
anyway, and in that sense, there’s a bit of freedom there. I know some people 
are very careful about how they want to position things but… 
I’m not that careful. I’m more on the spot. It’ll be interesting to see how it 
works. 
Have you thought of how you might engage the outer edge of the space that 
isn’t bounded by a wall? 
I’m thinking about it but I haven’t found the solution yet. 
Do you have any ideas? 
I’m thinking about it. I might leave it open. I’m thinking about it but I can’t find 
anything. I’m just considering the walls now. 
So in my head I can see photographs on the wall. How many did you say? 
I’m not sure. Another idea was to make an installation of photographs about 
the changing room. So there’s some left over carpet. I put some stuff that 
should be down stairs in the changing room and I put it here maybe it really 
clashes. In my mind I think it’d be cool but I think it won’t work. 
Who knows – the idea of the cubicle, the changing room is interesting because it 
references the space, in that a changing room is a small rectangular space. 
What can I do with the light? 
The lights can be removed. You can also suspend things from the ceiling, so if 
you were wanting to make a partition that people could enter, for example, 
that’s another possibility.  
So I can move the lights and turn them off? 
The lights are usually left until last, unless the light forms part of someone’s 
installation, in which case we can set that up while they’re installing. Sandie or 
Susan will touch the lights because of the electricity. 
Ok. So they can be removed as well. 
Yes. So it could be a totally dark space.  
So there’s different ways to approach it. I have to see what I’m doing. 
Bring in your tool kit. Shall we leave it there? 
I think so. 
Thank you. 
Thank you. 



GRID #7 
Conversation between Lucina Lane and Craig Burgess 

 
Craig Burgess: Why would you want to be an artist? 
Lucina Lane: This is really bad Craig because other people have told me the 
questions!  
So you’ve prepared an answer? 
No, I haven’t. I guess it’s just what I want to do. It just interests me the most and 
challenges me the most. 
It sounds like it’s something that has been supported as well. 
Yeah, I guess. 
Is it something that you’ve always wanted to do? 
No, not really. Not since I was a kid or anything. I guess just like the middle of 
high school. 
Are there other areas that you’re interested in apart from art? 
This is probably what I’m most interested in – just making things. 
Ok. So, this is the space. You’re space number seven. Seven is my lucky number. 
You’re in the middle of the space. Just thinking about the practice possibilities 
that you talked about with Sandie, are you thinking of using this project as an 
opportunity to extend on things you’ve already explored or do you think you 
might go into areas that you haven’t explored so much? 
I think I’m going to extend on stuff I’ve already explored. I’ve had a few 
things come up this year that have given me opportunities to do this. You know 
when you start something but there’s not really a space for it to go anywhere 
or complete it? I got the thing at Seventh, which I wouldn’t have done if I didn’t 
get that space and then I’m having the show at Louis’, and that’s another thing 
like that. Because it’s a shop window, I’m doing a specific install for it. And 
then for this – it’s a similar thing. I was working on something at the end of last 
year that I wasn’t happy with but then I was, so I feel like this is an 
opportunity to push it. 
So in a way, exhibiting functions for you as a deadline to get something done or 
a way of pushing to get something to happen or resolving something? 
Kind of. I’m in two minds about it because I like a lot of time just to make work 
and not think about it going somewhere. But then at the same time it’s 
interesting having somewhere for it to go. 
Is how it relates to the space important? 
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Yeah. But I also don’t like working like that because normally I just come up 
with things that I want to do. With the space, I don’t know if the stuff I come up 
with is more artificial or is not as good. It’s different. 
There’s a time constraint or a physical constraint. There’s also a public. I was 
thinking of the work you had at Seventh and how you made that space function 
as a storage device, and how that really suited that work. 
It allowed me to tie in a lot of other things. I always think about where 
something is going to go when I’m making work. It’s at the back of my mind.  
So predominantly, the work that you’ve been making recently is canvases 
wrapped in plastic. How are you thinking about engaging with this project? Are 
you thinking of doing something similar for this space? Or using those elements? 
No. Probably not wrapped. I think I’m going to make a freestanding painting 
of some sort. I wanted a dumb object sitting in the room. Also, with the 
wrapping, I was interested in them as muted objects. They were there but had 
no real purpose – they were just sitting there. 
They were in transition. I know you had an issue with people touching the work at 
Seventh, but I found it interesting that the wrapping instantly broke down that 
barrier. 
I didn’t think that was such a bad thing. It was a really open work for me. It 
was ok that people touched it but then obviously some stuff might fall down – 
so it was open to those possibilities. I came into the gallery on Sunday and 
one of them was turned around completely facing the other way. It was tactile 
work. 
People who want others to physically engage with their work always talk about 
that challenge of getting an audience to participate in some way. 
I feel like often you don’t want to give people too much directive. I even felt 
awkward having a shelf with a bit of writing on it. I didn’t really want to do 
that. 
When you say a ‘dumb object’ for this space, what do you mean by that? 
I think something with no real use. I’ve been thinking about this a lot and I’ve 
come to the idea of a muted object. Then I was reading about discrete 
objects. There was a show on called Discrete Objects at Utopian Slumps. But 
that’s a term term isn’t it – like an art history term? 
Yeah. I don’t know. Discrete object. Isn’t that something to do with maths? 
There’s Donald Judd’s ‘specific object’. Did Judd use the term discrete object? 
Yeah in an essay I was reading about it, they mentioned him and the viewer 
being reflected back. I need to read more about it. 
The work of his that I’m thinking of is those boxes made of metal and the steps  
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that aren’t steps. Is the idea of being dumb or muted to do with function? 
Yeah sort of. I guess with lots of art objects, they have a function but they’re 
just these objects of contemplation. 
Do you have an image in your head of the freestanding structure you described 
for this space? How will it sit within this space? 
Last year I was making cubes that have a painting on one side – I don’t know 
if you saw them – they were really badly made and I didn’t have time to 
finish them. So I thought I’d make a really nice finished one. 
The same size as the grid? 
Yeah, the same size as the grid. I didn’t want to do it because it seemed too 
obvious – a grid, a square, a cube – that’s so shit. But then I liked that it was 
shit like that as well. Really stupid. 
When you said freestanding painting I didn’t imagine a cube, I imagined some 
device that enables the painting to stand – but I guess the cube is the device. 
At the moment, I’m making ones that are free standing that have a wedge on 
the back, or that will be lent against the wall. So they’re more objects than 
paintings, they’re more structural. Because I was doing the cube ones last year 
that I wasn’t really that happy with, I wanted to do it for this and see how it 
looked.  
So it will be a large cube? 
It will be bars, wooden bars and then a painting on the front – I’ve been 
doing these monochrome panels, so probably something like that. So it’s kind 
of like an assemblage. I’ve been doing these paintings where the canvas is just 
stretched over the corner on thick wood. It’s not wrapped around. 
When you enter the space, will that first face be the painting? 
I’m not sure. It could be nice either way. If it is, that will be a blockade – 
people won’t be able to see behind it until they walk past it. I’m not sure. 
It will, in some way, partition the space depending on which face you put the 
painting on. When you were thinking about this show initially, was this the idea 
that sprang into your head or were there a number of ideas? 
I’ve been trying to focus on going with my first idea because it’s normally the 
best. So I think that might have been, but then I dismissed it. I think that was my 
first idea. But then I was going to do another freestanding painting, but not 
the cube. 
Can you describe it? 
Well it would have been like the cube but with a wedge or an A-frame. I had 
this idea that it would look like a drive-in movie theatre screen. So a blank 
screen. With the show at Louis’, I’m making sandwich-board signs with  
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monochrome panels on the front. The idea of the blank sign or screen. But then 
I thought that would work equally well with the cube. 
The cube invites people to occupy it too. It will be interesting to see how other 
people engage with their own spaces and how they demarcate their territory. 
With a few people, I’m sure, the work will involve the audience staying out of 
the space, whereas with your work there’s an invitation to occupy it. 
I’ll have to make it structurally sound enough so it doesn’t fall down. 
Or not. As long as it’s not going to kill anyone I think it’s fine. The bars would be 
pretty light. Are they pine? 
Last year I was doing them in oak with dowel – but I think they’ll just be pine 
with dowel. I quite like pine now, the colour. 
Had you thought about having the painting facing inwards? 
Not for that structure, but for another one yes. It’s an interesting idea. 
There would be more of an incentive to enter the cube. If it’s a monochrome it 
might not be apparent anyway. 
That’s an interesting thing to think of. Maybe I’ll consider it because it would 
be less of a thing on the front - if it was the front of the canvas facing this way 
but then the painting was facing that way. It would be interesting. 
It would still be canvas though? Canvas on board? 
Just canvas stretched. 
How did you find talking to Sandie? 
Fine. It was really straightforward. I wasn’t keen on the practice possibilities 
part of it.  
I think for some people it shows up the odd blind spot that they hadn’t considered 
but for you it seems that your practice is quite centred on particular things. There 
are certain things that interest you and you haven’t deviated from them. You’ve 
had a focus – it’s something you’ve pursued. With this project, the idea that work 
has to look good can be abandoned. I mean it’s not going to look good. It might 
by some freak chance – but I doubt it. 
The whole show? 
Yeah, it will look interesting more than good. 
 Are the lines going to be demarcated on the floor? 
Yes, they will. 
Even that’s adding another layer. Different to if you had the work in the space 
but you weren’t sure where the lines were. 
They’ll go up the wall as well.  They way that it’s structured is that the idea is the 
core thing - the idea of the grid. Then there’s how people respond, whether they  
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choose to obey the grid or to transgress or get outside of it. How they treat the 
opportunity. The show is organised around a series of constraints. There’s a 
physical constraint, a temporal constraint… 
Also our location is random – the people next to us. 
Yeah, so there’s negotiation with the people around you. There’s an opportunity 
to do something that’s not so considered. Even though it might not seem like it, as 
we interview you twice! But there is an opportunity to do something less formed. 
At the same time, I feel like people should do that in their work if they want to 
anyway. It seems like a weird thing to have an opportunity to not do what you 
usually do. 
I guess for this project you can change. There’s that opportunity – to follow up 
on things that are relevant to your practice but that you haven’t considered 
directly. Even though the elements of your work are consistent – there’s always a 
painting aspect, there’s a structure involved, there are these objects – the way 
you’re thinking about the space is different. 
 Yeah. That is something new. 
Ok. Shall we end it there? 
Yes. 
Thank you. 
Thank you. 



GRID #8 
Conversation between Eleanor Butt and Sandra Bridie 

 
Sandra Bridie: The first question Craig and I will be asking each of the 
participants is, why do you find yourself making art? 
Eleanor Butt: I have always done it, and love it. Craig and I spoke about this 
in our last conversation as well. I always had a space to make art in our house 
where we grew up, I used to call it my 'drawing room', but I guess it was an 
art studio for a kid, a pretty little room (only enough space for a tiny bench 
with a stool, I think it was originally a pantry) with jasmine creeping in the 
window, overlooking the garden. I have a lot of energy, I can't sit around and 
do nothing, and I think that creating art has always been a way for me to 
understand the world and my mind. 
Does the work that you are envisaging for this exhibition conform to any of the 
categories on the list of areas of practice on the list Craig gave you? 
Well, when we went through the list, I had done almost everything except for 
maybe two or three types of work. 
Puppetry being one of them? 
Yes, Puppetry was one that I hadn't done and another one, it might have been 
Time-based Work that I looked at doing that I hadn't really done much of 
before. So, I am not sure, because I work in a lot of mediums anyway for my 
work. I am in the photography department but I do a lot of painting and 
sculpting and printmaking and make sound… So I kind of do so much stuff that 
I think that the work for this show will probably encompass a lot of those 
things, or if not a lot at least a couple. 
So you are in space number eight which is a middle space 190 by 216cms. How 
did you feel when you discovered that you had a middle space without any walls? 
Well, at first I wasn't thrilled because I am used to showing stuff on a wall, in 
my mind I thought that would be the easiest thing for me, except that when I 
first applied to be in the show, I did envisage a floor piece, so I don't really 
know what that moment was about. I am quite happy about it now because it 
is going to make me work in a way, which isn't consistent with what I am 
usually having to do. So I am looking forward to the challenge of it. 
The work that I want to make, I want people to be in the space, as well, so 
they will be invited to step into the space. 
So what do you anticipate you will make? 
I think that I will make a sound piece and then probably have headphones 
hanging from the ceiling because I couldn't have speakers because that would 
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affect everyone else's work. And then, I have been working on these 
sculptures, that I think I might work on for this, they are a fine white clay and 
they are of these rocks and I have these decals which are taken from these 
three dimensional images that I made last year of these rocks. I am putting the 
decals on the sculptures, so it is like an artificial, artificial thing. So I am having 
a few of those in there - just standing them with the sound. 
And what's the sound? 
I think it will just be a synthesizer sound-scape. 
So you want to create an immersive environment. 
That's right, yeah, which is what I am working on a lot in my own work at the 
moment - trying to create a really 'immersive environment' - those are the 
exact words I have been saying for the last few weeks! 
And would there be any particular lighting you would like to use with this piece? 
Probably just a spot of a few pins would do, unless I decide to build 
something else. I have been going out into the bush and building structures out 
of stuff, I thought that I might build something like that as well. All I know is 
there will be some kind of built thing - a sculpture thing. 
How big are these 'rocks'? 
The ones I have made this semester are quite small, like a couple of handfuls, 
but I would like to make bigger ones around 20-30 centimetres. 
You want to make a rockery! 
Yes, that's right! But it is still a work in progress so I am not exactly sure. 
Have you cancelled out any other ideas along the way - did you have a million 
ideas at first that you have sifted through? 
It has been kind of consistent. When I saw the info on the show and I applied, I 
had been thinking about these rock things and that sat well in my mind for 
doing work, which could be floor, related. So it has been relatively consistent, 
which is odd for me because usually I will have fifty million ideas and then 
won't do any of them and do something else. 
So, have you begun to make maquettes of them already?  
Yeah. They are getting fired at the moment. Everything is all ready for them - 
I have got the decals ready and the glazes and everything. So hopefully it 
will work. 
Have you marked out a sample grid space in your studio? 
No, I have just used my imagination, but it is something I definitely should do 
but haven’t done yet. 
How interesting for you was the process of talking to Craig before meeting me 
for the recorded interview here? Going through your chronology? 
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It was interesting, I wasn't quite sure what he was going to ask us about and it 
showed some consistencies in my artwork that I hadn't really noticed so much 
before, and also it was comfortable because he was very easy to talk to. 
And with your background, do you have familial figures who have practiced art? 
Yes, I do. I have an artist/curator uncle, photographer great aunt, musician 
brother, and quite a few second cousins who are visual artists and musicians.  
And the idea of going through the list to tick off aspects of your practice was 
that useful? 
I did find that useful, absolutely, it was interesting to look through it and 
realise that I had done a lot of those things, but also, I think it is a good list to 
have around in terms of thinking of things that you want to create, to look at 
and spark ideas. I am going to stick it up on my studio wall.  
Is there anything else? It sounds as though you are reasonably clear about what 
you are going to do. 
Yeah, I am.  



GRID #9 
Conversation between Grace Wood and Craig Burgess 

 
Craig Burgess: Why would you want to become an artist? 
Grace Wood: I still don’t know if I want to become an artist. 
Ok. Why do you want to be an artist? 
I feel like art is something that you have to do. I feel like no matter what I end 
up doing as a profession in my life, I’m always going to be making art. Even if 
I don’t become a professional artist that makes art for a living, I’m still going 
to have to make art because that’s the way I express myself primarily; it’s the 
way I feel I can talk about things that are going on in my world and the 
world. 
So it’s a way for you to reflect on things around you? Think things through? 
Yeah, and to have a conversation about things that I find interesting or people 
I find interesting. 
A conversation for yourself? 
Yeah, but to share with other people. I guess why people have shows and try 
and get art out there is so other people can hopefully experience it, which is 
something that I’m trying to do at the moment. It’s tough; it’s hard to navigate 
making such a personal thing more public. 
Definitely – that’s a very challenging part of art making; there’s a weird 
public/private interface that constantly has to be negotiated. 
It’s weird. I’m quite young and I haven’t been making art, well I’ve been 
making art for a while but I’m only just now starting to have shows.  
The thing about art that I find the strangest is its public outcome. Often the kind 
of observations that you make personally in the studio or just by looking at other 
people’s work in their working environment, are much more enriching or 
rewarding than that thing of putting on a show. Some people do it all for that 
but that’s not the bit that interests me so much. I guess this show offers an 
opportunity to think less about a public outcome as an individual; it’s about the 
structure of the grid and how you respond to it. 
I don’t feel like this is very daunting; it’s more about how the work reacts to 
the other work. It’s going to be more about all the pieces together, because 
they are so close together; it’s such a small space. 
Especially your space, which is right in the middle – number 9 – with the two 
corridor spaces on either side. I feel like these spaces are the exciting ones 
because you’ve got nothing to rely on. If I had to choose a space, I’d probably 
choose your space. 
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If I had to choose a space I would have chosen one of the corners with as much 
wall space as possible. It’s definitely going to be interesting but I wouldn’t 
have chosen it, that’s for sure. 
Just thinking about the conversation you had with Sandie where you articulated 
some of the practice possibilities, do you feel like you want to use this project as 
a way of extending the practice possibilities that you’ve already experienced or 
do you want to use it as a way of departing from that and trying something new. 
I think, no matter what, it is going to be a departure for me because usually 
when I make work, it goes on the wall. I do primarily make photographic or 
video work, but either way, if I do video work it’s still projected onto a wall or 
on a TV near a wall so this is going to be the first time that I’ve done 
something thinking in a much more sculptural way, which I’m interested in but I 
haven’t done so much before. 
So your work is primarily image-based, photographic, projection. That’s your 
area of comfort. 
Thinking about it, I might be trying to take the easy way out by thinking of just 
putting a TV there and making some video but I’m definitely going to try and 
expand my working process. I’d love to do something that’s a bit different to 
what I normally do. 
Would you define the thing that’s a bit different in one of those categories? 
Would you talk about it in terms of sculpture or would you say it was 
installation? 
I think ‘sculpture’ is hard as a word because even in the sculpture department 
they hate it. It’s problematic as a word, but I think I want to think more 
sculpturally and in terms of the space, which could be anything. We still 
always talk about the way a work sits in the space; we still have to think in 
terms of spatial practice, the way that work interacts, whether it’s a 
photograph or a 3D object. So, I think it’s just going to be an extension of that. 
Do you have an image in your head of what the work will look like? 
No! Not at this stage. I have ideas, but I don’t know what is going to end up 
here. 
What are some of the ideas that you have? 
Well, I’m quite interested in the materiality of objects and I usually use objects 
in my video work. So I think it will be interesting to perhaps, instead of having 
those objects in my video work, maybe to have these objects in the space. 
Maybe something with a video sitting somewhere. 
What kind of objects are you thinking of using? 
I like working with glass and ceramic things, nails, elemental, simple things. 
The way you’ve describe those objects, it sounds like they are things that do 
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things – is that how the video work functions? Do the objects come together to 
do something? I’m imagining the sound the objects make. 
Most of my video work does involve sound. I did an installation earlier in the 
year with a glass sitting on a speaker. The vibration of the sound inside the 
speaker was making the water in the glass tremble and that was projected 
via a live feed, a close-up of the water. I do things like that. 
Do you choose the objects because of their capacities – what they can do? 
Yeah, I think that’s possibly right. I have real issues talking about my work – I 
knew this was going to be hard.  
When you’re making a video, what are the things that you’re drawn to or 
interested in? 
A meditative experience. Usually my video work goes for quite a long time – 
half and hour or more of me doing a task. Not endurance but maybe a 
prolonged sense of experience that you can either watch or not watch, but 
that’s always there. I usually have it on a loop so they often don’t have a start 
or a finish. 
What tasks have you set for yourself or have you done? 
I’m really interested in repetition, which is something that I first started to 
explore in my photographs and then I went forward and did that in my video. 
I don’t know how to talk to you about it without describing particular works. 
That’s fine – you can describe particular works. 
One of the more recent ones I did was a broken baking dish that was 
shattered into a lot of different pieces. The videos all go for half an hour and 
they’re of me trying to put this baking dish together with different materials. In 
one I’m using masking tape, in one I’m using craft glue, in one I’m using Blutac 
or elastic bands. None of them work; they all start and end at the same point 
with the broken dish. It’s about the process, doing the same thing over and 
over. 
After you’ve put the baking tray together, do you pull it apart? 
I try to pick it up and it collapses and then I pull it apart to the way it was. 
So it really is about the material properties of things and how they come 
together. Or making for no reason, making something that doesn’t work. In that 
instance, it seems futile. 
It is about futility. Sometimes my work is quite sad but it might be a response 
to anxiety. 
For you or the viewer? 
For me and then maybe the viewer can connect in that way.  
Repetition is – like you say – meditative; there is a lot of repetition in things that  
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are meditative. But then there’s also a repetition that is from anxiety. Repetition 
has both.  
I’m still trying to find that balance. 
It’s interesting that the same activity is connected to both extremes. It sounds like 
anything could happen in this space! 
It’s hard. I have to think about the fact there are no walls. I really don’t want 
to bring in a wall. I was thinking I could hang a bit of glass or wood from the 
ceiling. 
Has audience participation ever been a part of your work? I was just thinking of 
that sense of materiality, putting things together, things coming together, making 
sounds, the vibration with the feedback loop, it seems like there’s lots of 
opportunities there for others to become involved. 
No, I haven’t really done anything involving audience participation that I can 
think of. I guess always with art – if you’re putting it in a public space or if 
you’re putting it in a gallery – you’re thinking about the way people will 
respond. But I guess that’s very different to having work that involves an act of 
participation. 
Part of the reason I asked was the nature of this space, and how it is accessible 
from all sides. It’s a rare opportunity because you never conceive of a space that 
is bounded within an open space. 
I want to know what the people on either side are doing. What if they use up 
all their space and actually I’m quite confined in a small box? Or what if they 
just have one object in the middle of the ground and I have all this space? I 
feel like it’s going to impact the way the work is viewed so much.  
It sounds maybe like the way you work might involve bringing in a few strategies 
or a few things that depending on what happens you put in place or not. 
I think I might, which you do when you’re installing in a gallery anyway – you 
know the space but you have to see what works in the space. You don’t know 
how much work you’ll end up hanging or if it needs more or if it needs less. 
You have two boundaries between direct neighbours here, and they’ll be 
negotiated too. There’s a potential for spread as well from you space or into 
your space, it’s just about negotiating that or talking about that divide. 
Is it ok to contact the people to discuss that? 
Yeah – why not. Or during the install, I’m sure that stuff will happen 
spontaneously. If you call Sandie and asked who’s in space number 8 – that’s 
collaboration in a sense, a relationship will form. Other people will come to their 
space blind. Maybe we could talk quickly about the conversation you first had 
with Sandie and how you found that experience – talking about a biography. 
I found it quite difficult really – going in I thought I wouldn’t really have  
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anything to talk about because I am so young and I haven’t been making art 
for that long but then it ended up that I felt like I didn’t say very much at all. I 
feel like I had a lot more to say but the time ran out. I thought that was 
interesting. I didn’t necessarily talk about things that I wanted to talk about. I 
rambled on about things that weren’t very important and didn’t say things that 
I thought probably were more important. 
It’s interesting looking at – kind of what we started off talking about – that idea 
of something public. You’ve got this document that represents you in some way.  
And she asked me about people in my family who might be artistic and me 
going into detail about my grandmother or my parents – I don’t really see 
them at all and I wouldn’t say that they had much of an influence on me but 
they are artistic or they aren’t artistic in some way. I think that relationship is 
interesting because it’s not very strong. I had to make that connection. 
Did you find looking at the practice possibilities useful? 
Yeah, I don’t really remember it so much now but it is definitely interesting. It’s 
hard putting your work into a box anyway, even though I study photography, 
saying I’m a photographer because I do work in other ways. I don’t just take 
photographs and I’m interested in other things and other art forms. 
Have you worked a lot with sound before? You mentioned that work with the 
glass… 
Yeah, I do sound every now and again. We did these spoken word 
recordings, a sound piece last year that was part of my assessment, and my 
videos have sound – so I guess I do work with sound. I like the way that sound 
can affect your work. 
Just based on the few things we’ve talked about today, I can imagine your work 
spreading out from this space - fragments of things, things coming together, 
spreading out, the way things interact. It will be interesting how that’s confined 
or how you choose to confine it. 
Would I be allowed to have sound – because it’s something that would affect 
other people’s work obviously - without asking each person individually? 
Yeah, definitely. That’s just the nature of it – an imposition in someone else’s 
space. 
I think we’re going to have a lot of those anyway. 
That’s part of it: how much of the boundary you respect and how much you – not 
disrespect but how much you challenge it. Sound is interesting because… 
It can’t be confined within this square. 
There’s also the possibility of mounting projectors to the roof or projecting from 
the floor up. 
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I’ve thought of all those things and I want to challenge myself – I don’t want to 
make it too easy. But I guess I’ll have to see how I go. At the same time I do 
like my work to look quite polished, I wouldn’t feel comfortable putting 
something in if I thought it looked messy. 
When you make your videos, you set something up and what ends up being the 
work is the video, but you could treat this project as an opportunity to do the 
opposite where the set-up is the work. 
That’s what I mean about bringing objects in.  
You could record in the space. 
I really enjoy doing that. One of my more recent videos is in this room and 
then I projected it in the room to proportion – so it’s about the room. So I’d be 
really interested in filming something in here. That’s definitely something I’d 
consider. 
Shall we leave it there? 
Yes. Thank you. 
Thank you. 
 
 



GRID #10 
Conversation between Amie Anderson and Craig Burgess 

 
Craig Burgess: Why do you want to be an artist? 
Amie Anderson: I’ve never really thought about it. It’s just what I’ve always 
done since I was a kid. I’ve always made things and written stories and 
played. It was just part of being a child but it’s stayed with me and – it sounds 
really romantic – but it’s a compulsion, I have to do it. 
It’s not a choice. 
I’ve tried doing other things in the past because I felt like, well I’m just going to 
be poor, you know, or it’s not really a thing, or maybe it’s self-indulgent or 
whatever. But I wasn’t happy so I thought I have to give into in and do it. 
Your space is number 10, which is right in the middle. On two sides you have 
other people and on the other sides you have a corridor space. So you’re right in 
the centre of the space. With the practice possibilities that you articulated with 
Sandie, were you thinking of using this project to extend what you already do in 
your practice or what you’ve already explored? 
No. I was thinking of trying something that I haven’t attempted before. So 
sound and audio and also – it’s not on this list – light. I guess they’re both 
waves or vibrations. So sound and light – a combination, something I haven’t 
tried before. 
Were you thinking about sound and light in relation to the grid structure, in that 
sound and light both pass through that structure? 
I was actually thinking about it more in terms of a vehicle that is able to 
penetrate out of the grid, because a grid is something that contains and 
delineates space, and I wanted to – not take up the space around it because I 
realise that wouldn’t be fair if I had more space than everybody else – but 
use something that is immaterial – light and sound, vibration – to transcend the 
space. 
Is it a way of going outside of the confines of your space without physically 
disturbing another person? 
That was the plan but I’m not sure if it would be possible now. I was going to 
have a wall and have some spaces cut out of it and have it raised like a door. 
There would be a gap on the bottom and some LED lights projected from 
behind it. There’s nothing really in the space to look at, it’s more around the 
space, outside the space. 
What will you make the wall out of? 
I was just going to make it out of wood – it would be lightweight. 
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So it would completely enclose the space on all four sides? 
Yeah. I had a different idea of how the space is set out. I thought there might 
only be a front but if there’s a back, that’s good. But I didn’t think there would 
be sides because of these guys being next to me. So there’s a gap between 
them? 
No, there’s no gap between them. What were you thinking of building? 
Two walls and maybe no roof. I anticipated the light going out into the 
corridor. 
So they would be freestanding walls? 
Yeah, or even hanging. But I pictured this in a completely different way. 
All the grid is, is tape on the floor – just simply drawn up. So if you were 
wanting to build that structure that was totally enclosed, then you could do that 
along the boundary of your space. It wouldn’t have to fit exactly, so if you’ve 
measured it in a particular way, it could be slightly smaller or bigger, you could 
just negotiate that with your neighbour. 
The light that would project out would only reach 30cm. 
It depends what the person in the next space to you makes. So if Evan has a 
painting on that wall, for example, then there’ll be space for your light to project 
into. Grace might have an object placed in the middle of her space, which would 
mean the light could penetrate into that space. They’re not self-enclosed spaces, 
they’re all open. That’s why we originally didn’t have the corridor because we 
thought that there would be a spontaneous way of negotiating the space that 
would arise from how people arranged their work in the space. It will depend on 
what the people are doing around you. 
What they want. They might not want the light to penetrate their space. I like 
the idea of my space encroaching on theirs and that changing theirs. 
I think that’s what the project is about: those boundaries and how you negotiate 
them, whether you choose to transgress them or transcend them or whether you 
stay within them. It’s about how you see the grid operating. Other people are 
working with sound as well and I think that is going to be an interesting 
component of the show. 
There’ll be lots of conflict. 
It’s going to be a big mess, which is really freeing. You don’t have to make work 
that looks good, is resolved or finished. Maybe in your case that’s not so 
relevant but for some people who have this idea of wanting to present a 
photograph, for example, there’s an opportunity to engage with the project in a 
different way. 
That’s good to know. 
Do you think you’ll stick to the idea of the closed form? 
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I’m not really sure now, but I think enclosed but opened up in some way. 
Maybe it’s not enclosed but the light behind it is so blinding that you can’t see 
in anyway. That would be a lot of lights. 
What is the sound component? 
I’m not really sure, but the light and the sound, I want them to be artificial but 
natural at the same time. Maybe the light would be an orange-red, like a 
sunset, and the sound, I have friends with singing bowls, the vibration is really 
quite amazing. You can really feel it through your body. I was wanting to 
record a mixture of the singing bowls and a fridge; my mum’s got a really 
rattly old fridge. So combining those two. 
The sound of a singing bowl does shatter structure. My experience of it is always 
quite humbling, I always feel quite taken aback by how it penetrates you. 
It’s incredible. 
And did you say washing machine? 
Fridge – or a washing machine. You know how old ones sort of hum, like my 
mums. So I’m thinking those two elements. The sound, you don’t quite know 
what it is, it’s coming from very different places. 
So the speakers will be positioned within the box? 
Yes. Within the box. 
Will the box have a lid on it? 
I don’t think so because I was thinking of having light coming out the top 
maybe onto the roof. 
So it’s going to be a fortress-like structure with light and sound coming out of it. 
Because I thought the corridor was going to be bigger, I had thought of 
having the gaps a little bit higher. They would create almost like at sunset 
when the sun goes through the clouds – a ray going down. I guess I could still 
do that. I wasn’t sure of the project – if we were meant to stay in your space 
more. 
I think it’s about the extent to which you abide by the grid. No one has totally 
gone against what the grid imposes, but in thinking about sound or light as your 
first thought, there is that impulse there. People have focused on sound and have 
ended up there but it sounds like that decision for you was about breaking the 
grid. 
Yeah, they were both immaterial ways that I could step on other people’s 
toes, very subtly. 
Was that the initial idea that came into your head when you thought of the 
project? 
No I had another idea of having a person inside the space – fingers slithering  
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around trying to find a way out. 
Behind a screen of some sort? 
Yeah, a material screen. That was when I was considering the space as all 
joined together. I was thinking of the grid we’re always trapped in, in the city 
and world. She would move like a snail, if you put your finger on the other 
side. You know how with insects or snails if you put your finger in front of them 
they don’t really react, they go ‘oh yeah’ and then go back on their path? A 
little bit like that. 
So a plastic material? 
More like a stretchy black fabric. 
Were there any other ideas? 
They all kind of started from that place of wanting to transcend the grid. 
These ideas are really silly but – I had the idea of a black hole: my space – 
because it’s in the centre – being some kind of black hole that you look into, 
that you can’t really see how far it goes. 
The grid has busted out, imploded. 
Yeah, and eventually everything around it will get sucked into that black hole! 
What else? There was the worm-like, finger thing. Oh yeah, and whispers, the 
sound of whispers, but I was thinking for that to have lots of little speakers 
around the room so that you’d be in one space and you’d hear a whisper and 
you won’t know where it comes from. Maybe some within the space too.  
Ok. With the first part of the project with Sandie, did you find the articulation of 
your biography interesting? 
Yes. Sometimes you don’t think about your history in that kind of linear way so 
it was interesting to look at it that way and realise that certain people 
influenced me even if they weren’t around much.  
In thinking about the practice possibilities and choosing something you’re not 
familiar with, I guess that part also opened you up. 
I guess I thought that was more what the project was about – breaking out of 
these habitual ways of working, more than the grid. 
Yeah, there’s two levels to it and it’s been a bit open as to how people can 
engage with it. Maybe it should have been a bit more rigid. Because it’s been 
open to choice, some people have chosen to occupy their place of comfort. 
 I was thinking about that when I was thinking about these ideas, because I’m 
not that comfortable with my technical abilities, I was a bit like ‘ooh making 
this structure I don’t know… it’ll look like a bomb has hit the space’. 
The black hole! 
But I think it’s interesting that you’ve given them the choice and you get to see,  
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because you haven’t enforced it, what people decide. Quite often people 
don’t want to step out of their comfort zone, especially if they have an 
opportunity to show work in public. 
I’d hope that people would jump at the opportunity to make something a bit less 
successful in terms of their own practices. 
That’s why I wanted to be part of the project, because I saw it as on 
opportunity to make something that I wouldn’t usually make. 
And the show’s probably not going to look good, I mean it’ll look interesting but 
not ‘good’. 
Yeah, often you go to shows and they feel so considered and everything’s 
measured up perfectly and everything’s in its space. It’s too perfect and white. 
So I’m excited about this. 
And it’ll be interesting to see how people will engage with each other when 
installing. That’s something that can’t be articulated beforehand, the relationship 
between your neighbour and you. Hopefully there’s some interesting conflict. 
I was wondering about that, about if I need to ask people’s permission to 
have the light shining. 
I guess it’s up to you. I think the nature of the project is that there will be bleeds, 
oversteppings. 
I really like that. 
Shall we leave it there? 
Yes. Thank you. 
Thank you. 



GRID #11 
Conversation between Andrew Treloar and Sandie Bridie 

 
Sandra Bridie: The first question we have here is, why would you want to be an 
artist? 
Andrew Treloar: I think because it is unavoidable. I have already had a 
career in another field, and it is something that - even within that field - the 
way I wanted to practice within that field resembled more of an art practice. 
It was actually a design field, so after awhile it became apparent that it was 
unavoidable to make art. 
So, it is an essential part of your life that you can't get out of. 
Yeah. 
Now in the Grid Show, you are in space number 11 and this space is a space 
without walls. From the list of possible areas of endeavour for this project, in 
your head, for the work that you are going to describe today, are you going to 
go along with an area of practice that you are familiar with or an area of 
practice that is new to you? 
When presented with the 'List of possibilities for practice', it couldn't help but 
be a goer for me. So, I am taking it as an opportunity to divest something out 
of my practice and enable something else to come to the fore. So it will go 
more into a spatial practice, allowing a material element in my work that has 
always been present to be pretty much the sole occupant of the work. 
Out of the categories on the list, is there anything there that fits - a category 
that you are working to? 
I think 'installation' is really the answer. 
So tell me, what is the image of what you are going to make? 
At the moment it is in a fairly loose form, which is called 'Either Or Both 
Neither'. The way that my practice has worked more recently is that I work in 
a very image-based practice where I will apply images onto objects or onto 
fabrics and have a number of these object-images that then I can install into a 
space as either part of a group show, or in a solo show - I have got one 
running at the moment. I have a couple of concepts where I want to make it 
just objects that are occupying the space. 
What type of objects? Freestanding objects? 
They are usually suspended, actually. Two of my concepts are suspensions and 
one of them is supported by a stand. The first one is to suspend a bolt of 
fabric from two points in the ceiling and allow the fabric to, literally, express 
its materiality. 
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To unfurl? 
Yeah, and it will very much depend on the contingency of the fabric that I 
select that will determine the reading of that work. I have done similar works 
that have used woollen-type fabrics and other works that have used raw silk. 
They have all had images on them and this work would have no image, so 
there is a sense of risk for me. 
So, it's a monochrome. 
Yes. So that's the first idea. The second - 
So, these would co-habit the space? You are wanting two things in the space? 
No. I don't even know the answer, because it is like I said 'Either Or Both 
Neither'. So it could be one of those two or it could be both of them together. 
Or it could be neither of these two and something other. So I will tell you the 
three! 
The second one is using quite thick cardboard that is used for pattern making 
in the fashion industry and it is called 'Elephant hide' even though it has 
nothing to do with elephants. I would like to suspend a number of sheets by a 
corner and let them hang from the ceiling, but then wherever they cross the 
boundary of the space, to trim them back flush with the space. So they have 
an invisible containment. 
As if there is an actual barrier there. 
Yes. But I think that it is going to be a failed project because I am anticipating 
there is going to be a lot of movement while the cutting is going on, so it will 
be quite comical - almost like the remnants of a performance work because 
the card will always escape those boundaries. 
Will it be a performative piece in part, at least during the installation of the 
work? 
Yes, definitely, but I don't see myself documenting it and showing the video. 
So it will be just the work. 
Yeah. So it will be a little bit more like a remaining scene of something that 
happened. 
Would you have the off-cuts on the floor, or anything like that, or would you 
take them away? 
I don’t know, at this stage I see them on the floor, though I am wary of work 
that looks like an Agatha Christie novel where the reader has to try and 
decode what happened. So I think I would leave them where they fell and 
them make that call when I am in the space. 
It's good to make those choices in the space and make it very contained within  
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the project. 
Yeah, with that work in particular and also the first work that I mentioned, 
there is a bit of a horror in that work for me, in that I like to think of myself as 
a sociable person but both of those works occupy the space quite a bit and 
they would restrict view lines into other people's work. There is an element of, 
‘do I make a decision that is possibly rude’. 
I don’t think that that is an issue because there will be walking paths/aisles 
between the grids. Those obstructions will become interesting formal devices 
within the show so that if you have a dense work it will probably be offset by a 
more spacious work somewhere else. Density in work will be most welcome I am 
sure, because having measured the space last week, I have decided there is space 
for these walkways, so that is going to be fine. Perhaps your work will be 
obstructing a frontal view of the work behind yours, but the viewer and the other 
exhibitors will have to deal with that because it is within the nature of the 
exhibition. 
It becomes quite contingent, doesn't it? 
Yeah. That is the thing; there are issues of etiquette. In the original show, curated 
by Kiffy Rubbo in 1975, I read that there were artists who spread out and broke 
the rules of the grid, because the second you have a grid and you have markings 
on the wall and floor, an artist just wants to transgress against that confinement, 
or the rules, or else they don't. So you can find out what sort of an artist they 
are. There are those negotiations that you will discover in the group and there 
are always certain types of artists who cannot conceptualise co-habiting with 
another artist, it is not in their nature. So this project is quite a good educational 
experience to learn what it is like to work with other people, just group dynamics, 
and that sort of thing.  
So, now what's your third idea? 
The third is, I've been working with small forms and making images on the 
forms and the third idea is to use an absent image. Although to most viewers it 
would look exactly what it is, to me it has got something missing. 
Is it a cut-out? 
It could be a plaster form or a partially sanded piece of wood, they are the 
two main things I have been working with recently. I have been building 
intentional - or very specific - shelves to support those forms on to the point 
where the shelf becomes really embodied in the work. You know how a 
rectangular plinth in our mind when we are viewing art kind of disappears 
because it is such a convention. It becomes like an invisible object, so these 
shelves fight with the work they either scream out to become included in the 
work or they dominate.  
So I would like to explore that tension between that so-called plinth and the  
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object and see if one might not overwhelm the other. 
So, normally in your work do you privilege the figure over the ground, do you 
need a figurative element or motif that takes your interest and this time are you 
trying to deny that by privileging the field and denying the central motif? 
Yeah, definitely. I think also there is an element where I think in art making - 
or in any endeavour, really - there are things that you get to think that you 
are good at doing and it becomes a language that you are fluent within and 
drawing figures is one of those things for me. Same for faces, where the 
expression can be quite engaging so the viewer sees that drawing almost in 
an inter-subjective kind of way - as another person, even though they know it's 
another drawing of course, but it is something that for myself as an artist I am 
sensing that I am relying on that. 
Would you like to deny that this time and see what other solutions you come up 
with? 
Yeah. Almost like to pull the rug up from under my feet a little bit and see if I 
can’t explore a part of my practice with that part missing, and see what the 
relationships are. 
Mmm, denying your strengths. 
Yes, definitely. 
Has the process been interesting to you, including the first chat with Craig? Has it 
been useful this process of externalising through dialogue your artistic history, 
past categories of work and then recording your ruminations regarding the work 
you will make for the show here? 
The thing that is really interesting about the 'List of Practice Possibilities', is 
when I looked through it, there were a lot of things that I have done, or that I 
consider I have utilised in my practice but when you think about them 
separately it does open up the possibilities. It puts that aspect into the 
foreground. Also with the actual construction of the show and the historical 
content of the show, but also the biographical interview - there were things 
that came up in that.  
Talking about emotion or intuition or an artist's life is something that we don’t 
do a lot where I am studying because we prioritise the reading of the work 
and so for me the bolt from the blue was this emotional content of having to 
go back and examine and think about the connections that have brought me 
to this point. 
Yeah, you often don’t think about that at all and sometimes the very reason why 
you are doing something - you cannot see it; it is so glaringly obvious that you 
don’t take it into consideration as meaningful, because otherwise it would seem 
banal. 
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By chronologically describing the influences and events in your life suddenly these 
connections seem obvious. 
There's the trope where you read a book about an artist that is always jam 
packed with the artist's life and I would rather read much more about their 
work and how that has progressed, but it really surprised me to think, ah gee, 
an artist's life really does impact more than they know on their work, you 
know. 
Of course the artist's biography is a retrospective reading of things. Those kinds 
of junctures or interstices are not necessarily true; rather they are narrative 
inventions. Here, the writer of the artist's biography conflates an event from a 
number of events or happenings that don't necessarily converge in reality. But for 
the writer and the reader it is these things that make dramatic sense of the 
moment when writing the life - the moment in a developmental history where each 
step needs to be seen as a progression from the last, otherwise it would be too 
confusing or confounding to the narrative. In contrast, to present your own life, 
these 'narrative moments' are actually a lot more confusing. But it is interesting 
and useful to compare your own practice with those biographical models and 
conventions to work out what may be true but also to work out what is just 
making dramatic moments out of a life for the sake of the reader.  
That's true although there have been some moments for me where I was 
working with a drawing teacher/mentor for a number of years and one of the 
things that she would get me to do was photograph and reduce my work, 
particularly drawings. We would put them up on a board, there might be a 
hundred drawings, and my brother passed away about four years ago, early 
in life, and she (the teacher) had asked me in a phone conversation if I was 
processing that in my work in any way. I said, 'Oh no, it is such a personal 
thing, there is no way that could happen'. And then I came for the next session 
with my teacher and had the board up and she said, 'Is there a point where 
your brother passed away?' And at that exact point the work had shifted. 
Yes, you don't figure it because you are so closely involved and you cannot stand 
back from the work. 
And there was a point too, for me where I did not want to think that I was 
consciously making work that fed from that personal experience. 
The work would have been a bit obvious if you had done that too, you would 
have been overloading it and it probably wouldn't have said what you wanted to 
say anyway, you need a more subliminal working through.  
Exactly, so I think it goes both ways; there are times where meaning is 
retrospectively applied but there are also those times where meaning is 
embodied in the work and often it is not even known that it is there, but it is 
obvious to someone else later. 
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And it can read differently at different times, I think, you can look at your own 
work and it will say something different to you each time. 
Actually I hadn't thought of that. I have even recently done a destructive thing 
and destroyed some works. 
That can be very liberating and creative.  
Yeah, but there is a point where I know now even looking back at 
remembering those work that I think about them differently now that they are 
gone, even if they had have stayed. 
Do you regret doing it? 
Of course, there is a part of me that does. 
It is nice to be brutal with your own work though, sometimes. I think you hold it in 
memory differently; it takes a different presence in the 'collected works'. 
I think it is all a part of practice. I have been looking a lot at things that are 
possible causes of practice, especially in the light of New Materialism. 
Materials have an agency in work and it is some sort of co-responsibility, can 
we think of practice as a material? Or, can we think of it as a separate force 
or a separate personality? A lot of people think of it like a separate force or 
almost a separate personality, a lot of artists say things like 'my practice 
needs this to happen', they anthropomorphise their practice. And although it is 
kind of a cute thing to do there is something where when you are working in it, 
it is unknowable and so it does seem outside yourself in some ways. I think it is 
interesting with this particular show to have a much more considered approach 
to that than I usually do and allow it to be something where it is an 
opportunity that I am seizing more consciously before the work is necessarily 
made. 
And it is also a strategy that can carry through. If ever you are at an impasse 
with your work, then this strategic externalising of choices and volition can help 
you, but it is not bad for someone else to 'make' you do it, as if you have no 
choice. 
Yeah, it is very pleasant. 
Shall we finish there? 
Yes. Thanks, Sandie. 



GRID #12 
Conversation between Isabelle Sully and Sandie Bridie 

 
Sandra Bridie: Hi Isabelle, I am beginning these interviews by asking the 
question, why do you need to make art? 
Isabelle Sully: I see making art, I guess, as another way of thinking. And so 
perhaps I need to make it because I think in similar ways to how I see art 
functioning. You know, physically, materially, and philosophically. 
What would happen if you couldn't make art? 
I have definitely always got an inner battle between making work, writing, 
and curating. I often feel that I can learn more from what other people make 
more so than what I can make myself, the whole ‘extent of my own knowledge 
can only go so far’ debacle. So in that vein, I definitely do consider a practice 
away from actual making sometimes. I’m not a fan of the word ‘couldn’t’ in this 
question though, so perhaps that says more about my need to make it more so 
than my desire to make good work. I think that is my struggle, that I definitely 
do need to be making, and to be thinking physically, yet I’m always 
perplexed by the dichotomy of making good work of my own or contributing 
to that of others through other means. 
So now, you are space number twelve in the gallery, and you are positioned in 
front of the stairs, so you have quite a curious space.  
Yes. I have been thinking of it in terms of being in the centre of the space. If 
you were to stand in it and to look out you could see the whole gallery, and 
therefore every other grid space. So I have been thinking about making some 
kind of chair. I’m interested in the merging of art and design and for some 
time have been struggling with this idea of pointlessness in my own practice 
(the ‘you can only learn so much from yourself’ thing comes back into play 
here) so I have started to lean towards a functionality when making. I guess I 
am thinking about playing on the locality of the space, more so than the shape 
of it.  
That's curious because Martina was musing about having a cushion in her space 
as a more contemplative viewing space. That was one of a number of ideas that 
she had for her space. 
That would be juxtaposing because I am thinking of quite a solid, heavy, chair.  
A high-ish chair, like a throne? 
Oh, I guess the one I am thinking of is like a throne, but I don’t know if I like 
that connotation. 
More the solidity and authority that goes along with a chair of substance and 
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Grid #12: Isabelle Sully   Untitled (Benches) six sandstone blocks arranged 
into two seats for looking forward, 2012 
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height. 
I was in a show recently and we made some shelving for it so I like the idea of 
re-contextualising things that have a function outside of the space. I also am 
very much a fan of this post 60s return to minimalism through furniture, which 
has seemed to adopt certain aesthetic motifs from that period, so I think it’s 
interesting returning such things back to an art context.  
So, you would like to re-utilise the materials from those shelves? 
More so ideas than materials.  
So, there would be a little bit of design work on your part. Have you made much 
furniture before? 
No, well apart from the shelving.  
Do you like making objects? 
Yeah, and I also like the way that I need to think about how I am going to 
make it. I would love it to be made in concrete, but I know the gallery is on the 
third floor of this building. I like the idea that you would lug it up and then sit 
down on the chair.  
If you had some felt pieces adhered underneath it would be easier to slide the 
chair across the floorboards rather than rolling it or having to lift it. 
That would be a nice element.  
Now, as far as the category that you are thinking of for this potential work that 
you are now discussing, is it along the same lines as other areas of investigation 
that you have already played out in your practice, or is it a new area?  
It is probably along the same lines but then again, when I make things I like to 
think that each thing would evolve from something that I made before. It is 
always something new. I think that maybe 'Collaboration' is important in 
relation to it, or even 'Conceptual'. I am really concerned with the idea of 
dialogue in art practice and the notion that this chair would facilitate dialogue 
with other work, in terms of people looking at them from it and linking things 
together. The thing with this show is that it is a curated idea but everyone's 
practice is quite different, so it will be exciting to see the outcome. 
Yes, you are co-habiting in a very small, confined space. I am thinking that the 
space is the size of a solitary confinement cell, or the size of a double bed; there 
are a number of senses you can give to the scale and format of these grid 
spaces.  
Were there any other ideas that you went through to get to this one, or any 
other competing ideas that you have with this chair idea at this point? 
It's funny, because usually I would get a space and then make work for it or in 
it, so it has been different thinking about things without the space in mind, 
even though, of course, it is, but not having seen it divided and felt it. So it has  
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all been about the locality in terms of how I have been thinking. I have thought 
about making things with people in other parts of the room collaboratively, 
but I really like the idea of it being the top square in the centre and that is 
where my idea started. I think it will change a lot once I start making different 
designs and working with different materials, so it might not be a chair in the 
end. 
Ah, so it may change in the process of the making of it. It could be something 
more curious than a chair. Have you actually gridded up a sample space in your 
studio?  
No, I haven't. 
Would you consider that? Is that necessary to your thinking to a space? 
Yeah, definitely and seeing the size of the chair in it and the direction of it. 
They have just changed, the measurements, haven't they? 
Yes, well I actually got the tape measure out in the gallery yesterday and 
discovered that the twenty grid spaces will have to be narrower than they are 
long, that those who have wall space will have a few more centimetres of space 
than what I originally thought, though less room to stand back from the work.  
Have you had any other ideas, is this a second or third idea? 
Nothing is as solid as what I have talked about just now.  
Do you tend to come to ideas and commit to them quite early or do you need to 
keep things in play for awhile? 
Yeah, definitely in play, because my work is kind of playful so I don't like to 
over-think things, but then again I do think a lot before I come to things as 
well. It's kind of a contradiction I guess. I think it will change in the making, I 
just find a starting point and then I work with that.  
You have a clear image but then the materials might dictate that something else 
must happen. How did you find the process of the conversation with Craig, was 
that interesting for you? 
Yeah, definitely. I didn't realize how much art has been in my life from the 
start, which was fascinating to talk about with Craig. I always like interviews 
because you say things you think without knowing that you think them, some 
kind of lucid thinking of sorts. That happened a lot with Craig, so that was 
nice.  
Did you realise this as you were speaking, did you have a recall of the 
conversation, or did it come back to you when he sent you his transcription of the 
notes?  
I guess I already knew what we were saying without the transcription; it was 
funny seeing it so dot-pointed when it was so casual. 
Yeah, he took quite comprehensive notes, much more than mine, because my  
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notes were hand written, so he must be a good typist and a good listener, as 
well. But the intention was for those notes to function as notation, rather than 
interpretation. Did you feel that he got anything wrong, that he may have 
misheard anything, or was all the information there? 
Well I think you’re right on the notation front, there was sort of no room to get 
anything wrong. It was a nice linear conversation. 
Did anything in particular make new sense to you; did it reveal anything to you 
that you didn't know before? 
It’s always revealing to talk about your practice with someone who isn’t overly 
familiar with it. I’m often quite surprised by the conclusions I come to in 
regards to what my work is about in a broader sense. You know, the majority 
of my dearest friends don’t come from an art background and when I talk to 
them about what I do I have always got this inner dialogue about how to 
relate my work to the world. I guess I realized that with Craig that my work is 
very much about the relationship between art and the world. So yes, some 
reveal. It's always good to talk about your practice offhand, without being 
prepared or over-thinking things. 
With someone different, too. Why were you interested in doing this project? 
Definitely the spatial concern, I like that we just have the specific space and 
that there are twenty of us working within it, and how that might turn out. I 
very much like Craig's practice, so that was a big thing as well. Also, with 
everyone in it, it is going to be nice to work together and even indirectly 
collaborate, which is what a group show always is.  
Did you mind that the spaces were allocated according to a number being taken 
out of a hat, that you had no choice or opportunity to negotiate this? 
No I liked it, because I would have liked when we were choosing, to have 
chosen a wall. But I am really glad that I got number twelve. 
That gives you different challenges. 
Exactly, and this show is very much about that, I think. 



GRID #13 
Conversation between Anna Higgins and Craig Burgess 

 
Craig Burgess: Why would you want to become an artist? 
Anna Higgins: Because I think it’s the only thing that makes me really happy. 
It’s the only thing that I feel really satisfied when I do it. I feel like everything 
can sometimes feel a bit meaningless and useless but this gives me some sort 
of purpose. A reason to get up in the morning. And I love art. 
Is it something that you’ve always wanted to do? 
I wanted to be a fashion designer for a really long time from when I was in 
year 5 to year 10 I guess. Then I decided that I was more interested in being 
an artist a little later in my teens. 
It’s still quite young. 
I guess I’m still deciding whether I’m going to throw myself totally into it and 
be an artist forever. Art’s ideally what I’d like to do. 
Is there something else you can imagine doing apart from art? 
Well, I really like teaching but not kids. Doing university teaching would be 
really great or I’m thinking about teaching English overseas. That’s probably 
it. 
So something to accompany your art making. 
Yeah. I’m interested in writing too, so maybe something like that, but probably 
not. 
Have you done any writing? 
I’m really interested in reading other people’s writing and learning about that 
area but I feel like I don’t have enough knowledge or practice. 
Do you document ideas?  
No, but I am very ideas-based and conceptually based when it comes to 
work. A lot of my own personal information that I use to make work, it’s not so 
instinctual, it’s a little bit more thought out than that. So I guess that practice is 
already coming through in that way of working. 
Is it language-based? 
Yeah, or it’s very theory provoked.  
So lots of reading? 
Yeah, lots of reading. 
What are you reading at the moment? 
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I was just reading Un magazine this morning because I got it last night. I also 
bought Justin Clemens book ‘Minimal Domination’. He had a talk at TCB last 
week so I’m trying to read that after going to that talk. After an hour and a 
half of listening to him talk I kind of understand some of the ideas. It’s really 
interesting. But I’m not reading that much because I’m on hiatus from art in 
general at the moment because I’m on holidays. 
The space that we’re sitting in is your space. They’re all the same size. On one 
side of your space you have the dodgy wall. 
I hate that wall. 
That’s right, you’ve worked in here before. 
Yes. 
So you’re familiar with the wall. You’ve got a shallow step on one side of your 
space that leads up into the front of the gallery, and then on this side you’ve got 
a passageway for access – it’s only 30cm – and on the other side you have 
another person. Thinking about the practice possibilities that you would have 
spoken about with Sandie, have you thought about whether you’d like to use this 
project to extend things that you’re already working with or whether you’d use it 
as an opportunity to move into an area that you hadn’t tried before? 
Originally, I thought it’d be a good a way to try out something that more 
responds to the space and do something that is more spatial practice based. 
But through trying to think of something to do I’ve realised that trying to do 
that sort of work would be incredibly contrived and definitely not for me. So, I 
guess the point I’m at now is deciding. I’d like to work with the similar ideas 
and ways that I make work, but I’m thinking about maybe doing something 
that is found object based work, which I’ve never done before.  
Could you describe the way that you engage with your practice normally? 
I guess at the moment I’m really interested in perception and vision and mental 
noise and visual noise as well as ideas of blurring the environment and the 
psychological landscape, things like that. Also I’m interested in cultivating an 
individual aesthetic, so trying to create new visual aesthetics. 
By individual aesthetic do you mean something that is recognisably yours? 
Well, not mine but with the work that I’ve done this semester I guess in the end 
I had quite a strict colour palette and a whole bunch of different things I was 
working with that made the work what it was. The end point is all about the 
aesthetic. I feel every body of work that I do, all the different formal elements 
change. There’s a chaotic rhyme and reason behind the way they are, but 
ultimately what the viewer gets is a mostly aesthetic experience. 
So there’s something connecting the work for you that isn’t evident. Like a 
motivation or a drive that is materialised but that isn’t necessarily legible? 
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It’s almost irrelevant, I guess. 
Is it a personal narrative? 
It’s more external. The work I did in the past six months, I was interested in 
existentialism. I read ‘Nausea’ by Sartre and decided to do a whole body of 
work based on that, on the ideas in that novel, on phenomenology, trying to 
incorporate passages that were described in those novels into visual ends. But 
I think I’ve reached that point, got to the end point from all this body of 
influence. I’m probably at the point now where I’ll start and do something else, 
and I think this show might be a good opportunity to have a smaller project, 
start researching something and then reach an end point for this show. 
So you’re thinking of using found objects? 
Yeah. Sandra discussed doing something you’d never done before, and I’ve 
never used found objects before. I think it’s something I’m interested in and so 
I’ve decided to give it a try. 
That’s good. That’s what the project is for, or it can be what the project is for: 
moving out of your comfort zone and engaging with something a bit different. 
It’s kind of fantastically low pressure because there’s 20 other people, it is in 
a gallery context and it’s a good exhibition to be in a part of, but I’ve got a 
lot of friends in it and probably mostly friends will come and see the show, it’s 
a great way to try something out. 
It’s an opportunity to try something that doesn’t have to achieve anything 
beyond an experimentation. 
It’s not a finished product. 
Most times when you exhibit there is a sense that the work needs to be resolved, 
or have come to a point or a moment. 
I love that. I like the resolve usually – that’s something I’m into. I feel like I 
make four things every six months. There’s so much crap that I throw away 
because it’s not successful – it’s not even art. I’m really all about the finished 
product. It’s going to be good trying to force myself out of that finished 
product mentality. 
Is that where the found object comes in - you’re not involved in the finishing 
process? 
Plus I decided to do this because I’m going overseas and I’m obsessed with all 
the products in Japan and South Korea and their symbolism and significance – 
what they evoke. I’ve always been influenced by those things, but using them 
in their raw form is something I’ve never done before. 
So you think you’ll source material from there to bring to this space. 
Yes – from overseas. 
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In terms of selection criteria for the infinite number of found objects in the world, 
what are the things that you’ll be drawn to? Is there an organising principle that 
you’re putting in place? 
I’m going on with this idea that I’ve been working on recently – manic 
happiness. I just had a show at the student gallery where I was working with J-
Pop and K-Pop music video clips – the idea that they represent a manic 
happy overlay of that society and the aesthetics and effectual things that are 
in those videos create a sense of joy and happiness within you. 
It’s a super saturated space. 
Yeah, it’s overcompensation. Just thinking about those sorts of bands and 
analysing why they have that effect. When I’m in South Korea and Japan, I 
think I’m going to collect those types of materials – overly super cute aesthetic 
type materials – and try and make a work out of them. 
Do you have in image in your head of how the work will look? How does it relate 
to the grid? 
No, I don’t have an image in my head at all. 
Nothing at all. 
No I don’t think so. 
Have you had any ideas along the way? 
I’ve thrown away a lot of ideas. 
Could you describe one of them? 
Yes. I’ve been working with transparent fabrics. I originally had an idea to do 
another transparent fabric work within the space that followed that grid 
aesthetic, creating a grid all through the space. Then I decided that that was 
pretty obvious and lame. 
So that was a direct response to the idea of the grid? 
Yeah. When I picture the grid I think of something very 80s and sci-fi like Tron. 
I’m interested in scientific graphs and things like that – I really like the way 
they look and I was thinking of looking into making some sort of work on 
mathematica, which uses the grid. 
So - the space as a plotting chart? 
Device – yeah. 
So in the installation of the found objects, how do you think you’ll engage with 
the space? 
I’m not sure – I think arrangement will become important. I’ve been interested 
in that element recently – how you arrange a work, not necessarily because 
the work is site-specific or is spatial but how the arrangement of a work 
becomes really important. 
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That’s something I’ve noticed getting more exhibiting experience and going to 
other people’s shows. The placement has a huge effect on how you view a 
work. It might be interesting to try and use the space, the placement element. 
It will depend on your neighbours as well. 
Yeah – and what they’re doing. I was looking at the archive photos of the 
show in 1975. It seemed in that show that people just did whatever they do – 
their artwork – and filled the space with it. But the conversations with the 
people who are in this show are all ‘how are you going to respond to your 
space? How is the space going to affect your work?’ I think it’s interesting that 
spatial emphasis is obviously a new thing because in the 70s if you look at the 
pictures, it just obviously wasn’t something people were considering as much. 
The idea of the grid as something to conform to or to transgress in some way 
was definitely part of that show, as was the notion of cohabitation and of 
obstruction as a formal and psychological device. That’s something that is 
common to this show. 
It seems even more relevant now. 
I wonder whether now there’s going to be more conformity. Speaking to Sandie 
about this project, I think the earlier articulations of it have involved more a 
sense of transgression. Lots of people seem to be very much respecting the 
boundaries of their space; no one is thinking of pissing their neighbours off or 
taking more that they should. Is that something that you’d considered? 
I had considered it. Eleanor Butt is quite close to me and we have similar 
aesthetic in our work and we briefly talked about having work that branched 
over into each other’s. I’ve decided what’s more interesting to me is the idea 
of chaos structuring and chaos structures in art and how the canvas or a space 
is a containment of chaotic theories or chaotic work. I guess that’s something 
that I’m interested in. I would like maybe to make a work that is quite manic 
but because it’s restricted to such a small space it’s more interesting that way. 
That also fits with the K-Pop, supersaturated, violent happiness. 
Those societies, from what I’ve read about them and from what I’ve 
experienced being over there, it seems like they have a real structure. When 
is the appropriate time to let loose and be crazy and when is the appropriate 
time to be happy, to be in love? There is an incredible emphasis on structure. 
In the context of this show, you’re translating that in a physical way; the confines 
of the space reflect that structure. The structure means you can go wild. 
I’ve always been interested in chaos and noise and hyper-saturation and all 
of these things that are quite common to be interested in. But I feel like I’ve 
never been able to be quite as chaotic as I want to – I’m constantly trying to 
make it a little more that way. So having a grid, a small section of a gallery, 
will probably be a good opportunity to try something like that. 
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Just quickly, how do you think you’ll engage with the boundaries of the space 
that don’t have a wall? 
I haven’t considered it. I did – when I had a show in here – hang things from 
the ceiling. So that’s something that I’d consider doing again. 
Would you partition the space in some way? 
Yeah, I have considered that, I’ve been making a lot of wooden frames in my 
past work. Frames that have things inside of them – that sort of chaos structure 
is something I like making. So maybe creating some hollow frame walls rather 
than solid ones is something I’d probably do. 
How did you find the first part of the project with Sandie? Was articulating your 
biography valuable? 
No, I found it really depressing. It was so depressing. It was like ‘this is your 
life’ in 150 words. Other stuff happened! 
It’s a condensed, limited version of what you know, but it’s all I know. It’s an 
interface between something really specific and limited and something else. 
It is the truth, but I feel like it’s not even the truth. If I think about artist friends I 
have as well as normal friends – non-artist friends – I don’t know half this stuff 
about them, but I feel like I know them incredibly well and understand them. 
This type of information is almost obsolete – every body has it. Unless 
something particularly significant happened to you, it’s all quite irrelevant. 
So aside from negotiating some kind of public interface, did you find it useful in 
terms of identifying patterns? 
No not really – it’s all the stuff that’s in the cracks of that information that are 
the patterns of my life. 
That’s like the frame and the chaos. 
Yeah, exactly. I’ve had a pretty normal life. 
In structure maybe. 
Yeah, in structure. I’ve always thought that that might be it about me, that 
sometimes when people’s lives are so inherently eccentric and they are born 
into chaos, they become a little bit more normal and structured, but maybe 
having quite a normal childhood and adolescence has lead me to be the way 
I am. 
This project seems fitting. 
I kind of live my life in organised chaos. 
Maybe we should leave it there, is that good? 
Yes. 



GRID #14 
Conversation between Claudia Phares and Craig Burgess 

 
Craig Burgess: Why would you want to become an artist? 
Claudia Phares: Because it’s always been part of my life but I’ve never fully 
embraced it completely. I reached a point in my life after many career 
changes, I said, this is it, I’ve only got one life, I might as well go and get a 
formal education and just have access to all the tools, to all the resources. This 
is how I came to it. 
I read that you’d studied zoology before and nursing so it was obviously quite a 
big decision to come back to study. So it had been something that had bubbled 
along the whole time that you wanted to come back to? 
Absolutely. You spend a lot of money doing short-courses here and there, and 
night classes. So at the end of the day you might as well just pay tuition. 
Go for it. 
Yeah – instead of being unsure. I am passionate about it so I thought, I’m 
comfortable enough to just take the leap and go and do it.  
And you’ve worked as a nurse too. Do you think once you’ve finished art school 
that you’ll work in nursing and also make art? 
Yes. I would have to. Having done some exhibitions I know that it’s very 
difficult to live off art. What is great about nursing is that there’s always 
going to be need, I can work around that. It’s perfect. 
What kind of nursing? 
I worked in the casual staff pool at the Women’s Hospital. It’s practical and it 
gives you a connection with the world and reality. When you work as an artist 
you’re in another headspace. It’s like a yin and yang thing. 
It balances out, keeps you grounded. Just thinking about the practice possibilities 
that you would have talked about with Sandie, were you thinking of using this 
project as an opportunity to extend things you’d already explored in your 
practice, or were you thinking of expanding into areas that you hadn’t explored 
yet? 
I ticked so many things so I don’t think I’m going to use them all in the sense 
that I dabbled in every single one of them and I think that for this particular 
project, it is going to be different. It will involve more of an installation or 
sculpture. 
So your work is usually photographic? 
Yes. Normally, but I combine things, I’ve worked with embroidery, I’ve worked 
with hair and drawing and video. A bit of everything. I guess for this particular  
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project, because of resources, my challenge will be to conceptualise my idea 
using a combination of photography, sculpture and possibly sound, but I’m 
waiting to see how I go. 
So you’re thinking of using your space as a space within the space, an exhibition 
space for an installation that you’re going to create. Do you have an image in 
your head of what it will look like? 
Yes. There will be three standing structures. One will be a pole. Everything will 
be white. One is a representation of me but in an abstract manner. And I’ll use 
memento and letters to depict my relationship with my mother. I’m working on 
the aesthetics at the moment, trying to make it look good. 
What will the structures be made out of? 
Wood. 
So it’s not a framework. You’ll paint it white? 
I’m painting it white and there’d be some photography involved. A little photo 
attached to the pole and then there’s going to be a little chair and a table, a 
mini kitchen table. 
So the objects and structures that you’re using have a symbolic meaning for you, 
they’re coded; it’s autobiographical. Is that a way that you usually work? 
It’s new. The new direction I’ve taken in the past 6 or 7 months is to work with 
symbols rather than literal representations because it’s better to be broader 
to engage better the public. It’s easy to be literal but then you lose interest in 
looking at literal things. 
Or what is literal to you might be read in another way anyway. 
Yeah. And sometimes, as much as everything that you make is always personal 
and subjective and autobiographical to begin with, you still want something 
that can be a bit obscure. 
That’s fine as long as you don’t have something specific that you’re trying to get 
across. And you said you were using memento? 
It’s a lock of hair that my mum kept that belonged to me when I was a little 
girl, so that’s part of it. And the photography is going to be a self-portrait, 
very, very close up. For my mother, an old photo I took with a point-and-shoot 
in 2005, sitting at the kitchen table. Part of all this is to show a letter than she 
send to me saying “I would have come to help you out but I can’t; I can’t get 
enough time off.” 
The letter is from her to you? 
Yeah. I thought I’d translate it, or read it out loud or show it either as a text on 
a screen. This is the bit I’m not sure, how to present it, or just leave it there and 
people can see the translation. She wrote in French. So I’m not quite sure. I’m 
inspired by Mona Hatoum’s video work about her mum’s letters. I like the idea  
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but I’m thinking how can I do this with the resources I’ve got. 
In terms of this specific project, your work sounds less like a response to the grid 
or the confines of this project or the space and more the fact that you’re about 
to give birth to a child. The work marks that point in time. This project coincides 
with that. Where other people have talked about physical confines within the 
space –the grid being a spatial constraint – the way the project operates for you 
is in time. It’s temporal. Time is your constraint. Would you agree? 
To tell the truth I didn’t think about that. At first I was thinking how big is the 
space? How am I going to create it? And how I am I going to make something 
in the grid? Then all of a sudden, I thought, I’ll use it as a net with the walls 
that are invisible, pretend that it’s a group show. I’m just going to use my 
space independent of the people around me. 
So you’re creating a space for yourself that doesn’t relate to the space. It’s like a 
house in the space. But are you thinking about the confines of the space? 
Yes. When you have parameters like this, you feel like it’s contriving but it 
adds an element of challenge to make the most out of the limitations. You 
realise that sometimes less is more. I don’t want to clutter. I just want to make 
something that looks well in the space. 
Was this the idea that immediately came to mind when thinking about the 
project? 
There were lots of ideas. 
What were they? 
One of them was to create a web as a shelter, free standing and then a 
photo or something that represents me on the floor. A bit in reference to the 
spider web wanting the protection of the mother and I wanted to create a 
homage to Louise Bourgeois, the spider project. I’ll make a web. I’ll make it 
slightly differently with the threads of different colours and have it on an 
angle. Just that. But then the letter came. I received the letter a week and half 
ago. At first I was really distressed and really angry, and my work was going 
to show that, and then things changed a bit because her response gave me 
some relief. I knew that my mother wouldn’t come but I wanted to hear that 
she wanted to. So I change things a bit. It’s more about the bond and 
sentiment. In the other projects, I wanted to use my hair; I wanted to braid a 
tiny, tiny braid that connects the photo to the table. I may still do it depending 
on how it will look. 
So it still might shift? 
I still want to do the first idea but I’m thinking whether I want to add the 
thread that connects them. 
What’s your relationship with hair? 
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It’s a big symbol of femininity. My first use of hair had to do with a self-
portrait series I’ve done called ‘Shorter than shoulder length is not feminine’ – 
that was a comment my dad said. I did a whole series of self-portraits where I 
basically managed to coif my hair in a way that you can’t tell that I have a 
lot. I looked like seven different men. When I was younger I didn’t embrace 
femininity because I felt that being a boy would have been easier with my 
upbringing. So I’ve been collecting my hair and I’ve worked with it. I also 
worked with the idea, thinking I would use it for the other side in that it 
represents abjection. It’s gross, you know? I still have a lot of hair in a bundle 
and I want to do something with it. I thought, my mum is very feminine and she 
always did her hair and she studied hair dressing and I think this is the 
connection also with the hair. 
It links something your father said with your mother – she’s a hairdresser. Again, 
your working constraints seem to be lived boundaries that you’re exploring – 
what femininity is for example and how that’s constructed. Then – for this project 
– there’s how you engage with the space to make it a receptacle for that – 
whether it’s the house, the home, the web – the placing of your experiences in the 
context of this show, bringing something from the outside in. 
To put it into context, in the big scheme I push it out a tiny bit, the whole 
concept of the grid. The grid is a bit of a bigger thing. It’s like the cube. 
How did you find talking with Sandie talking about a more biographical history 
to your making? It sounds like your work operates in that area anyway. 
It was good. It was very eye opening. When I re-read the text afterward, it 
got me thinking. I thought, I don’t think I was right about this or that. Not so 
much that I was lying, but that if I think a little bit harder, it’s not quite right 
what I said. Things are not what I think they are. They’re different, you know. 
Then I realised, I scrutinised my observations, and I went back and started to 
think about my upbringing and observing the things my parents used to do. 
Where does it come from? The influence of course is massive but in terms of 
the artistic influence there is some but it’s just that maybe we don’t call it that 
way.  
They’re traces or things that connect back. 
Exactly. One wouldn’t consider for example building a pigeon coup from 
scratch as art. It is in a way pretty structural. So I did not give credit for a few 
things and I went back to the interview and I wrote all over it. I said this is 
what it is, there’s more to it. I thought, let’s put it right, for me. 
That idea of a real self and a fictional self is interesting; how the space of art 
creates a tension between what is real and what is not. What is the divide 
between the private, the personal and the public, how are those things 
negotiated. So in a conversation like that you’re stringing together key events 
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Grid #14: Claudia Phares                Good Catch 
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that obviously don’t represent everything, and there’s a tension between what 
you know and what’s there on the page, which is out there. 
And you know memory is such a crazy thing. When you try to remember you 
kind of put something, you assign an idea or a memory, but it’s very different 
to the lived moment. So in other words there’s always this discrepancy 
between the real and the remembered. 
So it’s all a fiction in a sense. 
Yeah. It’s kind of scary because you think I’m pretty sure that this happened 
but was it true, did I imagine it? You start to doubt and then it creates a bit of 
anxiety because you went all along representing your self as an archetype 
and then it falls apart because… 
That’s not who you are! 
Exactly. We change. 
We create our own histories because we only ever follow up or pursue the things 
that interest us, so in that sense even history beyond the personal is personally 
inflected. Nothing is the lived event. We only have stories that are gathered. So 
the baby will be coming to the install? 
It will be little, but maybe. 
I was meaning that probably you won’t bring the baby to the install!  
No, but definitely to the opening. With the install, I’ll see. 
Having a baby might affect what you want to make. 
It’s so true. I’m leaving it open. If something comes up it would challenge my 
whole project. I’m happy to leave a little door open in case something 
changes, it may add another element 
I imagine that things will change. It seems like a big change is about to come! So 
who knows what you’ll make in the space. 
Who knows? Maybe a house on fire! 
Shall we leave it there? 
Yeah. 
Thanks for that. 
Thank you. 
 



GRID #15 
    Conversation between Laura Batch and Craig Burgess 
 
Craig Burgess: Why would you want to be an artist? 
Laura Batch: Because I don’t think I could honestly live doing something I don’t 
enjoy – doing the same repetitive action everyday. 
So the same repetitive action isn’t enjoyable? 
I’ve seen my dad be an accountant and my mum’s a nurse for all of their lives, 
and I don’t want to be stuck in the scenario – ‘I’ve got to get up, I’ve got to go 
to work, same shit different day’. 
So art is an opportunity to do something else 
Yes, so far it’s surprised me in so many different ways. Going over to Finland 
to do a residency program was so amazing. I met so many people and they 
enjoy what they do. It made me realise that this is exactly the path I’d like to 
be on also. 
I guess there are funding opportunities for that kind of thing. Art as a job 
becomes about how you make money as well. 
Which is the biggest issue I guess. Of course you get people who say ‘you’re 
going to be an artist?’ and give you that look like – ‘oh no, you’re never going 
to make it’. My practice interlinks with architecture a lot, so I’d really like to go 
on and study architecture after I finish my degree at the end of this year. That 
would probably be the money and then I’d do my art on the side. 
We’re sitting in your space. It’s space number 15. You have one wall. On either 
side you have people and then you have the little corridor, which is 30 
centimetres. All the spaces are the same size. Thinking back to the conversation 
you had with Sandie, have you thought about the practice possibilities and 
whether you’d like to develop things that you’ve already explored or whether 
you’d like to push into areas that aren’t so familiar to you like relational work or 
collaboration, for example? How have you thought about approaching the work 
for the show? 
Definitely not collaboration. To be honest, I’ve tried collaboration. One has 
worked really well but I didn’t even realise I was collaborating at the time. It 
was a secret collaboration because my friend decided to steal my artwork; he 
put a speaker onto my ice sculpture and played guitar through the speaker 
and the ice reverberated the sound and distorted it. It was a collaboration but 
I wasn’t really aware of because I was asleep at the time. 
That’s curious. 
I stick away from collaboration. I think I’m a bit too scared to collaborate. 
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I wasn’t suggesting collaboration necessarily. More that there’s an opportunity in 
the project to think about the areas that you hadn’t worked with an make a 
decision – do I stick with what I’ve already explored or do I move into something 
else? 
I think I’m going to stick with what I explore in my practice that’s already 
existing. So a site, and making work in relation to site. I’m interested in the 
gallery as a site and when I go to people’s openings I’m really interested in 
how – even though there’s so many art pieces on the wall – they stand so far 
away. They’re too afraid to get any closer than – I did measure it off an 
iPhone – it’s 1.7 meters that I’ve noticed people stand away from the art 
works on the wall.  
So in the context of this show, that seems relevant. 
It’s very relevant indeed. I was thinking of making something that heightens 
your awareness of how people aren’t’ really willing to engage closely with an 
artwork. I was thinking of making a sculpture where you cross a boundary – 
you know those frogs that you get and they make a sound when you cross a 
line. 
A sensor device. 
Something to make you aware that you’ve crossed this boundary. 
Would you work with the external boundary of your space? 
I was thinking of that because it’s almost the same as the 1.7 metres that I’ve 
measured. It does differ in different gallery spaces of course, depending on 
how big or small they are, but that’s the average that I’ve measured so far. 
Have you considered imposing that barrier or divide so that it bisects, dissects, 
goes through other people’s work? 
No. 
Is it a laser beam – is that how it works? 
Yeah, I was thinking of making three beams that come down from the roof. I 
was thinking buying frogs because they make such an annoying sound if 
you’ve got so many of them. So if you cross the barrier it will make this awful, 
awful sound. I was thinking of making a beam but then having a little slit so 
the laser could go through. 
Would you mount the lasers in the roof?  
There’s so many different ways. You could hang them from the roof so that if 
you touched any part of the space then it would go off. Or you could have it 
so that it was on the boundary. You can mount them on the wall so it would go 
if you crossed it through other people’s works.  
What’s the image in your head of how the work will look? 
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I was thinking of making the three beams to put at the corners. So one here 
that goes up and attaches to the roof and then one at the other section and 
one against he wall so it would have all three corners covered. Then of course 
you know that you’re going to have to go back out and make that awful 
sound again. So you’d be stuck in the middle. 
Was that idea prompted by the idea of the grid? 
Yeah, it was. I’ve been thinking about this and the gallery space. I’ve been 
thinking about how people interact with gallery spaces and how they 
navigate gallery spaces. 
When you were thinking about this show was this the first thing that came to 
mind? 
That was the first one. That was the most prominent – it made sense in a way.  
Have there been any other ideas that you’ve had? 
There’s been one – making a sculpture from the roof. I’d put liquid in it and 
it’d slowly seep down onto the floor but it doesn’t really related to the context 
of the gallery and I think that’s really important. Especially in a space with 19 
other people. It has to relate. 
The work that you’re describing with the frogs and the laser beams sounds like it 
references the grid and the way we move through it. It will be interesting to see 
its relationship with the work on either side of you. 
Yeah – because maybe people won’t – because they’ve seen someone else 
walk through it – they might not be tempted to go near mine. And then this 
person’s work will be affected because they don’t want to set it off or they 
don’t really want to disturb it. 
So you’re setting up a minefield in the space. A no-go zone. 
Because I feel like it is a no-go zone. Everyone knows you’ve got to stay away 
from the art even though I feel like I want to go up and inspect it and see if 
it’s real, see if they’ve actually painted it or if there’s any tricks behind the 
painting or photograph. But everyone seems to admire it from a distance. 
So it’s a sense of untouchability, and rather than create something that you can’t 
not handle, you’re creating this situation that definitely makes the work 
untouchable. 
Also in Sculpture, in a lot of critiques, people just look at it; they don’t want to 
interact with it. I made a sauna and saunas are meant to be used and no one 
was really sure if you’re meant to look at it, so questions were raised was it 
an image of a sauna or is it an working sauna, which it was but everyone was 
too scared to touch it. 
A working sauna. Did you have a heating device inside? 
Yeah – I modified a sauna heating device that’s from a sauna in Finland and I  
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modified it.  
Was this over in Finland? 
No – it’s here. It’s a Finnish sauna heater but I bought it in Australia. Then I 
made my own seating just for one person and then I made an enclosed space. 
So do you think the audience and some kind of participatory event or 
engagement is a general interest in your work? 
Most definitely. It would have been interesting if I had installed my sauna in a 
public space to see how people would engage with it because sometimes a 
sauna is a very private thing, you only do it with your family or friends that 
you’ve grown up with your whole life. Then if you were to have it in a public 
space, people might not find it very appropriate, especially in an Australian 
context because we’re not really used to the sauna culture, we’re more a 
barbecue culture. Maybe you could put a barbecue in a public space and it 
would get used. A barbecue in a gallery probably wouldn’t be used. 
It’s interesting when you place a functional object in a gallery space – does 
that automatically render it unusable or does it render it as an artwork that is 
scared object? 
So you’re playing around with context as well as some kind of audience 
participation. How did you find the first conversation that you had with Sandie? 
It was interesting to think about how not artistic my parents and grandparents 
are apart from in a crafty sense. My mum has just taken up painting but we’re 
not a very artistic family, which came as a surprise when I decided to pursue 
art out of high school. 
Did the conversation bring to the fore any connections you weren’t aware of in 
your practice? 
The list did. It really made it clear what I do like doing and what I really don’t 
like doing – collaboration. 
So it threw up some blind spots. 
Or fields that I haven’t explored yet. Or paths that I could explore but I 
choose not to. I don’t have a solid practice. Not every project I do is ‘I cast it 
and then I replicate it a hundred times, then I put it in this certain display’. It’s 
a bit wishy-washy; everything’s a bit crazy. I haven’t really found a groove 
yet. 
When you were talking about casting, was that something you’ve done? 
Yeah - I did that in second year. I cast huge brick walls and put them out on 
the street and saw how the public interacted with them. 
The idea of the barrier comes back into it. 
Also it was a brick wall from my bedroom but then I put it in public space. It  
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was interesting to see someone put their umbrella on it. People pushed one 
over and broke it to pieces. 
So you’re engaging directly with the thing that divides. In the work for this show, 
how many frogs will you use? 
I'm dreaming but I would say possibly 45 to 50. 
How big are they? 
From memory – because I used to walk into this Chinese $2 shop and every 
time I’d go ‘oh that’s such an ugly noise’ – they’re about this big. 
OK so they’re fairly big – tissue box sized. 
Yeah – but then stacked on top of each other. They’re all battery operated. 
That’s going to be a cacophony of frogs. 
It could get really annoying but I don’t think there’s enough sound in galleries 
either.  
Sound doesn’t respect the confines of the grid. 
Sound is something I’m exploring this year. It started at the end of last year 
and then I carried it over to Finland where I took recordings from the forest 
because it was so quiet. Then I went to the local K-mart equivalent and gave 
them the soundtrack and got them to play it. 
In the supermarket? 
In the supermarket. Even though with the soundtrack playing it’s still dead 
quiet. All you can hear are the beep of scanning objects. People don’t talk to 
each other. A husband and wife took separate checkouts and once they’d met 
up they didn’t even say anything, the just walked out to the car in silence. 
Is that a cultural thing do you think? 
I think so. Even the kids, they were running around but they didn’t say 
anything. It was really bizarre. 
How did they respond the idea that you wanted to play the sound of a forest in 
the supermarket? 
Well, they know there are a lot of artists coming in and out of this one place. 
‘Of course those artists, whatever’. 
But they were open to it. 
Yeah, it’s a very different culture to here. My parents live near Frankston. If 
you went to Frankston Kmart you’d probably hear some crack addict yelling 
at some invisible person. 
Supermarkets are generally noisy places aren’t they? Probably the default 
position for playing a recording in a supermarket here and probably in most 
places would be to say ‘no, it’s a supermarket’. 



The Grid Show: A Structured Space, Articulations 
 

 96 

We’re not going to play your Finnish forest sounds for you. It’d be interesting 
to try and get a supermarket over here to play it. Or even, I did record some 
soundtracks in the supermarket.  
I get the impression that the soundtrack of the forest in the supermarket is 
something that doesn’t disturb. I guess in its absence, in the absence of sound 
there’s a kind of disruption going on. With the frogs in this space there’s a sense 
of wanting to disrupt or bring awareness to something but also push back as 
well.  
Yeah, that’s true. 
Shall we end it there? 
Yeah. 
Thanks. 
That’s ok. 
 
 



GRID #16 
Conversation between Samantha Riegl and Sandra Bridie 
 
Sandra Bridie: I am starting off each interview asking each participant why you 
need or want to practice art, what is art to you? 
Samantha Riegl: I think that is a really hard question. I always found art to be 
very cathartic to me and to be honest I can’t imagine what I would be doing if 
I wasn't doing art. It is this constant need to want to make and create things 
and that has never gone away since I was a kid and I think it is something that 
stays with e for the rest of my life. So I think for the rest of my life I am going 
to be creating things, whichever direction I take - even if it is not in the arts, I 
think on the side there is always going to be something to get the creative side 
of me. 
Even if you are not an exhibiting artist for instance, you need to make things to 
make sense of your world. 
Yeah, even if I am working in an office job, exactly, it is just a way of 
understanding for me. In art the way I make things puts my life into 
perspective for me and simplifies the confusion that I experience. 
The next question is, out of this list of Possibilities for Practice, is there any 
particular category that applies the work that you are proposing for your grid 
space in number sixteen? 
I think I am sticking to photography; I am quite set on what I want to do. I 
want to experiment with vinyl, photographs on vinyl - I like the layering of the 
vinyl on the wall in order to build landscapes to build places, so I think that is 
what I will be going with.  
Have you done this before? 
No, I am doing what I am doing at the moment for assessment and this is 
something that I would like to try next semester in work. I thought this would be 
a really good opportunity, because obviously the space isn't massive, I think 
it's a really do-able thing to see how it works. If it works it works, it will be 
great.  
Would you be layering these works in space, would you be hanging them from 
the ceiling to give a sense of suspension and space?  
I haven't even considered that much, yet. Because in terms of photography, the 
way that I think everything is 2D, because it is usually a photo hung on the 
wall, so I think getting into the space and seeing what I have got to work with 
and all the possibilities within this little grid is something to make the most of 
the space to utilise it. Because it is always so different working to a little floor- 
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  Grid #16: Samantha Riegl    



plan and then actually being in the space, it makes such a big difference. 
Start off with a visualisation of what you want to do and then from there on 
looking at the physical space and then it builds from there.   
And so what sort of content is there going to be in these works on vinyl? 
My work has always dealt with my relationships and I have realised that 
place is a very important aspect of that and it kind of ties into that so I think 
it's a lot about building place within this little grid. 
So how would you do that? 
I am not too sure yet, it is something that I am still deciding. It is just a visual 
aesthetic that I have in mind at the moment. 
Would it be retracing places and documenting them?  
I think so. When I deal with places it has a lot to do with coming and going 
and staying and then. I think it has definitely a lot to do with places I have 
been to in the past and places that I keep on revisiting or some that I don’t go 
back to. 
Are these places related to relationships or are they related more to moments in 
your life outside of that? 
I think it’s a combination of all of that. My work has always been really 
personal. So everything always has some kind of personal connection to me. 
So I think it would be a combination of all of those things. 
Have you always lived in Melbourne?  
Yes, I have, well I moved to Melbourne when I was one and a half, before 
that I was in Thailand but I consider Melbourne to be my home obviously, I 
don’t remember much from before I was one and a half.  
Then it would be quite easy to trace these various places, have you lived in many 
houses? 
No, not many at all, there were only three so there is always the possibility of 
going back and annoying the people who are in there now! 
Have you had any other ideas for what you might want to put in the space or 
have you only had one idea? 
I have only had that one idea and I am just really keen to start exploring that.  
Are there other artists whose work might inform what you are wanting to do, 
have you seen anything that has functioned as a trigger to what you will do? 
Not particularly for this project. I do have artists that I reference a lot within 
the greater scheme of my work. Tracey Emin has been the greatest influence 
of my life, I think. I am always going back to Tracey Emin and I have just 
started looking at Sophie Calle. I think Sophie Calle deals a lot with place, as 
well. 
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Particularly in terms of her use of photography. 
Though I have never really stuck with photography as one medium, that is 
what I am majoring in and that is what I enjoy doing but I always feel that if 
my concept needs something else other than photography I am willing to go in 
that direction. But I always do love getting back to photography because it is 
what I do. When I get sidetracked it is a bit sad sometimes, when you don’t 
pick up a camera for a while because you are just working in some other 
medium. Sophie Calle is the most relevant I think in terms of what I am trying 
to do now with my exploration of places. 
Has your other work been quite literal in the way that you revisit events or you 
describe events? 
I think it has been; there is always a little bit of creative skewing of events but 
I have always seen things as they are and with my work I always want to 
make it - it is what it is. I always want to present it as that because I 
appreciate art a lot more when I have an emotional connection to it and I 
have an understanding of that and that is something that I want to get through 
to other people, I want them to be able to relate to it. So that is something 
that I enjoy that I try to put out in my work. 
May the work for the Grid Show be a bit more about atmosphere rather than 
specifics? Are you conflating a number of events or places into a broader 
reading or - 
I definitely think that. I think my work has started branching out away from me 
so much. I think it is something that is going to happen over time, as I grow as 
an artist my practice is going to branch out and that is something that I am a 
little apprehensive about because I have been so stuck about work about 
myself, but I definitely think it is a good direction to go in. More people might 
be able to relate to it because it is not so centred on myself. 
Just the nature of layering diffuses the image in any case, it creates air between 
the layers and opens up interpretation compared to a clear-edged image by 
shifting with the movement of the viewer, so there is a bit more interplay between 
those two. 
How did you find the process of the conversation with Craig? Do you know 
Craig? 
No, I have never met him before - he was really lovely. I loved it; I think 
everybody enjoys an opportunity to talk about themselves for half an hour!  
Did you find it interesting chronologically going through your life in art? 
It was great. I felt there were a lot of things that I probably didn't pick up on 
because I have never really had an opportunity to go back that far and 
discuss it all. Then there were just patterns in my own work of when they 
started and maybe how they started - so I thought it was really interesting for  
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me and I thought it was really helpful. 
Did you feel that you were as clear at indicating things as the notes demonstrate? 
You have read the notes, have you? 
Yeah. I think he got everything down. 
Did you feel clear when you were speaking to Craig? 
I think I did, I probably could have been a little bit more clear. 
It looks like it wasn't difficult for him to get it down, but from my reading of the 
notes you were able to quite clearly relate events and the nature of your work 
and your obsessions. What about the process of going through the various 
categories on the list, there were quite a number of areas that you seem to have 
investigated? 
It was great to see everything that I have tried to do and then there were all 
these other possibilities of what I could do in the future, even beyond this 
show. I think it is definitely something that I am going to hang onto and keep 
looking back on. 
Was there anything on that list that struck you as an area you wouldn't mind 
exploring at some point?  
Definitely, I think it was Curating that was something that I would really like to 
get into. I just haven't really had an opportunity to do so - I have curated one 
show so far. I also really like the idea of Collaboration, I think that would like 
to do that, as well as Textiles. 
So there are quite a few. And one final question, were you happy with the space 
you were allocated? 
 Yeah, I was really happy, mainly because I got a wall. I thought I don’t know 
what I am going to do; I will really have to sit down and think this out if I don’t 
get a wall.  



GRID #17 
Conversation between Hamish Macdonald and Craig Burgess 
 
Craig Burgess: Why do you want to be an artist? 
Hamish Macdonald: It’s something I never really thought about initially - 
maybe towards the end of high school, or getting to those years where you’re 
thinking about what you want to do. I just fell into it. I was interested in science 
and all that kind of stuff but I ended up getting really involved in filmmaking. 
And I think I naturally got interested in art. 
It sounds like it was quite supported as well. 
Yes, if anything I ended up in places where it could be fulfilled as something 
of an interest. And now it’s more serious because I’m studying. 
Can you imagine doing anything else? 
Yes I could. I could imagine doing lots of different things, and I do want to do 
lots of different things. But they are all things that would be in the creative 
industry. I wouldn’t say that I’d like to be a lawyer or something, but I’d like to 
work in areas such as filmmaking, music and I really like architecture. I like a 
lot of things. 
This is your space – number 17. They’re all the same size and your space has one 
wall and is surrounded by two other spaces and a corridor. It’s a 30cm corridor. 
With the practice possibilities that you articulated with Sandie, have you decided 
whether you’d want to pursue something that you’re already exploring or 
whether you want to engage in some of the areas – like performance - that you 
haven’t explored yet? 
I was thinking of how I could work performance into it somehow but I decided 
not to because it is a show that has a certain duration in the space. A 
performance tends to be temporal, it would have to be on the night and then 
you’d have some post-performance documentation in the space. This year I’ve 
been working with images mainly and sculpture, installation. Recently I have 
just been focusing on the images so I thought I’d take the opportunity in this 
show to do a sculptural work. 
So it’s an area that you’ve worked in before but it’s not current to your practice. 
Yes – it is within my practice but this new work that I’m doing I want to bring 
the sculptural element into the presentation with the photographic works. 
Do you have a sense of what the work will look like? 
Yes I do. I’ve got quite a lot of interests with my work, but I’ve been thinking 
about things in terms of an archaeology or a pseudo-archaeology so I’m 
attracted to this idea of creating artefacts – not actual historical artefacts but 
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the notion of artefacts in the realm of archaeology and the treatment of those. 
I want to have some kind of giant concrete block or a slab. Obviously it has to 
fit within the grid, some kind of chunk from a building. 
Would you fabricate it? 
Yes, I would make it. And what I want to have is an object, or multiple objects 
that are somehow embedded in it – so it’s like a rock matrix, geology. I was 
thinking about the possible types of objects that I want because I’m interested 
culturally in pseudo-science and conspiracy theories. So I want it to be a 
cultural artefact, and one thought was having this new-age spiritual book 
somehow embedded in this architectural chunk. So it could be from some site 
but – what the hell happened? – How did that happen? And that’s why I want 
it to be quite specific – not just any old object. 
The object has grown around the book. 
Yes. I was thinking of scenarios of natural disasters how everything – materials 
and objects in a location – comes together. With this I want it to be this 
refined artefact and it gets that kind of treatment as it would in archaeology. 
Would it be made out of concrete? 
Concrete and steel maybe but concrete’s very heavy. It has to look like it’s off 
the side of the building or something recognizable with a built structure. It’s not 
going to be very big. 
How big do you see it being? 
Chest height. 
Would you control the archaeological reading that you were talking about 
before or the way it would function as an artefact by its display within the grid? 
I think the grid’s handy because I’m quite literally going to place it in this 
designated space.  
Quite centrally? 
Yeah, the grid’s handy in that sense because it’s an organisation – I mean 
there will be all kinds of different things going on in other people’s spaces. I 
think of the organisation with science – you know how with archaeology things 
are laid out and archived and mapped, and so I think that if I just place this 
object in this space it’s simple. 
It activates the whole space – makes it function in that way. 
Yeah, I’ll obviously have consideration for the lighting. Conveniently there’s a 
light above my space. 
So the whole exhibition, the grid show becomes – via your work – a kind of 
scientific display; it uses those systems. 
Definitely in museums like MONA in Hobart they have old art, archaeological  
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artefacts and then they have new art there as well. Artefacts are different – 
the treatment they require as being really precious. 
With artefacts there’s a similar relationship with the viewer in that they’re 
untouchable, but there is a sense of fragility. 
I guess it’s because this object embodies a lot of time that it’s gone through 
and there’s still that sacredness or distance, with contemporary art objects 
they are made now and that kind of distance is because they’re valued as 
philosophical things. 
As opposed to having a lifespan. 
Yeah – what’s the name of that course at Melbourne University? 
Conservation? 
Yes Conservation. There’s an entire area of study or science that is concerned 
with the questions around those artefacts. 
I met someone recently who conserves digital sound and video. She’s doing that 
course – the Masters of Conservation. It’s mind boggling to think that whatever 
is made then has this secondary system behind it that then attempts to keep it 
forever. I guess with film it’s a different thing, but she was talking about with 
digital media how you constantly have to reformat things so that storage devices 
don’t become blocks of machinery that have no function. 
It is interesting because I remember Edward Colless talking to one of the 
directors of ACMI, and he was saying ‘we’re undergoing this process of 
digitalising our whole collection, so old film stock. But in a scale of 1 to 10 of 
the longevity of things, putting things onto a computer is probably down at 
around 1. The things that really have the most longevity are the most primitive 
basic things. Those paintings in the caves in France have lasted the longest 
because all other contemporary materials like plastics, things stored on film, 
celluloid, or digital materials, all have a lot less of a life span in the long run. 
Things have gotten quicker and they degrade quicker too. So did you have that 
idea from the start of thinking about this project or were there a few things that 
lead you to that place? 
I was thinking about some other things – I really did want the opportunity to 
do a sculptural work that fits into my other work – but what could it be? It’s not 
an actual artefact; it’s an imagined document – a fantasised event or scenario 
from which an artefact is recovered. 
So you came to the project thinking about a philosophical space and then that 
object came to exist in it as an idea – as opposed to having a few different 
ideas. 
I do want it to be contingent to my work. I do a lot of research in lots of different 
areas and I produce images. They could be like scientific documentation but it’s  
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always left open or ambiguous and what I’m trying to do is establish this 
underpinning possible narrative. So narrative is a part of it and there’s the 
ambivalence because I want it to be these non-real events. It comes a lot from 
my interest in film making, but I also really like documentary or things that try 
to map actual scenarios in the world and so I see the conceptual formula for 
what I’m doing as a collapse between those two but using that process or 
narrative.  
How did you find talking about your history with art or your biography? 
I found it really interesting. It’s always a good experience to reflect, even 
though I’m very young in doing art. You’d think of biographical material as 
something that you do when you’re more established or as a by-product of a 
retrospective. The funny thing is that my family doesn’t really have much of an 
artistic history. I have grandparents that are involved in music – but not 
hugely. 
So seeing yourself outside of yourself was interesting? 
Yeah, it’s good but I’m always interested in how I’m going to sustain this for 
the future and it’s always about planning and being able to make money but 
not being a sell-out. For me I want to be able to do what I like and I want to 
do it seriously. 
So putting things in place. Going back to the work, I like the idea that the work 
you want to make talks about the grid as well. 
Yeah, it’s designating something. A grid is handy as a device that is put onto 
presentation. I think about it in space – space-time – if you can envisage a 
three-dimensional grid through everything. The best one is a black hole 
because it tears the grid. I guess for this project I’m thinking about it in terms 
of an organising agency for objects in this space. 
Shall we leave it there? 
Yeah. 
Thank you. 
Thank you. 
 



GRID #18 
Conversation between Georgina Glanville and Craig Burgess 
 
Craig Burgess: Why do you want to be an artist? 
Georgina Glanville: That’s a hard one. I guess because I really enjoy making 
stuff with my hands first of all. And it helps me work out things in my own head 
about how I’m feeling and stuff that is in my life or I’m experiencing in the 
world. 
So it’s a way of processing things? 
Yeah. Also – not secondary to that, but it comes after – as a way to help 
other people or contribute in some way to the world or society. I know that 
when I go to an exhibition or a gallery and I see work that I really respond to, 
it can be really changing for you. 
It’s a way of connecting to people. 
Yeah – I think when you work things through yourself for yourself then that 
often transcends that and helps other people in a broader context. 
You’re in space number 18, which we’re sitting in. Have you thought of whether 
the work that you want to make follows the practice possibilities you’ve already 
explored or whether it does something different? 
I think Sandie talked about trying to go outside of what you’ve already done. 
Is that something that you want to do? 
I guess I feel like I’m in the middle of developing quite a bit of work because 
I’m studying. So I feel that that’s already extending myself, but I’m not sure if 
that’s staying with what you know. There’s always the same sort of ideas but I 
feel like my practice already changes quite dramatically from one thing to 
another. I never stick to the same thing really. 
It evolves. 
Yeah, it evolves. Even materially, I feel like it’s quite different from the thing 
before. 
So it draws things into it from outside. 
Yeah, or even that I’m quite flighty in that I get attracted to certain things and 
just go for it. I think that’s a problem – I get attracted to so many different 
things and they’re all so different that it can be very easy not to resolve 
something. I guess I’m always going back outside. I don’t know what I know. I 
don’t think I have any skills in one specific area. 
So actually the challenge for you is to stay within something and push it! Does 
the work that you’ll be making for the show fit into any of the categories? 
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Probably sculpture. 
What is the image of the work in your head? 
Well, I’ve been working on some quite large pieces of felt and I wanted to 
make structures that sit underneath them so that they’re these big shapes in the 
space. I was thinking about – because I’ve got the two walls in the corner – 
using the walls as the support structure for the structure that I would make. The 
big thing would come off it and there’s an enclosed space - you can’t really 
see what’s in there. There might be nothing in there. 
So you’d make some kind of scaffolding? 
Yeah, and then cover it with felt or wax because I’ve been working with wax 
as well. 
It would occupy the corner. Would it come quite far out? 
It might come straight out to the edges, which might be weird. 
So it’s like a big mound tent thing. Can you describe the material? 
I’ve been making the felt myself. It’s quite tactile but I want it to be matt and 
solid – not too many holes. I’ve been trying to perfect that. Actually I’ve been 
making it with wool fibre but this time I might get some old woollen jumpers 
and cut them up. It’d be more rough and textured and patchy and not so 
considered. It might go quite high as well. How much are we meant to consider 
other people’s work? I guess we just don’t know what they’re doing. 
That will come into it depending on what other people are making around you. 
There’s a little corridor – a 30cm gap. 
Are people going to walk through that? 
Well, it will be interesting to see what happens because I guess some people will 
work right to the edge of their space – it sounds like you might do that – and 
other people will have a very small element in the space, so there will be space 
around it anyway to access the work. I guess there’s also the possibility of 
crossing the boundaries of the space. Had you thought of that? 
As in imposing on other people’s space? 
Yeah. 
No. I thought the idea was to stick within your own space.  
I guess the idea is to think about what that means – whether you choose to work 
within the boundaries or not. 
Would you have to consult the other person? 
That depends. 
We’ll all be installing in the space together so presumably that would happen. 
If you made it out of wax, would you be building it in the space? 



The Grid Show: A Structured Space, Articulations 
 

 110 

Yes, I guess so. I was thinking because the wax that I’ve been working with is 
quite fragile so I was thinking of learning to weld and then covering the 
structure with wax. 
So it would be something that is prefabricated that you bring in? 
Yes, or maybe a few parts that I attach to the wall. The wire that I’ve been 
working with isn’t strong enough to hold up the felt – it’s quite heavy. 
Have you had any other ideas for the way you might use the space? Have there 
been other things you visualised in thinking about the project? 
I thought about also these wax works that I had on the wall in the crit. I was 
thinking about covering the walls entirely with smaller casts of wax and having 
them all smash to the ground – that could be a nice way to activate the floor 
but also the walls. 
So they’re shells that are made out of wax that are cast body parts. 
Yeah, and then applied to the wall. In the crit I put them up with nails, which 
was pretty shitty but actually it’s really quite hard to adhere them to the walls 
so they started to fall but that kind of worked. That was one idea. I like the 
idea of having the corner filled with this big bulbous thing and that you don’t 
know what’s inside it. I think it sits with that space quite well. 
The internal structure, the frame that your covering is new for you. Actually 
maybe it’s not – just thinking about the work that you’ve made with chicken wire 
to make a structure then cover it or fill it. 
I think that idea always does come up. It’s also to do with my inability to make 
real sculpture; I tend to make these funny scaffolding things and then cover 
them. I think there’s also this 2D / 3D thing that comes in where I work in a 
very painterly way – because I come from that background. And then I stretch 
it or apply it. It’s quite immediate – rather than sculpting something. 
How did you find talking to Sandie? 
It was really good. It’s actually stuff that I’ve thought about a bit. We talked 
about influences in our lives and I’m quite aware of that in my practice. I don’t 
know why. But it was interesting to articulate that to someone because it’s 
usually stuff that’s quite personal, stuff that you’ve grown up with in your home 
or with your family. We talked about it from quite a young age, and I’m 
really interested in that, it’s a really nice idea – to look at that holistically in 
terms of your life. It is something generally that has had an impact in some 
way from zero.  
So it was useful to talk about things chronologically? 
Yes – it was interesting just to articulate what I’d done each year at art school.  
I feel like I’m always looking at myself and can see a thread, but I’ve never had 
to really articulate it in that way where I’ve stepped back and looked at it and  
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seen those unexpected connections or connections that are really obvious to do 
with life events or things that were happening. It makes sense. 
I actually think that stuff in your day-to-day life that you take for granted is 
important too. I think I’m quite lucky because my parents have been really 
active about talking about it with me. 
Your practice? 
Yeah, or the process of making art, just because my mum’s really into it, so it’s 
a connecting point. But I was even just talking to her about my thesis and she 
was asking ‘why aren’t you writing about your work in the gallery and how 
that has impacted on you?’ I would just never have thought of that. I think that 
sort of stuff is really important and you can just overlook it. I wouldn’t have 
even mentioned that and that’s just one thing in that interview. You take it for 
granted because it’s about yourself but actually it plays a role in how you live 
your life. 
Just thinking about the project, have you thought about your work in terms of a 
response to the grid? About whether it conforms to the grid or goes against it? 
Did we talk about that or is it just see what happens? 
We did talk about it in the sense that the show is called the Grid Show and you 
have to work within a space, but I guess it’s how people respond to that idea of 
confinement. It’s a different way of working. I haven’t made work in a show like 
this.  
Neither have I. I think it will be interesting to see how the work will read when 
there’s 20 works, and not a very large space for 20 people and it’s gridded 
up so regimentally. I guess it’s un-curated in a sense. 
The organisation or the structure is the grid and then what happens in the grid is 
up to the artists. 
And the slots are allocated arbitrarily. I think it will be good because of that.  
It’s definitely about an idea first and then whatever happens within that structure 
as opposed to balancing the space or making it look a particular way, although 
that will play a role in terms of the decisions people make when they’re installing 
their work alongside other people. 
I hope that doesn’t so much except for maybe ‘I’m going to put this a metre 
into your space’. 
There might end up being relationships between the people in the space. There’s 
a negotiated boundary. ‘I’m not using any of my space except for a bit of paper 
on the wall so feel free to extend your mass of wax and felt!’ 
I think at art school – at VCA anyway – we’re quite used to working in grids. 
It’s like a factory – we’ve all got our little box. 
That’s true – in Painting definitely. I remember thinking about that when we took  
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down the partitions before the grad show – how amazing it is in that small 
space, all the different work that’s produced. It’s amazing how important those 
divisions are if you’re going to create stuff that’s different to everybody else’s. I 
can imagine it just becoming a big swamp. 
And we sort of know that it does, don’t we! 
Indeed. Shall we finish there? Thank you Georgie. 
Thank you Craig. 



GRID #19 

Conversation between Joshua Stevens and Craig Burgess 
 
Craig Burgess: What is it that makes you want to be an artist? 
Josh Stevens: I don’t know. It came really naturally to me. From a young age 
it’s been something I can do well and I enjoy doing and so I suppose that’s 
why I want to be an artist and pursue it, whether it’s a career or not.  
Did you always want to be an artist? 
No, it was towards the end of school. I thought, life’s too short to do something 
that just makes you money, you may as well follow a passion. Even if I don’t 
turn out to be an artist at the end of the day, it’s at least the first thing I’ve 
done and hopefully that can move on into other careers. 
Are there other things that you’re interested in? 
Not really. Probably going into design or running a small business. A means. 
This is your space. Space number 19. You have two walls and on one side you 
have another person and on the other you have a gap. It’s one of the first spaces 
that you see when you come in. Just thinking about the list of practice possibilities 
that you talked about with Sandie, were you thinking of expanding some of the 
areas that you’ve already explored or were you going to use this project as an 
opportunity to explore something different outside of your normal practice? 
Well, when I saw the list with the first interview it shook me a bit but I think I’m 
going to stick to what I have done in the past because I haven’t exhibited 
before in a manner like this. I think for me it would be most beneficial to see 
how my practice is received in this environment and hopefully down the track 
I’ll want to explore different mediums. I’d like to work in video, but at this 
stage, I think I just need to test it out a bit. 
So the work that you’ve been making is largely 2D? 
Yep. 2D but it’s becoming quite sculptural. I’ve been trialling a lot of moulds. I 
want to get into small-scale reproduction of trinkets and stuff, but I don’t know 
where that will go. 
So do you have an idea of the work that you want to make for this show? Can 
you see it in your head? Do you have an image of how it would look? 
Yes. I think so. I’m disappointed that I’ve got this space because I’ve got so 
many options. There’s no limitations. I feel like there’s a lot of pressure on me. 
After we had the first meeting everyone came up to me and said ‘you get the 
best space’. So I thought I’ve got to do something. I’ve got a power point too. 
You could do anything. You’ve got the bright lights. You’ve got the pristine walls 
that you can drill into. You’ve got too many options, is what you’re saying? 
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I do. I think I almost would have rather had a middle space because that 
would allow me to think of something different. The ball’s in my court but I 
don’t really want it to be. 
You’ve been given the space that is the most conventional; it’s like a gallery that 
would just display work. Curiously, the work that you make also suits that 
environment – just thinking of the collages, for example. The challenge for you is 
either to go with that or say ‘fuck the good space’. So do you have an idea of 
what you might do? 
Yeah. I’m thinking of doing either one or two, or perhaps three large-scale 2D 
works and a couple of small sculptures. I’ve got to filter a bit because I’m not 
really incorporating the floor. 
When you say 2D works, what are you thinking of making? 
I think they’ll be in the A0 convention. I’m going to do a series, or maybe just 
one or two, photos that I’ve taken, that I’m glazing over with resin and 
pigment. Giving a skin-tone pigment to it so you can just see the image 
underneath. The 3D work, I’m thinking of making a mould of a wall-mounted 
lamp and hooking that up to electricity. 
What’s the thinking behind the lamp? 
I’m looking to make things human. I’m putting skin over the image. I want to 
give human characteristics to things not necessarily considered human. 
It’s the opposite of anthropomorphising something, which is superimposing an 
object or a thing with a human quality, talking about a boat like it’s a woman, 
it’s the opposite of that: you’re giving the object human physical characteristics. 
I’ve been looking at that word and I think that I want to give these objects 
these qualities. Would that be considered anthropomorphic? 
My understanding of anthropomorphism is, for example, dog owners who read 
the behaviour of their dog like they’re human. Attributing human characteristics 
to something that is not human. It sounds like what you’re doing is more bodily 
or something visceral, actually something about flesh or skin, something tactile, 
which is about the physical properties of something – either the way something 
looks – like the resin looking like skin or having that quality – or the way 
something might feel. What were you thinking of covering the lamp with? 
I was thinking of making the entire lamp out of resin from a big mould. 
Is it a standard looking kind of lamp?  
No, it’s a wall mount. I don’t know how I’m going to do it, whether it’s a little 
pendant or something I don’t know. I want the light to shine through this thin 
layer of resin. 
So a sense of flesh or skin but also I was just thinking as you were talking about 
the light shining through the resin how light might shine through your ears and  
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has a glow. It’s a paper-thin, skin-thin film. 
I don’t know how it’s going to turn out but that’s what I have in mind. 
In terms of the space then, you’ll be using it as a mini gallery within the space 
where you’ll install things. Is that how you see the way your space might relate to 
the other spaces? 
I don’t know. I suppose. I’ve been allocated a space and I want to fill it with 
work but I just find the nature of my practice doesn’t necessarily consider the 
space around it. It just is. So I’ve been given the opportunity to use the floor, I 
feel like it’s wasted on me because I’ll do a wall if I have the option. 
Especially having the first wall you see when you come in – it’d be silly not to 
use it. 
There is a relationship between the idea of skin and how skin is a boundary, and 
also how the space is divided. You create surfaces that you peer through or look 
through, and this space is divided up into all of these smaller spaces that have to 
be looked through to get to your work. The work that is made in the space next 
to yours might end up being a large concrete block that entirely blocks the view 
from the entrance of the gallery – you have no idea. So that will play a role. But 
there’s a sense of negotiating something or looking through something, 
engaging with something in that way.  
It will be interesting from my space looking through to the back wall. It’ll be 
interesting to see it all set up. 
There’s a lot going on. The process of installing will be interesting too – working 
alongside other people. So you’d have one work on each wall? 
Yes, with the lamp. That’s how I see it in my head. 
Was that the first idea that came into your head when you thought about the 
project or were there a couple of other things? 
I didn’t envisage getting this space, so I was thinking of worst-case scenarios 
of being allocated in the middle of the room. I was thinking how I could use 
the ceiling and use the floor. But then I got given this, so I thought I’d just do 
what I do. 
There is an opportunity for you to do whatever you want to. The space is 
dictating, asking you to do what you already do, which is curious. The challenge 
would be to go against that. How did you find the first conversation with Sandie? 
Good. I found the list confronting because I thought I haven’t done that much. 
Maybe I’m not exploring enough. But it seems to come so naturally what I do.  
Did you find identifying the blind spots interesting? 
I’d need to see it be done in a way that is interesting to me and then I would 
want to incorporate it into my practice before I delve into it. 
If you had got a more challenging space, what are some of the ideas that you  
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would have explored? 
Well I was thinking about using the floor purely, and looking at the technique 
or pouring things onto something and how that might be an option. Or using 
the ceiling to create thin layers of skin, I suppose. 
That makes sense. When you were talking before I was thinking about some kind 
of sheet or skin-like barrier. You can still do that in your space. 
I was thinking about having a wall work and then having a floor piece. I 
thought of the idea of objects that meet human characteristics. The meeting 
point of being a corner – the junction between two things. 
The idea of the corner is interesting. 
I feel like sometimes what I’m doing might not highlight that enough. I want the 
reflection of the image that I create, you can see the white bits, there’s a 
communication. 
There’s something in that idea of two things meeting but both being separate 
because they’re on adjacent walls. 
I was thinking of 1 + 1. 
Do you want to explain that? 
In terms of what I’m doing – taking an object and a human trait, well not a 
trait, a defining quality and turning into another thing. I like the whole idea of 
the meeting point. Ted was saying in a lecture one time about how the corner 
of a house in Russia was idolised and they often put an icon there. The idea 
that it was a sacred place where they put their prized possessions and 
religious paintings.  
Now that we’re looking at it, the most defining feature of your space is the 
corner. 
It’s daunting. 
It seems to fit too. 
It fits too well.  
Maybe the challenge is to make it obvious that the corner is involved, making the 
work relate to the space in that way – how you position your work in relation to 
the corner. 
I was thinking of putting a fluorescent light in the corner. I like in 
Michelangelo’s painting where man is reaching for god’s hand and the 
meeting point of that. I think I do need to think about how I can exaggerate 
that. 
They’re all interesting ideas: two things coming together, a point of contact, skin, 
separation, things joining, the idea of the body, objects, something covering 
something else. It’s a rich area to work in. 
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That gives me confidence. 
They’re at the core of most human experience – that sense of touch, tactility, 
things coming together. There’s something reproductive or at least sexual about 
it.  
I think it will be a good place for me to start exhibiting and learn the tricks of 
the trade. 
This is the first time you’ve exhibited? 
Yeah. 
I guess it’s not a normal first time, in that it’s a space with 19 other people in it. 
Yeah, but it’s bite-size too. 
Shall we leave it there? 
Yes. 
Thank you for that. 
Thank you. 
 



GRID #20 
Conversation between Martina Copley and Sandra Bridie 

 
Sandra Bridie: Now Martina, the first question I am going to be asking people 
today is why they need to make art. 
Martina Copley: I wasn't expecting that question at all. I was expecting more 
specific questions.  
Why would you find yourself making art and why might you not be able to give 
up? 
It makes me think two things, first of all I have heard that from artists - I 
haven't defined myself as an artist for a long time, I don’t call myself an artist 
yet even. I have heard from people, 'It's just what I have to do, I have to do it'. 
It's like breathing, if I don’t get to the studio I get agitated". I hear all of that, 
and I have had a taste of obsessional thinking and activity that comes from a 
commitment to making, for me. I am actually thinking about not validating that 
and actually I would like to be able to make from a very grounded place, 
because that is the kind of work that I like to make, it is important to me where 
the work comes from. I have worked in the art world for some time and I know 
the whirl of that and how it iterates itself and how it can make people feel as 
though they need to compete for some space. I link that a little bit with the 
obsessional kind of approach, that there is a race on and that you have to get 
to the end. I am more interested in finding out how I think, the ways that I 
think, the things that you take for granted, those spaces, those interstices that 
art opens up. 
So it allows you to ask certain questions? 
It's allowing me on a journey of sorts and a journey is a trite way of saying it, 
but it's a process and the more I understand my process within it, the more I 
understand how I look at the world and the world around me and my 
responses and my thoughts. The question of 'what do you want to say?', I can't 
answer, I don't approach it that way, but I certainly can say that I would like 
work to be non aggressive, I would like work to be about opening up a space 
for me and for the viewer. I am interested in what that relationship is - 
between the viewing and the making. 
It allows you to formalise an enquiry. 
Formalise but also open up and experiment, that is more where I am at at the 
moment, I think. 
OK. Good answer. 
Now what is your image of what you are going to have in space number twenty?  
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I have myriad images about space number twenty. First of all, I am picturing 
space number twenty and it's funny because I see it both as a blank space in 
the sense that it is unwritten and it's an opportunity for me to play - I can do 
anything - but I also see it as a heavily inscribed space and part of this 
parsing of the space for twenty people, but I also see it has been written 
because it is a re-writing or re-instancing of a show that's happened before. 
So, the way that I am picturing the space is that it already is an archive, it's 
already a document, it’s already a performance, it's not inhabited though. The 
reason that I did that (considered the previous exhibition) is that I like to 
respond to the conditions, that is how I approach the making. So from there I 
was thinking about retrospective relationships; the relationship between the 
past and the future and how that can sometimes feel burdensome, you can fix 
yourself in this point in between them somehow, or concoct it from them. In a 
way I feel that this project does that - in one way it does that and in another 
way it is propositional, so it is doing two things. So, the work; I would like to 
picture the space by working directly in the space. 
Was there a category that was useful for you to think to? 
A category? Well, it's difficult because, I guess 'spatial relationships' would be 
a category. 
Are you utilising an area that you are familiar with or are you strategically 
stepping outside of that to produce something unknown in a manner unknown? 
I don't really have a familiar area, I always work with a different medium 
and so I will extend somehow, and step from where I am at to where I might… 
I don’t know. Partly the other way I have conceived the space is because 
where it is, it is like an endless spiral, it is an entry and an exit point, so 
someone will come in here (points to the plan on the table) so that will be the 
entry point, then when you are leaving you will see this view. I guess the 
curious will get that side. The idea of the turning - which I really like, the notion 
of the present and of letting go of burden. So they are the ideas that I am 
working with. In terms of materiality, the presence of the work, I would like to 
create a space that people could feel that they could enter, not that they 
necessarily would enter; I started thinking about a cushion on the floor.  
Creating a viewing position? 
A vantage… I am just allowing someone space rather than putting an object 
for them to consume, in a way, or have to form a relationship with, it's 
allowing a space to enter. It is like; if you ask that question what is here right 
now? I would like the work to ask that question. 'What is here right now for 
you in your relationship with this work? To be able to ask that question I need 
to open up that vantage, I suppose. How I do that is something I am working 
through. 
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Have you had a number of different ideas? 
A number of ideas: I have thought about text in a hanging scroll; I have 
thought about using carbon paper to grid up the space, in a sense, a re-
presentation of the space, to picture the space in some way, in a geometric 
kind of a way; I have thought about architectures, creating a fake corner, I 
like the idea of that turning… 
Creating a wall? 
Just with a wall drawing I could do it. I have thought about putting a 
transformed object in there, so literally representing a turning; I have thought 
about just using a colour, so that you get that literal and metaphoric kind of 
reading, that shift. And I still like that idea, I may well do that, in which case it 
will probably be something that connects the wall with the floor, so it will be 
something that leans and probably cloth covered, or the other thing I would 
like to do is experiment with articulating the space that the gaffer tape 
outlines, because I think that's a beautiful shape, it's also a turning and a 
corner and a meeting of the wall with the floor. I might do that simply with a 
hand-drawn line, or I might do it with a graphite rubbing somehow, but 
literally working onto the surfaces, but I am not sure about the floor surface, 
how that will work or translate. What else? The other thing I thought was with 
the white wall - I was thinking of cardboard painting. I have been working on 
some hand-held paintings that can sit as a stack on the floor or you can hang 
them on a nail on the wall. So I was thinking, I might work the surface of one 
of those in white-on-white; a painting but a bit like furniture because it would 
sit on the floor as almost a seat as well as something on the wall that would 
be like a painting. 
When do you think you can commit yourself to a choice? Or, can it be a matter 
of on the day, you have all these ideas churning around or sitting on notepaper 
in a notebook or whatever, and on the day, you install what feels right? 
No, I am not that loose. Not on the day. This exhibition is an impetus to play 
and experiment and I will make some experiments with each of these 
approaches on a small scale in my studio and that really is the working 
process that may lead to what I do in the grid or it may lead to something 
else.  
Are you going to create a trial of it in your space, to the dimensions of the grid?  
I will try first with the materials; play with the materials because often the 
materials dictate to me how I can work. And then I will certainly try a mock-up 
of the space. The work is provisional, but I will come on the day and I will 
know what I would like to do, it is not a matter of me seeing how I feel on the 
day. I know some people do that and it is very brave. 
But that could be strategic for you too, it could be the approach you have never  
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used before, just see what happens - even if it is not instinctual, it is what duress 
makes you do, what frustration creates, or seeing what everyone else has done 
and what space you want to occupy informed by that either in dialogue or in 
opposition to what the others have installed. 
I was wondering about that - not knowing what other people were doing, and 
I guessed that not knowing was a kind of way of making the exercise an 
arbitrary one, the relationships are not pre-programmed. I quite like that 
openness, so I think I wouldn't choose to respond to someone else's work, I had 
thought of it. I like what you said because I think I need to make some shifts in 
my process and that is part of what I am doing here -  
At the college? 
- yeah, taking some risks, really, feeling my way a bit more. But actually, 
deliberately creating the space for duress - I don’t know about that - there 
wouldn't be duress if I decided that I was happy to do it, it would be 
interesting.  
It can create duress if you allow yourself to procrastinate, if that is what you find 
yourself resisting - making a decision - and then you have to come up with 
something at 4.30 on the day of the hang. 
Now, how interesting has it been for you to go through the first part of the 
process with the conversation with Craig? 
It was a bit of a walk down Memory Lane. 
So, you have already thought through your chronology in terms of how it has 
played out in your practice? 
I guess the things I have thought out are the resistances that come from family 
background and early experiences and things - to making, to being creative 
and that sort of thinking. So that I had thought through or at least recalled 
many things I spoke of, but there were some other connections that happened 
while we were speaking, which were really experiences that I had forgotten, 
or people that I had forgotten, that came up. I found it quite a positive 
experience, actually, to talk. 
And reading the notes when Craig sent you the transcription, have you read 
them? 
Yeah. 
And was that useful? 
Less so, I just liked the conversation. And to have the opportunity to talk 
openly about it, making, you know, I had never done that before, no one had 
ever asked me that before. I was surprised at just how much came out. 
You didn’t make new connections with missing links or things became apparent 
that hadn’t occurred to you prior to this? 
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I don't really look for trajectories. I feel the ground for my work comes very 
much from my understanding from where I am at now and, yes, that is 
influenced by what has gone before, of course, but I don't feel that my work is 
developed in that sense. I couldn't trace it; it doesn't interest me so much to do 
that. I feel like, yes, it is telling the story again, but I like that idea, each time 
a re-telling. 
And each time you are telling a different tale, or there is different emphasis. It is 
always interesting to redo the interview if the first one doesn't work, the 
recording device is faulty or whatever. The second interview is often, kind of 
lighter, more discursive and takes you somewhere quite other. 
Yes, it was a little bit like making a list, that conversation. 
Yes, it was very strict, the ones I did anyway, and I tried to steer away from 
conversation regarding personal issues with members of families but rather 
focused on getting these facts down about practice and the influences of familial 
figures on this. It was not to be a therapy session, more a listing. 
But it can't help but be a therapy session, because you are re-examining 
relationships and it's a very intimate space. 
You are held in abeyance there, too.  
But it was pleasant. It was, as you said, a stepping off point, or it could be a 
stepping off point. 
My intention is for these conversations to function as a history, as in a medical 
history, where we can get the sequence of events to allow a strategic way of 
making choices about where to move to next, for those who might find that 
interesting. In other projects I have done, the list making meant that they had to 
choose one of the un-investigated categories on the list, so participants were 
forced to act differently, whereas for the Grid Show, there was a choice as to 
whether you continue in an area you are familiar with or explore a new area for 
the work you produce for the exhibition.  
I didn't really understand that from the interview but I see that now, because 
my questions, I guess were, what was the impetus for the project. I understood 
it as an iteration of a previous approach and I read the book about the 
history of the George Paton gallery, I understand it in that context. But as an 
opportunity, perhaps, for artists to explore a different area of their 
practice… 
It's essentially a pedagogical project; it's the way I work. All of my projects have 
had a similar structure, which are then enlivened and of course differentiated by 
the participants involved, though there are slight variations to the structure of 
each. The other specifically gridded project I did was for an artist's residency 
project in Birmingham in the UK. It was a curatorial project, in that the 
participants were Curatorial Studies students. It was extremely fast tracked, in  
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that in a mere week, the participants had to come up with their idea, install and 
then the show was open to the public for a month. The participants found that 
they needed to act before they could thoroughly think out their curatorial content 
and approach for their small space, which was extremely challenging. I think it 
was really good for them to bring something real into the gallery space, as 
opposed to a hypothetical piece, in such a short space of time. The interview is 
central aspect of my practice and it seems to do some work for the people who 
engage in the interviews. It is useful to stand outside your practice and see how it 
works from that vantage point; from here you can make different choices, or 
understand something about the way you make choices about what you make.  
The way I think about it is the thinking in the making and that's really how I 
would describe what I do. But what you said to me about just fronting up and 
doing something actually quite excites me because sometimes a heavily 
weighted kind of thinking can be a burden and that may well be the burden 
that I am talking about. 
It seems to me that the hybrid aspect of your practice is the constant and the 
singling out or the emptying out of rumination may be something that becomes a 
strategic new area to investigate, if you were looking for gaps in your practice 
to explore. 
Yes, because often in the work that I am trying to make - I have been making 
these absorption drawings working with the materials as they behave the way 
that they behave. There is a certain element in the work where I let it happen, 
it shows me, and I quite enjoy that, I do look for that. 
A good question is always, 'what do I want to do?', not 'what do I feel like I 
have to do?' 
Yes, and I can do whatever I want to do. 
And you can! Is there anything else you would like to say? 
No, I don’t think so. 
It sounds like there are lots of possibilities there. It will be interesting to see what 
appears. 
Thank you. 
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