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#1 

So, I’d like to talk about a number of things that were in the very early years, 

because in the very early years the gallery looked very different, it had, erm, it had 

three foot deep coffers which were unstained so it was creosote colour. Erm, and 

the lights were hidden up in it. So there was no way of lighting all the work on the 

walls which made a really shadowy kind of…and the coffers were 4 metres high, the 

bottom of the coffers were three metres high where the ceiling eventually ended up. 

But actually the lights were hidden up there at four metres high so it just created 

all these shadows everywhere and erm, so we did a lot of very melancholic and 

alchemical type shows, mysterious kind of shows and there are three that stand 

out in my mind particularly from the very early years.  

One was Hamad Butt of course, the ones that stand out for me, one was Glen 

Onwin, who used alchemy, and the third was Richard Nonas. And they were all 

installations actually, in a sense, so er, I was very involved in making. So I have a 

particular memory of that. And on the opening day, it looked sensational because 

in…in all three cases, the internal walls were taken down.  

Erm, when I moved, when I started the gallery…when I came to the gallery, there 

were three internal walls, like, a kind of ‘I’ Shape, erm, and they were taken down, 

which was quite unique so you had this kind of huge huge space, and Glen Onwin 

had done a piece…he’s very interested in alchemy and he’d done a piece at Henry 

Moore Foundation a year or so before and so he created, erm, a…a fantastic 

installation, we’ve got…we didn’t produce a catalogue unfortunately, not referred to 

it or anything. But it was fantastic and he, he created the largest abstract 

expressionist piece of work in the world, yeah, it was the size of the gallery, yeah. 

And…I don’t know whether it’s the largest in the world, haha, but it strikes me it 

was! And, it was made with, er, molten Tar, so my job, my, er, he gave me a lot of 

jobs during the course of this show, er, but one of the jobs was to melt, er, three or 

four hundred weight of Tar in a Tar melter, and I would take it in, buckets to him 

and he would splash it all over, and of course Tar…it’s not called 

Tar….Bitumine…Bitumine never sets. So it was a living work, and it was probably 

40 feet by 20, something like that, in size, but that was only half of it, because 

there were other things around the walls, which were all related to…it was called ‘A 

Chamber of the Moon’ which of course the gallery was a chamber of the moon, 

because it was dedicated to the tidal system of the Solent. So it was dedicated to 

the Solent, he dedicated it to the moon.  

There were a lot of things in the gallery, erm, and the weekend before the opening 

of the show, he gave me, erm, I don’t know whether he was joking or not, but he 

gave me a little water pot, and said I’d like you to get some sea water from the sea, 

but I want you to be at least 100 feet, 20 yards, out to sea. I don’t want any…I er, I 

duly did this, I went to Muderford, I went swimming, er, with this little bottle 

hanging off me and I got some water from 100 yards, or 100 feet out, I can’t 

remember which it was now, and brought it back to him and he, he displayed this.  
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There were phases, around the curved wall, there were phases of the moon, 30 

cylinders that had the different phases of the moon from day 1 to day 30. Sorry, 

spheres, that were painted, they were like giant marbles or something painted in 

erm, light or dark. So, it was a fantastic, fantastic experience being involved in it. 

And in fact, a chap called Robert Hopper who used to run the Henry Moore 

Institute who died sadly, subsequently, er, but he did the same when he installed a 

thing called ‘As above, so below’ in erm, in Yorkshire, erm, where he was involved 

in mixing up the cement and all that sort of stuff. So, Glenn really wanted people to 

be involved. And I was very involved in that, as I say, and it was a fantastic 

installation, we actually got some money and I just couldn’t do a catalogue, he was 

very cross about that, and I’m cross about that looking back that we don’t have any 

record of it at all, it was a fantastic piece of work.  

It was dominated by this thing in the middle which was almost the size of the 

gallery, even though there were lots and lots to look at around the walls, erm, the 

other thing he did was make an abstract expressionist painting which…out of 

throwing salt water…he may have used the salt water that I brought him to make 

the painting and he threw it on a canvas, of course salt and canvas don’t go, 

obviously it probably rotted a long time ago now. But it looked like an abstract 

expressionist painting because as the salt water dried it left salt crystals on the 

surface and salt is very much an alchemical material so the whole thing about 

alchemy and mystery was there for all to see, everyone sensed it in this dark, 

shadowy space. Erm.  

The tar was on erm, you know you get those rolls of card..thinner than board, rolls 

of cardboard I suppose. Three rolls, so it was three rolls wide, rolls about that high, 

spread across the length of the gallery, they were on pallets, and they were stapled 

to the pallets and then the tar completely covered the surface of them. I think we’ve 

got pictures of it somewhere.  

The second is Hamad Butt, he was experimenting with creating a Chlorine piece as 

a result of his Goldsmiths work, at Goldsmiths his final piece was called 

‘Transformations’ which has glass books which you couldn’t look at directly 

because you had to wear protective eye shields and the glass books had all sorts of 

inscriptions on them and he’d previously made a piece about er, blow flies being 

born, then being attracted to the light and getting zapped at the other end, so 

they’d get born and die, so he was very interested in that relationship. He wrote 

this fantastic essay for Goldsmiths which apparently was the most erm, the 

highest, got the highest score for any essay that any artist had ever done in 

Goldsmiths history. He was a bit of a genius.  

So he was already working on this next thing, the chemicals, when I asked him to 

do the show. He made it into a site specific installation that relates totally to the 

shape of the gallery so again we had to clear out the walls. If you think about it it’s 

a triangular space and there were three sculptures in it and it was all based on 

triads, so, the triad of…the three chemicals were the three major halogens in the 

periodic table, Bromene, Iodine and er, Chlorine. Three major Halogens have, these 

three chemicals have secondary colours on the colour chart, not the primary 
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colours but the secondary colours, so light green, rotten orange and intense violet. 

Erm, there was…one was a square, one was a circle and one was a rectangle. Erm, 

and he also had a great sense of humour for example, what most people don’t 

know, because most people don’t think of it as a John Hansard Gallery site specific 

installation, which it was, then it came to Tate of course. The Tate remade the 

chorine piece I think because we had 9 I think, 6 or 9, I can’t remember how many 

we had, I think it may have been 6 glass spheres and they did 12 at the Tate. And 

the Jacobs ladder which was the iodine piece was in a ridiculous cast iron box 

holding the glass pieces, it was huge, and at Tate gallery subsequently they had 

much lighter things, like a Jacobs ladder it was held up by the ceiling, but ours 

was in this huge big iron box. So for instance, we were worried about the safety 

aspect of the thing, erm, it’s not as unsafe as you might imagine, Chlorine for 

example, Chlorine which is mustard gas, it was disastrous in the trenches in the 

first world war because it’s heavier than air, so it falls to the lowest point so you 

won’t die if a glass broke, unless you were very…it turns to hydrochloric acid when 

it gets wet, so erm, it sort of rots your lungs of course, if you’re daft enough to 

breath it, but it couldn’t happen in a gallery if a piece smashed, you’d just leave 

quickly. But Hamad put Asbestos erm, safety masks, er, Asbestos masks and 

safety equipment all around the walls and we were worried about people crashing 

into the glass so we put erm, put fences around it, but they were made of very 

delicate glass! Which was…haha.  

There were lots of other things as well, for example he was interested in Davros, he 

wanted the catalogue to be on the front, Davros, I wrote to the inventor of Dr Who, 

and they refused to allow it because it was obviously AIDS related. Davros was the 

king of the Daleks, whose mission in life was to destroy all human life on earth, 

which obviously Hamad with his disease thought that was a precursor to erm, what 

was happening to human beings at the time.  And no one knew, he didn’t specify 

that particularly but. And also, he refers to John Wyndham’s Day of the Triffids. 

Who also were out to destroy human life on earth. So there’s that relationship going 

on, so he was a very clever person and he related popular culture and intellectual 

ideas and science er…very much so.  

And the installation…alchemy…what we used as a card was a wood card from 

Heironymus Brunschwig, a 16th century artist who’d done a woodcut, which was an 

alchemical machine for making water or something but it looks like a ring of 

penises ejaculating into the central thing. If you look at in the catalogue it does 

look like that. And this was his…and the poster, we’ve got posters still, his 

relationship, because he was a polymath, his relationship between science and art 

and alchemy and popular culture and…popular culture in the sense that when he 

died we never produced a catalogue at the time but we produced one after his 

death erm, which he’d left me instructions to do in his will pretty much, and 

Davros being on the cover was the first, it was the one thing I failed to do. But 

what’s on the back cover is, there was a very famous Bollywood film, I can’t….about 

family relationships, the bride gets jilted and the..in the…it’s a muslim, Islamic 

celebration and she gets jilted, the Bridegroom clears off, doesn’t turn up so she 

gets all the glasses on the table and throws them on the floor and does this ecstatic 
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dance on this broken glass and he wanted me to create a hologram, he was 

becoming interested in holograms at the time anyway…well she perpetually circles 

forever and ever. I managed to achieve that. Hamad’s art dealer was a bit of a 

friend, I was very sad when he died… but we made an odd couple cos he went 

around with erm…I always wore a tie and suits at the time, he’d wander around 

with… flak jackets and stuff or…he had a suite made by a chap called Anand 

Zenz…he made three pin stripe suits, they’re beautiful dark navy blue pinstripe 

with...with pinstripes in them, but the pinstripe was made up of the words ‘FUCK 

ME FUCK ME FUCK ME AAAAH’. We went to the ICA one time and he was wearing 

the suit and no one got close enough to him to read it but… 

So the third one that I was going to talk about just quickly, still part of this 

melancholic thing was erm, Richard Nonas who er, did a show called…long time 

ago this was…I refer to him in the catalogue but…er…Thick making…I can’t 

remember the exact…he was and is…he’s probably in his 80’s now, I think he’s still 

alive, he made installations, repeating installations using RSJs or 

whatever…repeating periodically…and actually he made one fault which people 

often make which is that there was too much of it because it would’ve been lovely, 

he decided that, he did some research, I became friends with him because he did 

something in Vienna when I was working a lot in Vienna er, he did some research 

and found out that Southampton is near to Eastleigh and Eastleigh was the centre 

for the stuff that goes with railway…it was Britain’s centre for the production for 

wooden railway sleepers and that sort of…railway track and line, I don’t know 

whether it still does it now. I think Dan’s A space has taken over what was the old, 

there’s a lot of bits and pieces going on around there but the central headquarters 

was…so we borrowed some sleepers from them...er and he made an installation out 

of them. He was one of the most professional artists I’ve ever worked with, I got to 

know him, he was a good friend of Gordon Matta Clark…er, I asked him to do a 

show and he said yes. I asked him to see the gallery about 6 months before the 

show came and he had all these ideas of things he wanted to do and hadn’t even 

contacted me for the following 6 months…the show was like, happening next week, 

and he came, he’d already talked to the people at Eastleigh and found a 

reclamation place where he could get a whole load of roof slates, er, which he put 

around the walls, erm. Two roof slates, put a nail through a nail hole, so they fall at 

whatever, they’re all the same sized slates but they fall at different positions 

depending on where the holes are, which is a lovely idea. The sleepers were 

arranged in a semi-circle fan shape, and you’ve got to remember that with these 

dark ceilings, it was almost the same material as a railway sleeper. When we 

borrowed the railway sleepers the chap at the railways said erm, “I don’t want you 

carving into them or anything like that!” and we said no, we’re going to lay them 

down! Railway sleepers get sold for gardens and stuff, they’re hard to come by now. 

That’s one thing, it was a fantastic installation when you went in to see it.  

He was in this wonderful space, that space has never been recreated, the gallery 

has always been a wonderful space and a space…in a way it’s sad to see it go really 

cos it’s, as beautiful as this is, it’s sad that that no longer exists really.  
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I’ve always had a strong interest in melancholia, melancholy, I was going to do a 

melancholy show and I never did it, it was going to start with Durer’s etching called 

‘Melancholia’ but I didn’t do it in the end, but they did that show, not my show, but 

they did, it was also called Melancholy or something but they did it at the 

Courthald institute and it started with the Durer print.  

For me it was about mental states, it was a space made for, in the early years it 

was a space made for thinking about melancholy thoughts I suppose. Melancholia 

isn’t a sad thing you know, it isn’t automatically related to depression. Have you 

ever read Joseph Conrad’s Heart of Darkness? It’s beautiful because, erm, a boat 

was travelling in Africa through unchartered territory erm, and he says “I’m sitting 

on the Deck and I can see our boat as if I can see it from 100 yards in the air and I 

look down and we look so vulnerable it was kind of a melancholic thought but not 

an altogether uncomfortable feeling.” That says it all for me, it’s melancholic but 

not depressing. He’s a perfect writer.  

I think when the gallery changed with all those tall doors and all those ceilings 

blocked off, which made the lighting much better and made it much brighter and 

lighter and all the dark wood that was exposed was painted, a lot of it done by Ros 

and me ourselves! It effects your negotiation of the space, there is no obvious way 

around when you walk in, here it’s pretty obvious where you go isn’t it, erm, there, 

there was no obvious way round, no beginning and end of shows. I always felt very 

much like an exhibition should be curated in a sense that you can stand 

somewhere and more or less see it all whereas now-a-days you’ve got all of these 

Biennales and stuff where you’ve got no hope in knowing that that’s over there or 

that’s over there and they’re all related. I think it’s nice to know that curating is, 

even if it’s two or three rooms its small enough to negotiate. All of these new 

galleries are so big and vast. If you go and see a traditional exhibition at the V&A 

you want to be guided, you’ll read the text at the beginning, you’ll go and follow the 

route through to the last, and we never did that. People found that very confusing.  

One thing that is interesting, after the dark years, one thing that’s really interesting 

is that…in the circus you have the person who does the high wire act, and when 

someone else is on he spend his time cleaning up the horse shit. Round the back. 

And that’s the way…it’s all about spectacle and everything is perfect and glamorous 

whereas behind the scenes it’s all filth, you know, even their clothes are fantastic 

and perfect but they’re shovelling the mess out the back. The gallery is a bit like 

that really, the gallery was a bit like that, in that, on the opening night the floor 

had been newly painted and it all looked perfect and sparkly and that’s a fantastic 

thing I think. I’m not suggesting we were shovelling shit behind the scenes but kind 

of…hiding all the rubbish.  
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#2 

One of my first memories of the gallery was that I came to see the exhibition ‘Live 

art on Camera.’ I came for an interview before I got the job at the gallery and, erm, I 

saw the exhibition ‘Live art on Camera’ and one of the first things I remember as I 

came through the door…was that there was this, there was a table with 

photographs that you could physically, sort of rummage through and I really 

enjoyed the, sort of, tactile nature of that and feeling like I could create my own, 

kind of, experience with that. Erm. And then, the next thing that I really remember 

about it was that…I went into, they’ve got a little dark room at the back of the 

gallery, it was kind of, er, one of the small projection spaces and, erm, it was big 

enough for just really me on a bench and there was this amazing film of a lemon… I 

can’t remember the artist or who it was by or anything like that…all I remember is 

that there was a kind of…this huge projection of a lemon, that was almost sort 

of…celestial, it was, kind of, taking up the whole screen and you could see all of the 

little pores on the lemon and, I don’t know, it was amazing because it was dark 

and…and the way that the light source moved kind of, erm, made it seem like it 

was sort of, I don’t know, like the moon in its phases or something like that. It felt 

kind of profound in a weird way. Erm. And it stuck with me, it sort of stayed with 

me and I did my interview and I wasn’t quite sure how well that’d gone and I was a 

bit nervous and it went very quickly my interview, so, er, when I got back on the 

train to go home I was kind of rethinking it all and it felt like it’d happen really 

quickly, erm, but all I kept thinking about was the lemon. And I kept sort of 

thinking about the lemon and wondering about my interview and then thinking 

about the lemon again and the lemon just kept popping back into my head because 

it felt somehow as if, like, even if, I don’t know, even if my interview hadn’t gone 

well, that my time wasn’t wasted, cos I’d really enjoyed this piece of work and it’d 

really transported me somewhere and I felt like I would always have that lemon, or 

something. I don’t know. Sounds silly.  

I just really love being in a darkened room and the old gallery leant itself to that 

kind of film/ projection/installation stuff, so sort of, immersive experiences that 

make me feel like I’ve been transported somewhere else. The space gets 

transformed each time, so even as someone very familiar with it, it completely 

changes my perception and makes me feel like I’ve gone somewhere else, um, and it 

just feels kind of like this wonderful energetic sort of feeling that you get when you 

feel inspired, erm, and you kind of want to go away and make something or it just 

makes you go away and have this changed perception of your day, you day has 

been altered. I feel like it’s an energy transfer or like, it’s sort of sparks something 

in you, it’s kind of like a catalyst or like a little spark or a flame or something like 

that, kind of makes you want to go and do something or just makes you think 

differently. Kind of like, changes your neurons or something, I don’t know, I guess 

a lot of stuff in life does that but, but, art for me always kind of does it in a good 

way because, I don’t know, just I guess I’m familiar with it as well, as a feeling.  

Being involved in some of the installations in the past, I’ve just had a small part to 

play, and then to see the space transformed afterwards and, erm, yeah like the 

room that had all of the foil in it and it changes the way you move through the 
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space and you know, just having objects there or sort of, the Torsten Lauschmann 

piece was really beautiful and there was a, sort of, movement sensor that kind of, 

triggered off an, erm, it was a, there was a, sort of, snow machine and it was in the 

darkness and the snow would come out and then this piano would start playing 

and it was kind of, almost like your presence kind of, changed the space 

immediately and made it this weird sort of, fairy tale, kind of, environment. I really 

enjoyed that, that was one of my favourites. And just, that combination of sound 

and you know, visual disturbance and sensory, like almost, all of your senses were 

like, triggered by that piece, it was quite nice. For me, that’s just the excitement of 

just going out on my lunch break from the office and into this other room where all 

this amazing stuff happens, it changes my day, makes it better somehow.  

I like to feel like I’ve been affected by my surroundings and that, I’ve kind of entered 

an almost different state of mind, I’m not trying to make it sound really pretentious 

I just think that it, that for me, I like that, that sort of transcendent, even if it’s a 

bad sort of work sometimes, I quite like, you know, watching a bad piece of work or 

something that I find problematic because it’s still makes you think doesn’t it? I 

really like simplicity and singularity and sometimes that’s my aesthetic. It 

sometimes feels like I do have a bit of a tendency to get overloaded by the world, I 

kind of get a bit anxious and I quite enjoy something small being elevated to this 

kind of, magnificent status, it kind of, makes me feel like everything is ok, like, it 

sounds really stupid to keep going on about this lemon but you know, I totally, for 

me that felt like it made sense of the world, it made sense of something. For me, I 

would look at a lemon and be like, that’s beautiful or an egg or something, you 

know. It sounds silly but maybe it’s something that people with different brain 

wiring like, people on the spectrum or something, other people might appreciate in 

different ways to the, sort of, how you would say, someone, I don’t know where I’m 

going with this, you know what I mean, some people are wired differently and they 

maybe have a, a, heightened appreciation of these things and I think it’s quite a 

nice thing to look at that because most people wouldn’t normally care or focus or, it 

just draws your attention to the things you might miss maybe. 

I can’t actually remember for sure which exhibition the lemon was in, for me the 

lemon isolated itself from the rest of the show and I kind of didn’t care about the 

rest. You can get something out of something on many different levels can’t you? 

You can get something out of it on an intellectual level or you can get something 

out of it in a holistic sense like you can put it in the context and it’s an experience, 

or you can just merely appreciate things for their materiality or, like, their colour, 

or their texture and I just think, whatever you kind of feel like you’re getting out of 

it, it’s still worthwhile.  
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#3 

Its difficult in a way to 'emote' about so many of these shows when so much of 

what one is doing is totally driven by a sense of 'refined delivery' of the art itself... 

installing it in  gallery context. Trying ones best to prep up to strict parameters.... 

personally I found it pays to look at the thing as an interrelated set of challenges, 

detached in a way from the art itself.... some of those challenges are known and 

some just aren't!... but I guess in the end one has to remember that the gallery is 

simply a custodian of sorts for the art and one better get it right!!...so often I tend 

to make a feeble attempt at not looking at the 'Art' with a capital A...and look at it 

during install as a set of issues, so it’s nice to be able to slow down and reflect on 

the content of these things a little.  

It’s hard to rationalise what happened with Nancy...we somehow hit it off...perhaps 

through shared interests, who knows. I don't want to really try and rationalise it 

too much. She knew that I loved both her and Smithson's work. It was a rare 

occasion and to be honest I try not to 'encourage' it too much during show set up, 

focused as one has to be on nuancing the delivery of it, fried brain cells worrying 

about a million things, rapidly draining batteries and all that!...so it’s nice to be 

able to put those worries to one side and reflect back on what felt like a special 

occasion. 

I've been a huge fan of Robert Smithson's work all my creative life and shared an 

interest in earth sciences and palaeontology. His writings on the making of art, 

with a specific leaning towards entropy were very influential to me, and I still 

regard Partially Buried Woodshed, 1970, as a 20th Century masterstroke..... 

socially and politically resonant of its time, whilst also powerful in a 

material/sculptural sense. It seemed to chime with late 60's counter culture, 

protest riots and so much social breakdown of the period, whilst being sculpturally 

extrovert. 

Absolutely embedded in the construction and installation of the Chalk Mirror 

Displacement piece at JHG, working alongside Neil Scriptunas from the Smithson 

Foundation, was not only an art handling highlight, but exciting from the logistics 

perspective. Driving to the chalk quarry in Oxted, Surrey, where Smithson and 

Nancy had originally been to source the material for his sculpture in 1969 and first 

made the Chalk/Mirror Displacement sculpture in site specific situ, was nothing 

short of utterly wonderful. Spending the day carefully selecting and collecting the 

material in order to recreate the sculpture somehow felt a privilege. Hot and dusty 

in the bowels of a chalk quarry, compressed fossilised sea creatures turned to 

bleached chalk after millions of years...primal, deep time forces, transformed into 

conceptually challenging artwork which are still as potent, forceful and resonant 

now as the day Smithson's Nonsites were first conceived and realised. This journey 

to gather the raw material from an exposed fossilised seabed in Surrey was of 

course followed by the recreation of the sculpture at JHG. The UK is arguably the 

origins of paleontological sciences and Smithson knew this; it added an extra 

dimension and frisson to his time here...he always went directly to the deep time 

source, no matter how extreme. Geological authenticity was paramount to him and 
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endowed the work with a stimulus of intellectual rigour and wonder. The 

conceptual beauty and sculptural acuity of Chalk Mirror Displacement, somehow 

taking its minimalist sculptural configuration and layout from the face of a time 

piece, invited you to reflect on the very matter of the earth, whilst altering the way 

we engage with landscape and thoughts about scale and time.  

Smithson was an 'organiser' interested in taxonomy and classification and its 

potential application to visual language, I think this is what made him a great 

sculptor. I first became aware of Smithson as a school kid, not in fact as a sculptor 

but as a painter. In 1959, the year I was born, he had made a number of 

dinosaur...what later became known as the 'monster' paintings, channelled as they 

were through his response to Barnett Newman and Jackson Pollock... biomorphic 

forms locked within grids and loose painterly geometric layouts...visual themes that 

were to resonate right through to his later works. Basic chunks of lumpy mineral, 

chaos and order in close proximity, a small bit of the carboniferous period enters 

JHG. TS Eliot's "I'll show you fear in a handful of dust" seemed to anchor this piece 

to the gallery floor, mortality materialised. Art as wonder, art as terror. 

I sat with Nancy during exhibition set up, looking at the films that we had just 

installed...As we sat watching her movie Pine Barrens filmed in New Jersey in 1975 

she was recounting experiences with "Bob" in the making of the films. Meanwhile 

on the audio the 'loons'...(slang for the North American/Canadian Common 

Diver.)...let out that unmistakable ghostly call...if you've ever heard it, it has an 

otherworldly, mysterious quality... it makes the hair stand up!...I've heard the call 

myself a thousand times before in the Canadian back country...I had a profound 

sense of deja vu. Nancy told me that local myth about the Jersey Devil haunting 

the area and the lack of a 'view' whilst trawling through the high reeds had scared 

them a little, and had partially informed the decision to compositionally craft the 

movie in that very claustrophobic kind of way! 

Switch to Smithson, Nancy and Michael Heizer in our exhibition film Mono Lake 

1968/2004...three of the very 'coolest' looking dudes!...beaten up vehicle, dust and 

flies on the wind shield, endless road trip on beaten up corrugated dirt tracks into 

the American wilderness, burning holes in the road map... what's not to love!...it’s a 

sensory overload...Smithson in cowboy hat and snakeskin boots, beating off the 

brine flies as he walks the salt crust perimeter of America's geologically lowest 

inland lake…It's a primordial soup. Scaling the sides of dusty buttes, scooping up 

handfuls of the sun baked badlands cinders into sacks, to make another Nonsite 

sculpture someday...you just knew this guy was totally the real deal and when he 

went feral, something utterly wonderful would result...I warmed to the intimate 

'home movie' nature of it all...no pretences, shooting with meaning and conviction, 

the desert wilderness doing the work for them...all helped along with a Waylon 

Jennings tune or two!...You could just sense these three individuals were going to 

turn into art giants...as it transpired, it all became sculpturally seminal work. 

I humbly felt that I had somehow made a 'connection' with Nancy in a very short 

space of time...we spent many hours in each other’s company over two weeks, 

ruminating on the past and her time with "Bob"...it was a special, insightful 
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experience for me...captured moments remembered for a lifetime. I had a strange 

sense that perhaps all was not 'well'...and of course we sadly lost her only months 

later...she still seemed so full of life and ideas. I remember her and my time with 

her, with nothing short of wonder and deep affection. I was in awe, truly I was. 

Coming up to speed...hands down, Richter is my 'go to' painter, so installing this 

after the move to the new building...Well! I couldn't have planned it better 

myself!!...cerebral work again I guess, but unlike the Holt/Smithson show, this was 

like having the full weight of the 'art world'...whatever that is...underpinning every 

move...drooling grizzly bear jaws hot on your heels for three weeks! 

It's hard to imagine any painter today practicing without at least some knowledge 

and awareness of Gerhard Richter's work. Shortly after reading the Daily Practice 

of Painting back in the 90's sometime, I was working on an exhibition of my own, 

accompanied as it was by an artist talk plus Q and A... a curator present, asked me 

what seemed at the time to be a flat, uninteresting kind of prosaic question... "what 

did I do at the beginning of the day to get in gear with my work?".... I probably 

nervously waffled a bit as I'm sometimes prone too, mentioned the routine, and he 

then shared his Richter 'story'...he once asked the same question of him, and 

Richter promptly replied that he would take the vacuum cleaner and hoover the 

studio floors!...I thought about this for a while, a little confused, thinking he would 

say something like...Oh, I stick Bach's Goldberg Variations on the CD player and 

turn the volume to 11!...until the penny dropped and it made absolute sense to me 

somehow!...it’s hard to imagine the paintings emerging from anything other than a 

forensically spotless studio, perhaps we should call it a laboratory?.... that blending 

brush rendering those photo based paintings, unimpeded by the merest suggestion 

of airborne crap. 

Make a thousand photographs, edit to a hundred, select ten and choose one... the 

rigorous visual nature of it all taught me a valuable lesson.... not that I work from 

or with photography in this sense, but I have always been drawn to painters who 

do. Creatively lost some time back in the 70's Richter had travelled to Ilulissat in 

western Greenland. Some years later, several exquisite paintings emerged. These 

paintings seemed to consciously implant themselves into a dialogue with German 

Romanticism; right into its very DNA.... icebergs trapped in the arctic mist.... why I 

wondered?.... something essentially ephemeral and transient?... The ice becoming a 

'subject' that breaks down, degrades and rebuilds itself, much like the act of 

painting itself. Entropy again, only this time it's the ice and the laws of entropy that 

no form can survive. No nostalgic, romantic, idealised view of the past. I was 

hooked. 

The Richter show holds a monochrome grey squeegee painting, inflected as it is 

with fragments of its previous history, the colour below the colour...a fossil of its 

own making perhaps... the aspect of revealed time again. Appearing like a sheet of 

ice...the luminosity of the grey is stunning. Executed again, just like the photo 

based works, in a manner to eliminate as much human authorship as possible...all 

of this may at first appear cool, conceptual, detached and inhuman, a kind of 

image indifference...but they are far from it...If I've learned anything from the act of 
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painting, one of the most important things I have learnt, is that driving it along in 

some super emotional state simply doesn't work, neither does it necessarily imbue 

something with creative validity, at least for me, and the more one can 'remove' 

oneself from it, the more one is likely to learn something from the journey; to find 

something of value within the making of it...leaning as I do to the David Lean 

school of image making!... The great film maker once said that all good art should 

have a touch of unreality about it.... Richter has this in spades. Germanic and 

cerebral yes, but shot through the prism of a love of material... in this case paint... 

he metabolises painting! 
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#4 

Torsten Lauschmann, that I mentioned earlier, was fun. It was kind of this 

weird…there was a programme, that sort of synchronised, erm, various bits of the 

installation that went off, at supposedly random times, but it was kind of 

programmed to be that way. So…I can’t remember what it began with…I think it 

was a projector…in one gallery, that had, like, images, and there were subtle 

differences between them, but…the lighting was quite dark…and so…that sort of 

went off, and the projections I remember now, were very temperamental… 

hahahaha…so, that was fun, trying to keep an eye on that. Erm, and then, there 

was a piano, so, the piano I think played at the same time as the images… 

erm…and then the images stopped and this, I swear it was like a monkey that did 

the cymbals…that was a little bit spooky! Hahaha. Erm…and, yeah, it was a self-

playing piano, and then…the bubbles, the bubbles that went off…and erm, making 

the floor a little bit slippery…hazardous…hahaha. Erm, and I think we’d got special 

paint in, that…it was light sensitive on the wall that was behind the piano… 

erm…and I think, yeah, it had like, the shadow images on it. Erm. I can’t remember 

what was around the other…in another room there was a monocle that was 

suspended in front of a projector, and there were a series of numbers. So yeah, it 

was sort of this really immersive playful installation that I really enjoyed…when it 

worked! Hahaha. In the times I’ve worked for the gallery that was definitely one of 

the most playful ones I think, which I like, I like the difference and that’s probably 

why it stands out.  

Erm. There were others I really liked. Terry Smith? Erm…he had loads of work and 

it was really, like, interesting to see the different things he did, erm, one thing that 

stood out, maybe not for a good reason!...was erm, the one, I think it was the only 

film he had in the exhibition, but it was right in the gallery, right next to the front 

desk, and it was of these vocal singers going Ooooooooooooh, and coming in and 

out, and you kind of almost felt like you were sort of being brainwashed into like 

this weird cult. OOOOooooaaaaahhhhhh! Hahahaha. Yeah, that got a little grating 

after a while! But that’s just because you were with it for like, so long, each day 

every day!  

Erm…definitively ones that are immersive I think, potentially have the ability to 

stick out or…be remembered a bit more I suppose it is linking in to more of the 

senses, smell, sound…Tom Dale’s exhibition…er…we helped construct that 

conservatory…with the books and then covering it…oh my goodness! That smell! 

That I did not enjoy! It was a varnish, it was really strong, I had to wear a mask.  

A lot of people said…even when you’ve been working there…you can’t believe how 

big it is inside, friends, family came to visit me and say, oh, it goes on a bit doesn’t 

it! It was like a little Tardis, Tardis for art.  

I remember the Helena Almeida exhibition, I went to a talk that, erm, that I think 

Christine did, and it was a talk about her work so it was like, a walking tour 

throughout the space, in the evening, talking about these particular works. And the 

space had been…I think gallery one that had the curved wall…and then in gallery 
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two…that was separated again, that had her blue works, paintings in. I can’t 

remember what was in gallery three or four. But yeah that was a more basic set up 

of the gallery, but there have been times when there has been loads of light traps 

and…oh! Was it for…Anti-Academy? When it was built…the booth in the middle of 

gallery 1? Yeah. Like, a sound booth kind of thing, the ladder, it had a bit of wood 

with the monitor on. I think one of the more simple presentations in the gallery was 

David Cotterill…so gallery 1..well the curved wall and that was split in half…there 

was that interactive projections…on the curved wall, and it was this A.I and if 

people stood in the gallery space then people were meant to come from this desert 

scene and if you went round into gallery two, the way that gallery one had been 

split into two, was even longer, and had that table with sand on it, that had 

projections down from the top, that was really quite beautiful. But the sphere 

thing…oh my goodness! Getting that installed! I think that was for his one as well, 

in gallery four, the walls had been closed off and then at the very very back, erm, 

that space…it was sort of, it had a camping cot in it and some reading materials. 

That, by far, was probably one of the more simple, definitely for a visitor seeing it 

and the space, it was quite beautiful, but so difficult to install!  

I think I’m correct in this recollection, the first exhibition when I was volunteering 

at the gallery was Caroline Bergvall’s, Erm, when she had the text, on one side of 

the wall in gallery one, and the opposite side was only the ‘O’s had been put up. 

And then, those orange weight things. So the wire stretched from 1, and then went 

round into two and they dropped sequentially in a line. So it started from the curve, 

or half way, the beginning of the curve, up, and then round that wall, sort of above, 

then went down into gallery two but they came down from the ceiling in a line, sort 

of following the length of the gallery, and she had on a wall, bits, I think we 

published leaflets, I can’t remember what it was now, I’d have to look at the 

publication, but it corresponded to what you could get in the publication as well, it 

was all text based. Language based. There was some in a pile, that you could take 

away, and then there was this collage on the wall as well. Erm, yeah, that sound 

piece was interesting as well. She was reading, titles of pop songs, I believe, but in 

quite an emphasised manner. I don’t think there were bits missing, I think it was 

just titles or lyrics I think. I think with Caroline’s work, it was the language element 

that I hooked into, cos yeah, when I was at University I looked at language and 

meaning and communication and that kind of thing so I was fresh out of that kind 

of…probably why.  
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#5 

Erm, there are many many many past shows that stand out to me. I started in 

1991 so, I’ve kind of been involved in every show since then. So yeah, there are a 

lot of them, erm, it’s really difficult to pick out a favourite because obviously there 

are ones that you’ve got particularly fond memories of or have found particularly 

interesting…erm. I’ll probably say a few and then think of a million others! I won’t 

be able to stop talking!  

There were some amazing big group shows back in the mid 90’s like, erm, ‘Refusing 

to Surface’ was one that was kind of a little bit of a who’s who almost, it just had 

amazing… Yves Klein and all sorts of people in it, it was an amazing show, erm, 

and it was one of the first times that I had kind of encountered or worked with 

work of that kind of…international, you know, kind of significance, or artists of that 

international standing. So that was an eye opener cos it taught me a lot of things 

and I discovered a lot of artists that I didn’t know about before. That was the start 

of a series of shows that Nick De Ville curated and at the time Nick De Ville was 

one of the main lecturers at Goldsmiths, and he actually curated two or three 

shows with us all of whom were big survey shows, big international names. So 

those were kind of amazing cos they were big eye openers really. Erm. In terms of 

learning about artists I didn’t know about, you know, artists who are very big in 

Europe or big in the states or wherever but not necessarily so known in the UK and 

I hadn’t come across them so far. Erm, you know, there were people like Bertrand 

Lavier and Rosemarie Trockel. You know, all sorts of people like that who are major 

European artists and I wasn’t familiar with them basically.  

So things like that were kind of amazing, you suddenly realise actually, each time 

you discovered a new person, that then opened up a whole new little kind of world 

of stuff and knowledge and connections and things that you weren’t aware of 

previously. So that was…you know…those kind of shows were amazing.  

Erm, there were lots throughout the 90’s and early 2000’s, lots of the big survey 

shows have been amazing like ‘Live art on Camera’ was amazing, erm, and again 

that was because it… it was an area of work that I’m really interested in, to do with 

early performance art and all of that kind of thing. And that again opened up, you 

know, my eyes to a whole new load of people, obviously some I was familiar with 

like Marina Abramovic, very big well-known names, but there was a whole batch of 

other people involved in that show who I, I wasn’t particularly familiar with but 

when you start looking back at what they’ve done before you realise actually, 

they’re major influential figures, so yeah. 

Those big survey shows have always been really really fascinating, but then in 

terms of the solo shows there’s been…the one that I probably have closest to my 

heart is the Holt/Smithson show which was fantastic, I’ve got a big fondness for 

that. It wasn’t, erm, necessarily the first show I curated but it was the first show 

that I felt, I don’t know, a real personal connection to I guess. And I just felt so 

chuffed and privileged really to be working with that work, you know, to have the 

chance to work with Nancy Holt was amazing, she’s a legend in her own right. But 
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also, all of the connections back to Robert Smithson, he’s total art world legendary 

status, haha. And, to have, you know, it’s that thing of being kind of, I can’t 

remember what the saying is now but you’re only so many handshakes away from 

such and such…it was that thing of literally being one person away from actually, 

one of your total art heroes. And Nancy herself is fantastic, unfortunately there 

were years when she got a little bit overlooked because she was always categorised 

as Smithson’s wife, which of course she was. And of course she inherited the estate 

so for a long time she had to be his representative so she kind of lived with that all 

her life really, because of course he died young and obviously she was young at the 

time as well. So pretty much all of her life certainly her professional life as an artist 

has actually been…she’s had to be two people almost. She’s had to be herself and 

had to be this kind of Smithson representative as well so. Erm. But that brings 

with it, which obviously she very much wanted to do, she absolutely, erm, devoted 

herself to that and she was totally devoted to him. So those, just having a little 

glimpse into those kinds of worlds is really fascinating, she would tell us stories 

about hanging out with Carl Andre and all those…she gave you these amazing little 

insights into these major international figures, but they were insights of them just 

as people, you know, well yeah, Carl used to come round and do this, blah blah 

blah! And Bob said that and Bob said this! She was just chatting about… they were 

just her mates! And those kind of experiences are kind of incredibly rare, so that’s 

why…I love the work obviously but I think it was just that thing of feeling really 

honoured to have that little glimpse through the key hole in terms of that whole 

other world that you only ever read about it books. It never seems close, you never 

feel close to that kind of world until you work with somebody like that. That was a 

treat, it’s not something I ever thought I’d get to do.  

You always have a close connection to the work no matter what work it is you’re 

dealing with. You have a close connection with it and a high level of respect for it. 

We always handle everything and treat everything as a precious object, be it worth 

a couple of quid or you know, twenty million, each one is handled the same. So in 

that sense yes, you have this very even handed approach of treating everything 

with this equal level of respect, that’s in an impersonal sense, this way in which 

you deal with ‘stuff’. But there is also the personal connection to works which is a 

whole different thing, you don’t necessarily have that close personal connection to 

everything, erm, just like anyone looking at a piece of work, some things you feel 

really attached to and other things you can feel a bit indifferent to. That’s the same. 

And so recreating the Smithson piece we did, the big ‘Mirror Displacement’ 

sculpture, that kind of, that felt like a very special thing I think. Even though it 

wasn’t an original…the interesting thing about it is, I think we probably felt very 

invested in it because actually we were remaking it, so actually that gives you a 

very personal connection back to the artists because you’re actually recreating 

something according to their instructions. Which is a different thing to handling an 

original object which you know, obviously out there with the Richter show we’ve got 

original things that Richter himself has physically made. So the piece we remade of 

Smithson’s, we invested so much care and time into it, erm, because it involved 

getting chalk from a particular quarry in Kent that was the original quarry that 

Smithson  had got his stuff from in the first place. Then you go through all of these 

20



processes in order to be as true to the instructions and as true to the original as 

you possibly can, and getting the glass cut and all of that sort of thing and being 

absolutely fanatical about the edges, following to the Nth degree all of the little 

instructions of what kind of tint the glass had, how the edges were bevelled, all of 

those things were important elements. So you get such a personal connection 

because you yourself have had to take care in the making, rather than handling 

something that someone else has taken care of in the making. If you’re remaking 

something, you have that real… you have to have that real fanatical 

conscientiousness and sensitivity to the detail and all that kind of stuff to be as 

true to the original intentions as possible. You then invest a lot of your own care 

into actually making it, instead of care into handling a pre-existing thing. All of 

those kinds of different connections to work are kind of interesting really, they’re all 

very different and erm, and I think sometimes…kind of… people outside of the little 

gallery bubble perhaps don’t necessarily, well they wouldn’t, it’s not their daily 

experience, they don’t necessarily always understand how much personal 

investment there is from the staff into the shows and into the work. Sometimes 

they think that there is this disconnect and shows magically appear from nowhere 

and that we don’t really have much to do with the work and of course totally the 

opposite is true and we absolutely attach ourselves to every single piece of work 

that passes through our hands really. When it comes to recreating things, the level 

of detail and the level of sensitivity that is required to get it right can be pretty 

extensive, and that’s because of us having that kind of…I suppose that love and 

care of the ‘stuff’ and of the work and wanting to do right by the artist and so 

nothing is ever done off hand or flippantly you know, everything has that...you have 

to personally invest and you have to personally care about everything really. I think 

that, I think sometimes externally people don’t really appreciate that that is the 

connection you have with artworks. It’s not anyone’s fault, it’s to do with the fact 

that if you’re outside of that little bubble, when you’re working on a show or 

installing a show you are in your own little universe really where you totally 

fanatically obsess about mirror plates or, you totally obsess about these little tiny 

details, whether something is one pantone colour or a different pantone 

colour...looking at colour swatches, you get totally obsessed with all of these tiny 

details. And you have to!  

I don’t think every gallery and museum does it exactly the same, I think we, I’m not 

saying we’re better but I’m just saying that we do…loads of other galleries do things 

absolutely beautifully but then I have heard horror stories about places where not 

much care has been taken over things so I know that it shouldn’t be taken for 

granted that we take care of stuff because it should be a given that that’s what is 

done but actually in reality it’s not a given and some places don’t necessarily treat 

things quite as you’d like them to be.  

‘Live Art on Camera’ was one of my favourite shows I’ve ever worked on, Alice 

totally curated it and I was just a facilitator and an organiser with her. Even 

though I wasn’t inputting creatively into the show, I was inputting hugely…it took 

over my life for several months! It was absolutely a fantastic show and I got to know 

about a whole load of stuff I didn’t know about before, got to know people I didn’t 
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know before and it was just a really really amazing experience really to work with 

someone like Alice who is so switched on, she’s an artist herself but obviously 

teaches and puts together big research projects as well so she’s hugely 

knowledgeable in a very modest self-effacing way and she was incredibly good to 

work with. When it came to putting together a show relating to performance a few 

years later it was automatically a reference point really. It was loads and loads of 

bits…it was a show that had loads and loads of stuff all over the walls and loads of 

monitors everywhere, it was a classive archively type show. Erm, but what it did 

was look at some key artists who have used performance, and it then looked at 

their documenters as it were. It looked at pairs of people. A lot of the time the 

definitions were a bit limiting as the documenter was an artist in their own right, 

sometimes the artist was not necessarily just an artist, they sometimes had a more 

varied practice as well. So those definitions were not comprehensive, but for the 

sake of this there was an artist and there was a documenter. And it looked at the 

relationship between the two really. It looked at Marina Abramovic and Joseph 

Beuys and Ana Mendieta and all sorts of people, Trisha Brown, all sorts of key 

people, erm, who had used performance within their practice. There was some very 

early Japanese stuff from the 1950’s, this amazing experimental performance art 

collective called Gutai. It had things throughout the 60’s and throughout the 70’s. 

And then it did go through a bit into the 80’s. One of the centre pieces for the show 

was the Carolee Schneemann ‘Meat Joy’ piece, so ‘Meat Joy’ was this seminal 

performance and it was documented by a whole range of people, there was whole 

set of different people who had all documented it in different ways. And it was kind 

of looking at the relationship between the artist and the documenter, in whatever 

relationship those two have together and also looking at the documenter as artists 

in their own right. So it was looking at the fact it’s not a straight forward 

relationship, people who perform and for whom the work actually is the document 

afterwards, a performance is a fleeting thing, and often the only thing that remains 

is the document of the performance. Quite often it’s a seminal photograph that goes 

on to become the work in the museum or whatever. It’s an interesting, slightly 

convoluted, complex area full of complex relationships.   

‘Meat Joy’ was an amazing piece of work, Carolee Schneemann is an amazing 

character and artist herself but she did this kind of…it involved lots of different 

people writhing around in various entrails and stuff, blood, things…it was a 

bit…full of…it had a shock value I guess but then it was very much, quite 

sensationalist in so far as it looked a bit like an orgy, it wasn’t an orgy but the 

photography of it looks a bit like that. It’s lots of bodies writhing. It’s one of those 

performances that’s about excess. And everything being very visceral and 

everything is very full on in your face. There was no politeness. There must’ve been 

5, 6 or so different photographers who all photographed it in different ways, there 

was little central section of the show that was all about ‘Meat Joy’. It was seminal 

for a number of reasons, obviously there was the whole feminist angle from Carolee 

Schneemann herself who made lots of big bold works relating to the female body 

and gender politics and all of that kind of thing. And then there was the whole 

thing of, just the kind of excess of it all and the use of gory bits…grizzly things! For 
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a number of reasons it has entered into the canon of art history as a seminal piece 

of work. I’m wittering on…you can tell it’s one of my favourite shows! 

The old gallery and new gallery are polar opposite spaces, we’re still adapting now 

and getting our heads around all this space we’ve got! Hahaha. I think there are 

certain ways in which we will think about it in the same way in so far as, especially 

when it comes to film work and stuff like that where actually most of the time you 

are disguising the architecture as you’re blacking it out and you’re painting all the 

walls grey and you’re blocking out the light so there are certain ways in which, in 

that way it kind of doesn’t matter where you are, in that sense. Erm, so there are 

certain ways in which we think about the spaces that are exactly the same, when it 

comes to those works that require total blackout and stuff. But when it comes to 

shows where you see the space then yes, it’s a totally different kettle of fish, erm, 

and yeah, the volume is still something we’re getting our heads around.  

Spaces like Barker Mill are not so different, because actually they’re not a million 

miles from our previous spaces. So those rooms don’t feel that different. Gallery 1 

feels really different because we’ve got daylight! We were little moles in the old 

building, we never saw daylight from one month to the next! So, yes, we kind of are 

going to be working with that, it’s a big change. With ‘Sampler’ we had the blinds 

up letting the light in, but this this one we’ve had to restrict it, it will all vary from 

show to show as to how big and open that space is. But that’s exciting to have the 

windows to play with, to have the light to play with. That’s a very different kind of 

space and that will really effect what we do in there. And of course the big space at 

the front, gallery 3 is just a total, a monster of a space! It’s going to be a continuous 

challenge, an exciting challenge, there is massive potential with it, but nevertheless 

it’s such a different space to what we’ve ever had before, that yeah, every bit of our 

thinking has to shift for that space. So that’s exciting, to think of the potential for 

that space. And it’s weird to think that way back when all of the plans for this 

building were being drafted up, that was going to our resource room, it was going 

to be the room that had all of the books and artist interviews and things in it! 

Which would’ve been lovely hahaha, but once it became clear quite what an 

amazing monumental space it was going to be in its own right it suddenly felt…we 

can’t just use this space to stick some books in! We have to do something more 

with it than that! Before the height became really obvious, it was going to be this 

little triangular room at the front of the gallery that had a lovely view out over the 

square, and we thought, that’s going to be a really nice space for people to hang out 

in and read things in and chat and use as a meeting point. Which is true, it is a 

nice little spot to congregate. There was logic to it being a resource area, there are 

quite a few museums around the world that have lovely spaces like that. Where you 

can sit and have a break from the show and read a book. It felt like that could work 

like that, but once it became more apparent what the space was going to be like, we 

thought, we have to be doing something else with it!  

The height is a massive change, we’re not used to height! Haha. We lived in a 

bunker before! Perhaps it doesn’t have the same intimacy, the other space, its scale 

felt reasonably kind of cosy and intimate I suppose. There was no way you could 

really get any sense of scale in the other space, which was not necessarily a bad 
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thing, we use to do film stuff incredibly well, it lent itself to certain things 

brilliantly. Things like film are going to be a lot more difficult in this space, erm, 

which makes me a little bit sad. We use to be really well geared up for beautiful 

film installations in the old space and it’s going to be more tricky now. Erm, but 

that said, we do have new opportunities here and actually space is something 

that’s exciting to have so I think with the right works in gallery 1, gallery 1 is really 

lovely…Gallery 2 I’m very fond of, it has that slight…perhaps gallery 2 is a bit more 

of a blank canvas I suppose, it doesn’t have a strong personality of its own haha. 

So, we’ve got 2 galleries that have got big personalities, gallery 1 has and gallery 3 

has. So those spaces really do govern in a way what goes in them. Whereas gallery 

2 is a bit more of a blank canvas.  

Obviously, if you work within the gallery, whatever is in the show becomes your 

little mates for 8 weeks or whatever. They’re your daily colleagues that you live with 

and work with, so you would have a very different relationship to them as someone 

coming in just to view them for an hour. It’s very difficult to be objective about any 

of it because it’s just so embedded, so you can think through how that piece of 

work or that exhibition appears to the public, that’s part of the job, but you can 

never totally put yourself in their shoes because you’re already totally in your own 

shoes and you can’t really step out of that. You can’t really take an objective view 

point on a piece of work. Without sounding too soppy, you do get incredibly fond of 

and you get very attached to certain things and you have this sort of nurturing 

kind of almost maternal instinct over certain things, not everything obviously! You 

always have that connection with work because you know it inside out. Then you 

get quite nostalgic about stuff, it’s not necessarily a problem but looking back at 

past shows, I can only really look back on past shows through nostalgia in a way, 

your memories are affected by how you felt about something so you 

always…sometimes those memories are affected by the people you were working 

with or perhaps there was some sort of nightmare scenario that was attached to a 

certain show that always comes to your brain when you think of it! There is always 

something that comes in that skews your memory of something, be it positively or 

negatively. You have fond memories about the person you worked with or whatever, 

it’s difficult to look back on the shows objectively. But I think you can to a degree 

step back a bit and think actually that was a really good show because of this or 

because of this or because of that.  

When I was at Winchester School of Art doing my Fine Art Degree, I came to the 

gallery and I remember…I think it was the Rasheed Araeen show. I remember 

coming along as a little student gang and Stephen giving a talk to us, sitting on 

black leatherette seats which don’t exist anymore. This was in the olden days when 

we had high ceilings and the space was much more open and we didn’t have a 

painted floor, it was bare concrete. The show, it had some of his big grid sculpture 

pieces in it, I’ve got blood in my head when I think of his show, when I was sitting 

with my fellow students listening to Stephen, right next to me was one of Rasheed’s 

big photographic works which had, it was photography and text and there was one 

that was the aftermath of a sacrificed goat or something. Something had just had a 

grizzly end! I remember the side panels were green, and there was this big, red, 
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patchy, bloody photo in the middle. That’s the thing I remember most from that 

mess. A big, grizzly, blood splattered photograph. I did a 2 week work placement at 

the gallery and that was…I remember actually there was a print show going up, 

inwardly I was very excited about handling a print! Which I know sounds like a 

really basic thing now but at the time I was just a little student, and I was in the 

gallery and all of these prints were being unwrapped! They were all unframed, 

layered in tissue and I remember the exhibition organiser at the time asking me to 

help out and I had this real sense of excitement, handling a real print! Proper art! A 

real feeling of oooooh, this is really exciting and am I allowed to touch it? . 

I’m at ease with the fact I studied Fine Art and not another degree, I’m a practical 

person, I’m not a theory person, so that practical mind-set about making work and 

the practical physical properties of stuff and how you work with stuff is ingrained 

really. I’m totally happy that it was the route I took. I don’t know if I really had the 

brain of an artist, there are many brains of many artists and they’re all 

unique…but I didn’t really feel convinced…for a start I didn’t have much confidence 

in my work anyway, I thought it was all a bit rubbish and it was that whole thing 

of…at that point I was starting to get an inkling of the amount of commitment and 

mind-set you have to have to be an artist. You have to be very committed…I didn’t 

really have enough of those qualities to have a go at it really. I do throw myself into 

things 100% and I thought, if I want to go into the gallery thing that’s what I do, if I 

need to be an artists, that’s what I do. The idea that I could do both was not 

something I really felt I was able to do.  

My entire life revolves around helping artists do stuff, that’s what my job is. I don’t 

at any time feel as though my life is lacking in art, my life is full of art! And it’s an 

utter pleasure. Which is good enough for me!  

25



26



#6 

The Smithson and Holt was interesting because of the juxtaposition between past 

and present. And being able to look at the past from the perspective of the present. 

I remember ‘Spiral Jetty’, there were a number of works, there was a road trip, the 

south west of the United States and I think there was a trip in the UK which was, a 

sort of, entirely different perspective, in terms of scale and landscape and such. 

Yeah it was interesting. I remember sort of seeing it when I was younger and you 

sort of look back at it from the perspective with the years in between at the age you 

are now looking at something that was interesting when you were young and 

thinking why was it interesting, how was it relevant, how did it relate to me? There 

was a sense of familiarity, at the same time seeing it freshly, it was quite interesting 

for it to have that effect. It was still very relevant really in terms of contemporary 

sort of thinking about the environment, what it means to us, its symbolism, its 

reality. [when looking at documentation of land art] you sort of think, are we just 

looking at a kind of visual statement that could be contained in a book, but 

actually it’s being present in it in that space that creates something quite different.  

There was another show that I really did enjoy, well enjoy in terms of being engaged 

with it was, erm, I can’t remember exactly the context of it, in that…I can’t 

remember the artist either but, I can’t really remember whether it was about 

migration specifically, but there was a particular work which, erm, looked at the 

way in which, erm, migration was taking place across the sort of, lower hemisphere 

of Africa and the northern part of Africa, Maghreb and…it was a film, it just really 

took me…it was a coach, a bus, and there were people, erm, it was about, the sort 

of, travel, it wasn’t about the journey but it was about the people arriving, it was a 

desert location, probably in Niger or somewhere, or maybe even in Algeria, and they 

were just in the middle of, sort of, desert landscape, and this bus that looked like it 

wouldn’t make it down the road let alone across the desert. They were 

disembarking and resting, I think there were police involved, you know, it was all 

that sort of tension that exists, you think “Why is it in an art gallery?” being 

displayed to you instead of rolling on a news channel or something. But the reality 

of the way in which it was presented in that film on that scale and in that space 

where you were taken out of your own life, because that’s where you take yourself 

when you go to a gallery isn’t it, out of your own life, and then you look at your own 

life through your experience of being in a gallery. It was really rooted in what is now 

present in our, kind of, in our news agenda. And our political agenda. But it was 

like, ten years ago or more. And you think, that role that artists have of being 

prescient in a way by looking at the world. It stays with you longer, it carries a 

different meaning. You know those galleries, you went into the front gallery area, I 

mean, I know the space was altered, but it was round into the next space, it was 

projected against a wall, erm, I can’t remember much about that. I liked that old 

gallery.   
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#7 

It’s interesting, because I very much prefer to see how everyone else interacts with 

the exhibition, which then brings out reactions from the public, which I wouldn’t 

have expected to see. Even in terms of to see how people stand, whether they look 

at this first, or the artwork first, cos as much as I do enjoy his work, but it’s 

nothing which… I have been surprised in terms of…getting anything new from it 

now. So that has been quite interesting.  

I like the coloured room because everyone has a very different way that they walk 

through this area, it’s very internal, it’s very traditional, all of the artwork is on the 

wall, they come in, they’re subconsciously guided around the layout of the room 

and you immediately have these here, so you have that referential, ‘I’ll step back 

and I’ll watch and I’ll look at’…and as soon as they…this is a very dark area and as 

soon as they go through there it means that naturally the building kind of 

encourages them to have an external reaction and people often kind of go… 

“WOW”… and have that built up emotion, which is almost…not Shhhed but they’re 

encouraged to be quiet. But then they walk through here and it’s like “WOW, now I 

can speak!” 

They’re almost guided to the ‘climax’ through the layout and design, which I think 

means that…and plus as well, that it’s a very very tall room and window, it is quite 

overwhelming and immersive and that then makes everyone go “OOOH, this is 

amazing” And it would be interesting to see if people had the same experience to 

that artwork if it was laid out differently. So whether it’s a case of it being that 

specific room with that lighting, having gone through this kind of dark area to 

then…yeah…I always think that’s interesting…whether it’s the artwork itself or it’s 

the way it’s presented.  

If this was work that I was super super passionate about I would already be 

approaching it with a mind-set of “I’m going to enjoy this” so it’s nice to have the 

change to be persuaded to think differently about something. To see it…a bit more 

openly, not that I wouldn’t be open otherwise! I don’t know, I think when you don’t 

have a very passionate response to it, it’s nice to see everyone elses, cos then you 

can be like “oh I see that differently, I see it new in a way I wouldn’t have previously 

thought of”.  

Especially with ‘48 Portraits’ as well, cos that’s the one I really didn’t enjoy, and 

now, speaking to people about it kind of makes you see it a bit differently which is 

nice.  
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#8 

I have been to the John Hansard before. There was this artwork video piece a quite 

a long time ago, I can’t remember the artist’s name, and it was a narrative about 

mind control, which was the story. It was told in a way that was high production, 

and thought you were watching something, like a feature film.  It was about some 

people who may have had some implant in their brain, so they can receive 

subliminal messages. And this work was being carried out by corporation, it was 

presented as like, you’re watching more than one screen, but it was on a very large 

screen so you had to walk around and you can never see more than screen at time, 

but you knew the others where there.  

And you had to work out what order, what sections or the narrative happened in, 

was really difficult. And there were prison bars linking the screens together.  So 

there was something about how you were being controlled, as a member of the 

audience and you can really see how you were being controlled and how you 

thought you had complete freedom and you can’t make sense of this. And then you 

think actually, I am being encouraged to think a certain way.  

My reaction was of curiosity, which is a good place to start. It was all, 

uncomfortable and sort of annihilating, each screen had the productions of a 

feature film and you were easily sucked into it and there were quite short 

segments. And you were watching it in this very artificial way; you had to put on 

headphones, but the headphones only worked with a particular screen. So, you 

couldn’t just stay in the immersive world, so the whole thing was just fragmented 

which was part of the intention.   

In freedom there are sometimes art works that draw you in and kind of give the Zen 

type of simplicity. But maybe I’m not looking for freedom, I’m looking for ideas and 

things to argue about. 
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#9 

I work in the new John Hansard Gallery, over the last few years; the artwork that 

was immediately impactful was definitely part of ‘Show Me The Money’, which was 

an exhibition about finance from the 1700’s, I think, up until the modern day. And 

one particular photo of, a very young city trader, he looked about 20 to me, I’m 

guessing a graduate, screaming basically, raaahhhh at the camera, with coke, 

Champagne and greed. And it was just urgh. Horrible, impactful, he looked 

horrible, it was all spilled Champagne, eighties and excess. It was vile, but a great 

image for doing what it wanted to do.  

I had mild repulsion, I kind of wanted to slap him. Hahahaha. In a sense, what it 

represented, which is still probably true, it was just the opposite of how I would 

hope the world would be. It was just, yeah, it was just these images like American 

Psycho, it was this sort of this ughh, of just this sort of greed, writ large.   

Erm, it’s a white box, well grey box sometimes gallery, so it was in a standard 

format in a lot of ways, so it was a large landscape photo. I’ve got this central image 

of this one bloke, surrounded by an end of year party, a mega bonus thing. Lots of 

split Champagne, bits and bob  and snacks, in a bar or some celebratory locale, of 

him just going aahhhh, this roar of, I don’t know, from his point of view probably 

aggression/elation at the same time.  

That photo I suppose was a snapshot of somebody, who was, at least at that 

moment enjoying that world on some level he’s gaining money and clearly there is a 

lot of adrenaline in that photo and probably a lot of white powder. But yeah, 

whether that…almost like he was in a consequence free world, since then when 

that was taken, ENRON has fallen over, and all the other…Barings has happened, 

which hadn’t happened then. So he is in a consequence free world, maybe, which 

looking at it now, he isn’t. It was just this sort of, you can imagine him roaring on 

the throne, but so young, and a part of me wonders what he is now a little bit. 

You’d hope he’d calm down or he’d have had a heart attack by now, erm. Hahaha. 

Because he would be about my age, there or thereabouts. Yeah, just a very strange 

image, and clearly affecting, I can still see it quite sharply.   

I remember some other images like the Crabapple painting, which is a great 

allegorical painting. It’s not as visceral, in that sense, though, it was quite and 

affecting piece, in and of itself.  But I would sit and contemplate that, and look at 

all the allegory, like looking at a Grayson Perry image, maybe, you sit and look at 

the narrative that runs through it, and the symbolism. That was great painting 

which I can imagine having on my wall maybe, whereas the other one, no! I don’t 

want him yelling in my face every day. I also responded to the photo as a poet for 1 

to 6, responding to the exhibition theme, not directly to the artwork. It was kind of 

an interesting way to put those together.   

I don’t see that world, I actively avoid it and want it to crumble. Seeing it writ large, 

the last time I saw a city trader in any sense like that, would have been as a 

campaigner sat in a place where some angry city traders were. Didn’t want us to 

be, so. I’ve been locked onto things back in the day, that was one of the least 
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pleasant because they were just so aggressive and unprofessional in a way, the 

security guards, police, even if they’re a bit grumpy generally behave better than 

these guys do. They were genuinely unpleasant. It’s a whole white powder world 

and aggression and gain, and sort of dick measurement frankly. I avoid it and 

would actively like to dismantle it. We’re primates and just a primate, that roar, 

staring and yelling at you, you’re primed to be effected by that. I mean a picture of 

anyone just screaming or roaring is going to have some impact. So was well chosen 

whoever chose it, took it and got in that space, well done.  

It’s photojournalism in a sense but used as art, I’m sure the reaction subject is 

real, in a sort of “I’m a billionaire at 24!” It’s very visceral. Is it sharp in my brain, 

yes, it probably is.  If I saw it again, it would be fascinating to see if it’s 

quite…especially looking at the details around the edge, whether I remember any of 

that or have made it up. I could easily just start adding more and more champagne 

bottles or something, that weren’t really there. Or piles of money! Haha! Some of 

which I think is there, erm, but yeah, it’s not a slow burn piece, in a sense I can 

imagine some more allegorical symbolist where you can sit and contemplate and 

see things in it, it’s kind of what you see is what you get image a bit.  And I suspect 

that was in the intent, though who knows, it’s not meant to be decorative, no one is 

going to want that. You’d hope.  
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#10 

That's interesting, I know it was a sort of domestic scene. Lots of chairs. There was 

installation type things. That's the one I remember, but I don't remember what it 

was. Hahaha. My first thought was I loved the picture of it, just loved it, colours of 

it. Then looking more closely and discovered it was tapestry as opposed to painting. 

Lovely colours and shapes. Hahaha.  

Well I haven't finished it, but I have been once before nearer the beginning and I 

liked the urban theme. The one downstairs where he's protected from a 

photograph, the other one downstairs with a bit of sketching, the abstract 

sketching; which is intriguing. I like the idea of working between photography and 

art. Well there is the symmetry in so fact that they're all, they're all four quarters. 

Then I did try and sort of imagine matching them up with the original but that's 

not displayed is it? Yes, that's right, yes. In a sense, in a kind of way it almost 

propagates itself the way he's done that. 
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#11 

It was a machine that was in the wall, and it took photographs of you. And then 

produced the image of you looking at the printer. But it used to break down a lot, it 
was the most irritating piece of work. It genuinely at times used to sort of, not 

function very well.  The concept was great but the actual working of it was kind of 
frustrating. 

 

Other pieces, Andrew Cross I enjoyed his show. It was sort of, basically the journey 
of a lorry from the south coast up to the Midlands and it seemed very humdrum 

and very tedious. But actually the more you frequented it, the more we walked past 
it and through the space, I found it really interesting, it was sort of like screens 

that were in the centre of the space as you walk through and there were like 
photographs on the walls of the journey I guess, I can remember what it was called, 

so there was that one.  

 
It made me stop and it made me just absorb, and I think it was because it was 

about the process. It wasn't about the A and the B, it was about that bit in the 
middle which was just the journey. It was something cool, but I found that quite… 

it caught my eye as I was walking through the gallery space. It kind of made me 
stop, I kind of felt the need to absorb what it was showing me. 

 
Other shows, obviously you will remember Andy Warhol, I always remembered that 

one very well. It was the screen shots, I don't know if that was the title, but it was 

people talking about black and white images of famous people, a very quiet piece of 
work and it was in gallery 1. And again it was just very atmospheric, so it was kind 

of lighting, and actually my memory of turning on the show was very poignant 
because it would go to blue screen first before we switched it on. And it was just 

having that time with it and then the people come up on the screen, which is 
personal kind of conversation that kind of went on, you know, before the public 

came in which I really enjoyed. I used to like Andy Warhol and I still do, but that 

piece of work I thought was really good I think there was about four or five screen 
shots but they were films of these people. Erm, I enjoyed that.  

 
Well that was the one with the printer that irritated me simply because it was not... 

It was a great idea but it wasn't formed enough to be in a show. So it was kind of 
the execution of it was just sort of, you wanted it to work, you want the artist to get 

it right, but it just wasn't... You know, it was just a nice concept that just wasn’t 
efficient enough.  I think I just found it frustrating that when you get to that point 

with a piece of work in a gallery space it's kind of got to be functional. 

 
But also you sometimes got frustrated with perhaps the artists that show they may 

be great at what they do, but sometimes the work hasn't been realized enough to be 
in the context of the gallery. If it's the process that was the work that would be fine. 

The problems with the machine and the paper coming out the wall but because it 
wasn't and they had to be seamless and had to be perfect, it blatantly wasn't and I 

didn't mind trying to mend it and fix it. But it was just the fact that the public was 
seeing it the way that they should see it.  

 

There's the lovely Joan Jonas and her lines in the sand. Which was a piece of work 
and she did a performance actually at the Tate, which were related to the show at 

the gallery, so, that was part of it, and that was really touching, It was moving, 
such an amazing artist. It was, she's got such a presence about her and the way 
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that she does a performance she's phenomenal. But her work, you know I mean, it 

was connected, it was part of the show. She was amazing go check her out.  
 

King Tat was the name of the work, I can't remember the artist’s name, but 
basically it was at Christmas time and it was kind of this built structure, which 

housed stuff, it was supposed to be like a bit of a sarcophagus. Because, what you 
take was referencing you know stuff, things that we accumulate about 15/14 years 

ago. But, it was about the everyday stuff that we hoard, and what we would take. 
So, it was sort of a bit rundown and graffitied, sort of laden with images. Yeah, but 

it was tongue in cheek, so they knew what they were doing.  

 
Sometimes, well it's reflecting on the past building, you've got to appreciate what it 

is and what it's achieved. And now, it's about going forward, but for me it's just 
about being in the now. So, it’s great to reminisce and I look at that history that the 

gallery has you know, the kind of artists and people that have gone through. 
Whether you'd worked there, or whether you were an artist. You know it's 

important to where the gallery is now but it's more about looking forward, and the 

new director and what everyone brings to it, you know; it's a different space.  For 
me it's just about coming in each time I work here and just enjoying it for what it is 

in this moment in time. It's just I think we get too wrapped up in, you know, 
reflecting on what was, you know, trying to aspire too much to be a certain way, it 

shouldn’t have to be like that, it should just be a bit organic sometimes and not be 
so kind of linear with its. You know. We've got to sort of need to be organic about it, 

who knows what we all could bring. I think it's quite exciting. 
 

I'm in a happy place, I think it's, I'm happy to be doing this, the jobs is a lot more 

simpler now, but you know what, that's OK. I can enjoy it and observe it in a way 
that I've never been able to with demands or changes or what happens.  
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#12 

Yeah, I really enjoyed the Mini, because, erm, the story of the way the mini was, er, 

transformed, because I was very involved with the Mini when I was younger and I 

had a Mini and I would be with people that were restoring them the whole time so 

the story of the mini going through the Art Show 8 as it transferred through the 

different exhibitions, that was really interesting to me as well. And all the different 

finishes that were put into it and the way he was bringing it…and the factory that 

he went to and everything with the film that went with it to show, erm, the people 

working on it, that was, that was erm, really interesting cos it really brought back 

lots of memories to me as well. And I think that’s what the piece was about, as well, 

the actual, you know the product and the, erm, the factories, and the fact they’re 

not being made anymore. That was all, erm, yeah, I really enjoyed that as well.  

Er, well it was a car, inside a building which was fabulous, erm, so the 

juxtaposition of that was very interesting as well. Erm, all the original pieces as 

well were good, and you could really walk around it, I’m very, erm, I love sculpture, 

I love three dimensions…my favourite. So that was a reason that it really appealed 

to me as well, erm, so that was good, and then it was the interaction with the kids 

and the people and you could see the recognition of the… of the piece as well and 

they were going round, the people that had loved Minis and all that kind of thing 

and you could see the, erm, the change and recognition as they were walking 

round, so I loved that as well. So that was a piece in the thing, yeah. It was right, 

cos, er, as far as I’m concerned, the car is a piece…a work of art anyway, the Mini 

was a work of art anyway and to show people that, to put it into a gallery to change 

the context of the car was right cos I think it is a work of art. So it makes it right 

for me. Because I was involved with the mini for so long, I have done it, I have 

worked with it before and it’s a subject I would’ve used before when I was...erm… 

my erm, my mini, er my very first Mini, erm, was stolen, I only had it a few days 

and it was stolen from me, and it was a black Mini and so I erm, painted yellow feet 

walking all over it because, erm, then it wouldn’t be stolen again, so my, erm, my 

Mini did become…because yellow is obviously my favourite colour, as everybody 

knows, so therefore I had yellow feet walking all over this Mini, so it became, my 

Mini became that piece of work of art as well so, it sort of like, brought back those 

kind of memories as well to me, you know.  

I think one of the things I really do remember about the gallery is the shape and 

the sizes of the rooms because it was such an interesting shape, it wasn’t a 

building that you had gone in before so although you were already seeing works of 

art you were also within a space, rather than within a square gallery space, 

although they are lovely, it was interesting to be in a space that was a different 

shape and different sizes so that the actual gallery itself was an interesting place to 

go. So you were already, erm, out of your…not out of your comfort zone, but you’re 

already, you’re going somewhere that was different, that was interesting, that was 

sculptural before you even entered the building.  
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You would walk through, over the river, through the greenery, to get to it, which 

was really lovely as well, so you’re already quite excited about going before you even 

got there. And then you would see the work.  
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