
Moving towards the sun

On a spring afternoon in 2015 I met George Clark at Alleluya cafe in St Kevin’s Arcade, on Karangahape 
:L�QV�KMV\ZIT�)]KSTIVL��IVL�\PM�TWKI\QWV�WN �Ua������ÅTU�The Garden of  M.B.�1V�\PQ[�ÅTU��XW\\ML�XITU[�IZM�
pictured as conventional interior decor, and feature as markers for a series of  camera positions that map the 
architectural space of  the arcade. These images allude directly to the documentation of  Marcel Broodthaers’ 
late installations Décors: Un Jardin d’Hiver. Made between 1974-75, for exhibitions in Europe and America, the 
Décors series modelled elements of  European indoor garden design from the turn of  the twentieth century, 
recalling uncomfortable colonial histories within his native Belgium’s past and dealing with, in Broodthaers’ 
W_V�\MZU[��\PM�¹KWVY]M[\�WN �[XIKMº��1V�I�TWKIT�[M\\QVO��\PM�3MV\QI�XITU�I[�XQK\]ZML�QV�\PQ[�ÅTU�¸�XZM[MV\�QV�
\PM�IZKILM��IVL�\PM�[XMKQM[�WN �XITU�][ML�QV�*ZWWL\PIMZ[�_WZS[�¸�Q[�JZW]OP\�QV\W�KTW[MZ�XZW`QUQ\a�\W�Q\[�WZQ-
gins, reinterpreting our sense of  time and place. Native to Lord Howe Island, an irregularly crescent-shaped 
^WTKIVQK�ZMUVIV\�QV�\PM�<I[UIV�;MI��\PM�3MV\QI�OZW_[�]VJZQLTML�\PZW]OPW]\�\PM�;W]\P�8IKQÅK�
 
;QVKM�\PMV�;\�3M^QV¼[�IZKILM�PI[�JMMV�[WTL�IVL�I�XZWKM[[�WN �OMV\ZQÅKI\QWV�Q[�]VLMZ_Ia��8W\\ML�XITU[�[\QTT�
XWX]TI\M�\PM�IZKILM��_Q\P�I�LQٺMZMV\�UQ`�WN �[XMKQM[�\I[\MN]TTa�TIQL�W]\�\W_IZL[�\PM�TIZOM�OTI[[�_QVLW_[�I\�\PM�
rear of  the space that overlooks Myers Park below. Later, in preparing for this interview, George and I spoke 
^QI�[SaXM�_PQTM�PM�_I[�QV�BIOZMJ��XZM[MV\QVO�I\�I�ÅTU�NM[\Q^IT��/MWZOM�LM[KZQJML�\W�UM�PW_��QV�\PM�NWaMZ�WN �
the main festival venue, potted palms had been placed amongst makeshift furniture to give the appearance 
of  a yet another kind of  winter garden.
 
/IZLMV[��XTIV\�TQNM�IVL�Q\[�ZMTI\QWV[PQX�\W�ÅTUUISQVO��TIVL[KIXM�\ZILQ\QWV[��IVL�\PM�_WZS�WN �PQ[\WZa��IZM�[WUM�
of  the various threads of  our conversation.
 

- Louise Menzies

 



and a removal, of  something taken from a certain context, sites of  potential are also generated through that 
transformation.
 
LM Perhaps we could think here too of  the various subjectivities that come with this way of  working, and 
PW_�KWV\MV\�UQOP\�JM�XMZ[WVITQ[ML��I[�I�SQVL�WN �[XMKQIT�MٺMK\�I[�_MTT��1�\PQVS�\PI\¼[�XIZ\�WN �_PI\�1�_I[�LW-
ing, consciously or not, in making that work. I was trying to turn the arcade back into a space that was mine 
again as well, not only the ghost-like experience of  a Marcel Broodthaers installation, that I couldn’t shake 
each time I went there.
 
GC What you do by emptying it, of  people, and of  its normal function, also then opens it up into this other 
realm of  possibilities. It allows for a speculative space, or a stage for all these other things to unfold, and I 
think this slippage, between things that are found or things that are choreographed, also becomes a really 
generative interaction. A game of  shifting positions.
 
LM Yes, and also how a space like this functions to begin with. How it is organised and arranged. The way 
\PI\�aW]�M`XMZQMVKM�\PM�IZKILM�^QI�\PM�ÅTU�Q[�VM^MZ�IV�M`XMZQMVKM�aW]�_W]TL�PI^M�QN �aW]�_MZM�QV�\PM�[XIKM��
which of  course is one of  the amazing transformations of  cinema.
 
GC It’s not about returning things to an origin, but rather acknowledging that things have a complex history. 
That the processes of  migration, trade, and extraction are things that can’t be undone.
 
LM I think I was attempting to complicate this question of  origin, and the given status of  a document, or 
so called original, and where that could be located. I think there’s an interesting case that it is the ‘original’ 
[M\\QVO�NWZ�\PM[M�XITU[��J]\�\PI\�QV[\MIL�\PM[M�XTIV\[�PI^M�JMMV�KW�WX\ML�\W�IXXMIZ�I[�I�ÅO]ZM�WN �NIUQTQIZQ\a�
from elsewhere, to appear in this case as if  European. This is connected to what it means to live with images, 
what happens when we receive an image that we then knowingly or unknowingly begin to carry around, that 
becomes part of  our world. I’m curious about how artworks or images might also have this quality of  a stage 
how, in relation to other places and experiences to other images. What happens when you carry an image 
around, and you may or may not feel like you have chosen that image, but that image is with you now as one 
\PI\�aW]�[MM��1�\PQVS�Ua�ÅTU�Q[�XIZ\�WN �I�VMML��1�PIL�\W�ZM[XWVL�\W�\PQ[�M`XMZQMVKM�

GC Where does the work reside then? Does the work exist in this afterlife of  images, as a way to prompt a 
LQٺMZMV\�_Ia�WN �TWWSQVO'�AW]�KIV¼\�[MM�\PW[M�XTIV\[�_Q\PW]\�\PQVSQVO�IJW]\�*ZWWL\PIMZ[��*]\�\PMV�\PMZM�IZM�
subsequent layers that start to add on to this and reorganise our understanding of  them. We are living in 

The Winter Garden

George Clark What is the feeling people are trying to construct through the arrangement of  potted plants? 
There is a certain vocabulary around their placement, certain methods around their treatment and conven-
tions around which things are accepted or familiar and which things aren’t. I’m obsessed now with these 
ferns!
 
Louise Menzies Are you seeing them everywhere?
 
GC Exactly!
 
45�1�ÅVL�\PMa�\MVL�\W�JM�M[XMKQITTa�^Q[QJTM�QV�KWZXWZI\M�[XIKM[��TIZOM�WٻKM[��PW\MT�TWJJQM[��[XIKM[�_PMZM�\PM�
desire to inscribe a certain prestige or glamour is palpable.
 
/+�<PM�WٻKM�[XIKM�][M[�\PM[M�XTIV\[�I[�I�_Ia�\W�UISM�I�[\MZQTM�[XIKM�UWZM�NIUQTQIZ��1\¼[�VW\�\PM�KI[M�WN �W\P-
MZ�XTIKM[�\ZaQVO�\W�JM�TQSM�IV�WٻKM��J]\�IV�WٻKM�\ZaQVO�\W�VW\�JM�TQSM�IV�WٻKM�
 
45�7Z�IV�WٻKM�\ZaQVO�\W�JM�TQSM�I�PW\PW][M'�/Q^MV�\PM�I[XQZI\QWVIT�TMIVQVO�\PM[M�XTIV\[�UQOP\�PWTL��IVL�
to respond to the question you began with of  how we might go about relating to the construction of  partic-
ular spaces, and if  we consider St Kevin’s arcade as our example of  this, here is a space that draws clearly 
on Victorian interior design. I’ve been thinking a lot about the presence of  that particular language in the 
landscape here, in that however you might approach this space, it comes with pre-existing vocabularies which 
kind of  ended up here through a process of  mobility. Mobilised to begin with through  the arrival of  British 
culture  via colonisation, but also through how these plants got taken out of  the ground, and moved inside, 
and the fact that those same plants in the arcade also happily grow directly outside which, is in fact a very 
LQٺMZMV\�[Q\]I\QWV�\W�\PM�\ZILQ\QWVIT�PW\PW][M��\PI\�XZM[MZ^M[�I�]VQY]M�KTQUI\M�_Q\PQV�IVW\PMZ��1�ÅVL�JW\P�
a humour and a violence in all of  this. I was enjoying the speculation that these plants, here in this arcade 
on K’ Rd, are somehow like a costume drama for all the other plants outside. I even found myself  thinking 
about the spaghetti western as an example of  another genre, or vocabulary if  you like, that has also been 
picked up and taken somewhere where it doesn’t necessarily belong.
 
/+�<PMa�ZMKMV\Ta�TI]VKPML�I�\MTM^Q[QWV�ZMUISM�WN �\PM�ÅTU�?M[\_WZTL��JI[ML�WV�\PM�ÅTU�_ZQ\\MV�IVL�LQZMK\-
ML�Ja��5QKPIMT�+ZQKP\WV�VW^MT��1�_I[�R][\�_I\KPQVO�\PM�WZQOQVIT�ÅTU��UILM�QV��!���_Q\P�A]T�*ZaVVMZ��_PW�
plays a robot cowboy in a future theme park which is presented as an immersive environment. People travel 
to the wild west, where you can interact with these robots, and do things that you can’t do in normal society, 
[]KP�I[�OM\�QV�I�O]VÅOP\��WZ�[TMMX�_Q\P�I�XZW[\Q\]\M��IT\PW]OP�\PMa¼ZM�XZWJIJTa�ZWJW\[��0]UIV[�KIV¼\�SQTT�W\PMZ�
P]UIV[��\PW]OP��[W�aW]¼ZM�IT[W�WVTa�QV\MZIK\QVO�_Q\P�\PQ[�IZ\QÅKQIT�NIKILM��J]\�Q\¼[�[W�ZMIT�\PI\�aW]¼ZM�VW\�ZMITTa�
quite sure. Part of  the thrill is that you don’t know if  you killed a human or a robot. What’s interesting about 
\PM�ÅTU��Q[�\PM�ZMITTa�QV\MTTQOMV\�_Ia�Q\�LMIT\�_Q\P�\PM�XZWJTMU�WN �[XMKQIT�MٺMK\[�QV�\PM��!��[��<PM�ZWJW\[�IZM�
[W�ZMITQ[\QK�aW]�KIV¼\�\MTT�\PM�LQٺMZMVKM�JM\_MMV�\PMU�IVL�P]UIV[��[W�\PMa�LWV¼\�VMML�WN �IVa�[XMKQIT�MٺMK\[��
because you just cast a human and say they’re a robot. This got me thinking about what it means to take a 
XTIV\�\PI\¼[�W]\[QLM�IVL�\PMV�X]\�Q\�QV�I�XW\�IVL�JZQVO�Q\�QV[QLM�IVL�[Ia�\PI\�VW_�Q\¼[�LQٺMZMV\�
 
LM Now it’s aspirational.
 
/+�1�TQSM�\PM�QLMI�\PI\�][QVO�XTIV\[�QV�QV\MZQWZ�LM[QOV�Q[�I�SQVL�WN �[XMKQIT�MٺMK\��1\¼[�QV\MZM[\QVO�\W�\PQVS�IJW]\�
your other project around the origins of  celluloid and its connection to plant life here too, and the series of  
transformations that take place, through the treatment of  certain chemicals, and materials, which generate 
KMZ\IQV�\aXM[�WN �QUIOM[��1�\PQVS�QV�[WUM�_Ia[�;\�3M^QV¼[�)ZKILM��\PM�ÅTU�Westworld, and these ideas of  special 
MٺMK\[��IZM�][MN]T�QV�KZMI\QVO�I�UQZZWZ�WN �[WUM\PQVO�MT[M��_Q\PQV�\PM�SVW_TMLOM�WN �\PM�NIK\�\PI\�\PQ[�UQZZWZ�
acts as a transformation of  the thing itself. While we can see the re-potting of  plants as a kind of  violence 



A Planter’s Art

LM I have been thinking about the contingency of  plants and the contingencies of  making an image, and 
_PI\�UQOP\�JM�QV\MZM[\QVO�IJW]\�\PM�XZWXW[Q\QWV�\PI\�OIZLMVQVO�KW]TL�JM�TQSM�ÅTUUISQVO'�.WZ�aW]Z�ZMKMV\�
exhibition in Taiwan, you drew on the Deleuze essay A planters art,1 where he puts forward the possibility of  
behaving with a camera as if  you were planting a garden. I’m also thinking here of  the footage you shared 
_Q\P�UM�\PI\�KWUJQVM[�QUIOM[�WN �I�OIZLMV�QV�I�4W[�)VOMTM[�PW][M�_Q\P�I�[MZQM[�WN �[\QTT�[PW\[�WN �ÅTU�KIVQ[\MZ[�
from the collection of  Albert Wilson.
 
GC That footage I sent to you is the only footage I shot of  the garden I grew when I lived in Los Angeles. 
8IZ\�WN �UM�ZMOZM\[�\PI\�1�LQLV¼\�ÅTU�UWZM��<PM�OIZLMV�Q[�SQVL�WN �IZW]VL�\PM�KWZVMZ�[W�aW]�LWV¼\�ZMITTa�[MM�Q\��
An image of  a garden doesn’t really relate to the type of  thinking that gardening enables. And I think that 
distinction is where gardening becomes interesting for me. What’s interesting about a garden is something 
\PI\¼[�^MZa�PIZL�\W�ÅTU��?PQKP�Q[�I�KMZ\IQV�_Ia�WN �ZMTI\QVO�\W�\QUM��I�KMZ\IQV�_Ia�WN �ZMTI\QVO�\W�TQOP\��\PM�
climate, the environment. And also that of  the chance encounter, right? So the wait and the anticipation, the 
tension, the failure or success and waiting to see what might happen. For me this is a means to think through 
[WUM�WN �\PM�\PQVO[�\PI\�ÅTUUISQVO�IT[W�ITTW_[�][�\W�\PQVS�\PZW]OP�
 
LM You’re speaking here in a way about method?
 
GC Yeah! And this is where the Deleuze text comes in. What I often struggle with when making work, or 
what I search for is a rationale or a process to follow that would be distinct from my own self-expression. In 
some ways that is something I am trying to get away from.
 
LM Do you think you can?
 
/+�1�LWV¼\�SVW_�QN �1�KIV��J]\�MQ\PMZ�_Ia�1¼U�QV\MZM[\ML�QV�ÅVLQVO�LQٺMZMV\�_Ia[�\W�TWWS�I\�\PQVO[��IVL�\W�
make decisions about which things to look at and when. So this is where, for me, the Deleuze text has been 
ZMITTa�OMVMZI\Q^M��8IZ\Ta�JMKI][M�Q\¼[�I�NZIOUMV\��IVL�[W�Q\¼[�^MZa�WXMV��1\�_I[�_ZQ\\MV�QV�[]XXWZ\�WN �I�ÅTU�
called Les Autres/The Others�Ja�0]OW�;IV\QIOW��\PI\�_I[�UILM�QV�.ZIVKM�QV��!����IVL�_I[�PQ[�[MKWVL�ÅTU�QV�
collaboration with the writers Jorge Luis Borges and Adolfo Bioy Casares. It had a disastrous screening at the 
+IVVM[�ÅTU�NM[\Q^IT��I�TW\�WN �XMWXTM�PI\ML�\PQ[�ÅTU��;W��,MTM]bM�_ZW\M�\PQ[�\M`\��QV�Q\[�LMNMVKM��IVL�XQKSM\ML�
\PM�KQVMUI�QV�[]XXWZ\�WN �\PM�ÅTU��PIVLQVO�W]\�PQ[�M[[Ia�I[�I�SQVL�WN �KIUXIQOV�XIUXPTM\��?PI\�PM�NW]VL�[W�
M`KQ\QVO�IJW]\�\PM�ÅTU�Q[�\PI\�Q\¼[�I�ÅTU�\PI\�QV^WT^M[�\PM�UI\MZQIT�WN �Q\[�W_V�UISQVO��)VL�PW_�\PM�ÅTU�IZ\QK-
ulates its own placement in a particular landscape, in this case the particular landscape of  Paris, but how it is 
*]MVW[�)QZM[�\ZIV[XWZ\ML�\W�8IZQ[��<PM�ÅTU�N]VK\QWV[�WV�\PQ[�\MUXWZIZa�\ZIV[XTIV\��1V�\MZU[�WN �\PM�KIUMZI��
Deleuze then says that it starts to suggest this idea of  mobility. That the camera could appear or disappear, it 
KW]TL�[PQN\�IVL�JM�ZMXTIV\ML�QV�LQٺMZMV\�XTIKM[��)VL�[W�NWZ�PQU��Ja�IKSVW_TMLOQVO�\PM�UWJQTQ\a�WN �\PM�KIU-
MZI�I�\W\ITTa�LQٺMZMV\�_Ia�\W�\PQVS�IJW]\�XTIKM�JMKWUM[�XW[[QJTM�

<PM�W\PMZ�\PQVO�\PI\�Q[�KZ]KQIT�IJW]\�\PI\�\M`\�Q[�\PM�][M�WN �\PM�QLMI�WN �XTIV\QVO�I[�IV�IZ\QÅKQIT�XZWKM[[��
Deleuze’s text is not about natural pollination, seeds in the wind, etc. Planting is the act of  someone taking 
something and putting it in the ground. He uses the analogy of  rice planting, rice grows in little crops that 
are planted and then uprooted … so it’s very temporary, it’s not about establishing any real roots. So, for me, 
ÅTUQVO�QV�<IQ_IV��IVL�\ZaQVO�\W�\PQVS�IJW]\�_PM\PMZ�\PQ[�Q[�I�XTIKM�_PMZM�1�KW]TL�TQ^M�IVL�JM�ZWW\ML��Q\�_I[�
really useful to then think about how to place the camera in the landscape. My images wouldn’t be the type 
WN �QUIOM[�WN �[WUMWVM�_PW�LWM[�TQ^M�\PMZM�WZ�PI[�JMMV�\PMZM�NWZ�I�TWVOMZ�\QUM��WZ�_PW�PI[�PIL�I�LQٺMZMV\�
experience would make, but the type of  image I could make could be like a planter, someone who puts some-
thing in temporarily and removes it again. And so this idea of  a temporary insertion, a stabbing, or removal, 

1 Gilles Deleuze, ‘A Planter’s Art’, 1974, From Desert Islands and Other Texts 1953-1974, David Lapou-
jade, ed., Translated by Michael Taormina, Semiotext(e) Foreign Agents Series, 2004. 

a constructed environment, and that construction is marked by human hands. At a certain point someone 
decided to put something somewhere, which then generated a tendency, and while this is very simple, I think 
it’s also an important point about history. It’s on such a grand scale, but actually most of  the way that his-
tory is constructed is through certain people organising information, and the organising of  information has 
the marks of  human hands, however much it aspires to hide that. This is especially apparent through the 
_Ia�\PI\�PQ[\WZa�Q[�\I]OP\��_PQKP�I[XQZM[�\W�UI[S�\PI\�[]JRMK\Q^Q\a��7]Z�M`XMZQMVKM�WN �\PQ[�JMKWUM[�ÅT\MZML�
through a series of  strange orchestrations, of  chance collisions, of  ruptures, of  discontinuity. The question is 
PW_�\W�ÅVL�I�_Ia�QV\W�\PI\�_PQKP�LWM[V¼\�QV�\]ZV�ZMXTQKI\M�\PQ[�XZWJTMU�WN �PQ[\WZQKIT�KWV[\Z]K\QWV'�*a�\PI\��1�
mean how to do this without falling into the tendencies to try and correct the strangeness of  history. To say 
actually the potted fern is bad, it’s actually from there, that is its true origin and it shouldn’t be here. But in 
some ways this idea itself  also replicates the problem of  historical authority.
 
 

                         



_I[�IT[W�I�ZMITTa�][MN]T�TQKMVKM�\W�\PQVS�IJW]\�I�LQٺMZMV\�ZMTI\QWV[PQX�\W�\QUM��1N �\PM�KIUMZI�Q[�UWJQTM��\PMV�
this can also be a way to register certain things that planting also registers, things that are temporary, or on 
I�KaKTM��<PQVO[�\PI\�_QTT�IXXMIZ�WZ�LQ[IXXMIZ�I\�KMZ\IQV�\QUM[��;W�Q\¼[�VW\�IJW]\�I�Å`ML�TIVL[KIXM�WZ�I�Å`ML�
version of  history but trying to work in a constantly shifting terrain.
 
LM There’s a feeling of  rhythm here for me in what you are saying, of  the camera’s movement, but also of  
other timings. Michael Marder writes about this notion of  “vegetal time”.2 In a way he is making a very sim-
ple point that plant forms come with an inherent sense of  time, which, in the natural world (as distinct from 
the hothouse)  is registered through the seasons. He talks about the milestones of  vegetal time being that of  
“germination, growth, blossoming and fruition”. This is such a great formula. What would happen if  we 
IXXZWXZQI\ML�\PQ[�I[�I�_Ia�\W�\PQVS�IJW]\�\PI\�WN �I�P]UIV�TQNM\QUM��WZ�\PM�Z]VVQVO�\QUM�WN �I�ÅTU'
 
GC What would the plant think, in this context? What would their perspective be? In some ways this chal-
lenge is to acknowledge both our own subjectivities but also the subjectivities of  the materials and things that 
[]ZZW]VL�][��IVL�\PI\�PI^M�I�LQٺMZMV\�M`XMZQMVKM�WN �\PM�MV^QZWVUMV\��WN �\QUM��IVL�WN �TQOP\��?PQTM�QV�<IQ-
_IV��1�_I[�\ZaQVO�\W�]VLMZ[\IVL�\PM�TIVL[KIXM�\PMZM��\PZW]OP�\PM[M�LQٺMZMV\�[WZ\[�WN �XMZ[XMK\Q^M[��IVL�IT[W�
IKSVW_TMLOQVO�\PI\�1�PI^M�I�KMZ\IQV�ZMTI\QWV[PQX�\PI\¼[�ÅT\MZML�\PZW]OP�LQٺMZMV\�\aXM[�WN �KQVMUI�QV�<IQ_IV��
\PI\¼[�\PMV�IT[W�KZW[[�ÅT\MZML�\PZW]OP�Ua�M`\MVLML�NIUQTa��<PZW]OP�ITT�WN �\PQ[��\PMZM�IZM�^MZa�LQ[\QVK\�VIZZI-
tions of  that island’s history. They’re very contentious, and also very dramatic, though they span a relatively 
short period of  time. Most people talk about Taiwan as an entity from the 1950’s onwards, which is when it 
was established as the Republic of  China. One of  the experiences that has stuck out for me from my time 
\PMZM�Q[�\PM�LQ[KZMXIVKa�JM\_MMV�\PM�_Ia�1�_W]TL�TMIZV�IJW]\�PQ[\WZa�\PZW]OP�ÅTU[��_PQKP�Q[�WN\MV�\PZW]OP�
LQٺMZMV\�LMOZMM[�WN �UM\IXPWZ�IVL�PQLLMV�[]J\M`\�L]ZQVO�\PM�XMZQWL�WN �UIZ\QIT�TI_��IVL�\PMV�\PZW]OP�XMZ-
[WVIT�[\WZQM[��_PMZM�ITUW[\�QUUMLQI\MTa��XMWXTM�_W]TL�KWV\ZILQK\�WٻKQIT�^MZ[QWV[�WN �PQ[\WZa�_Q\P�I�XMZ[WVIT�
experience. Which is not an uncommon thing, but it’s something that, having growing up in England with a 
very consensus sort of  history is quite striking. But, then there is the question of  the ecology or natural envi-
ronment…
 
LM ...who witnessed it all!
 
/+�1�JMKIUM�^MZa�QV\MZM[\ML�QV�\PQVSQVO�IJW]\�MKWTWOa�I[�_Ia�\W�NZIUM�\PM[M�KWVÆQK\QVO�PQ[\WZQM[�\PI\�KIV�
also be seen to play out through the landscape. Histories framed within larger seasons and cycles, that pre-
KMLM�\PM[M�XWTQ\QKIT�KWVÆQK\[�IVL�\PM�[\Z]OOTM�NWZ�VI\QWVIT�[W^MZMQOV\a��\PI\�XZMKMLM�\PM�XMZQWL�WN �UIZ\QIT�
law, that extend beyond the Japanese colonial period. And for me this experience of  landscape and growing 
plants was a way to think about these sedimentary layers. In actuality in growing plants there is a high level 
of  failure. I made a lot of  mistakes, while growing plants for the exhibition, but then gardening for me is not 
about virtuosity.
 
LM Yeah it’s really not about virtuosity. We haven’t talked about dirt, which is such a huge part of  garden-
QVO��)[�Q\�PIXXMV[��Q\�_I[�JM\_MMV�WZQOQVITTa�UISQVO�Ua�ÅTU�QV�\PM�IZKILM�IVL�Q\�JMQVO�[PW_V�IOIQV�QV�\PM�
House studies exhibition, that I began to garden myself. Looking after an easy care houseplant was even a 
JQ\�WN �I�KPITTMVOM�NWZ�UM�_PMV�UISQVO�\PI\�ÅTU��)\�\PM�\QUM��\PW]OP��1�_I[�\PQVSQVO�I�TW\�IJW]\�\PM�KIK\Q�
family, which I have a lot of  admiration for, because while every other plant on the planet has a three way 
life process, the cacti family managed to cut that down to two. And that’s interesting to me as an analogy to 
ÅTUUISQVO��JMKI][M�1�\PQVS�[WUM\QUM[�1¼L�Y]Q\M�TQSM�\W�JMPI^M�I[�I�KIK\][��1�LWV¼\�\MVL�\W�UW^M�^MZa�U]KP�
_PMV�1¼U�ÅTUQVO��1¼U�Y]Q\M�PIXXa�\W�[\Ia�QV�WVM�[XW\�IVL�TM\�\PM�KIUMZI�ZWTT�NWZ�I�_PQTM��1�TQSM�\W�_WZS�ITWVM��
WZ�_Q\P�I[�NM_�XMWXTM�I[�XW[[QJTM��IVL�1�MVRWa�\PM�KWV[\ZIQV\[�\PI\�KWUM�_Q\P�ÅVLQVO�\PM�[QUXTM[\�_Ia�\W�LW�
something, to make an image or, from the perspective of  a cactus, the simplest way to survive. The way in 
which cacti hold time is much slower than other plants and there’s something I appreciate about this too.
 
/+�1�QV\MZ^QM_ML�\PM�ÅTUUISMZ�:I�T�:]Qb�QV������IVL�WVM�\PQVO�PM�\WTL�UM�_I[��QN �[WUMWVM�Q[�XTIaQVO�

2 Michael Marder & Luce Irigrary, Through Vegetal Being, Two Philosophical Perspectives. Columbia         
University Press, 2016.



 It’s oblique but it’s all there
 

45�1�TQSML�PW_�aW]�UMV\QWVML�\W�UM�ZMKMV\Ta�\PI\�IN\MZ�^Q[Q\QVO�[WUM_PMZM�aW]¼TT�\PMV�_IV\�\W�_I\KP�ÅTU[�
from that place, and will watch anything to access an image of  that place that you now know. You’ve just 
presented the screening Films in place of  places as part of  the 25FPS Festival in Zagreb, where you selected 
ÅTU[�NZWU�XTIKM[�aW]¼^M�_WZSML��IVL�NZWU�ÅTUUISMZ[�\PI\�aW]�IZM�[WUMPW_�QV�LQITWO]M�_Q\P��_PQKP�aW]�
wove together with unedited reels of  your own work. How did it go, and what was it like to reconstruct those 
places through someone else’s eyes as well as your own? I’m curious about the autobiography embedded in 
that act. Is this notion of  autobiography, via a screening format, a useful one for you? It feels like something 
of  a provocation to say this to someone who’s trying to escape their own expression.
 
GC I think that’s a really interesting point. The places featured make sense for me because they’re places 
1¼^M�JMMV�\W��WZ�PIL�I�KWVVMK\QWV�\W����<PM�ÅTU[�IZM�ITT�_WZS[�1¼^M�KWVVMK\ML�_Q\P�QV�WZLMZ�\W�\Za�IVL�KPIVOM�
myself  and to try to get away from certain received tendencies of  expression. In some ways this relates to 
your thinking on how images relate to other images and how that could be overcome, or thought of  in a 
LQٺMZMV\�_Ia��<ZI^MTTQVO�PI[�IT_Ia[�JMMV�I�ZMITTa�OWWL�_Ia�\W�[PQN\�PW_�1¼^M�TWWSML�I\�\PQVO[��IVL�Q\¼[�IT_Ia[�
been interconnected with images. In part because the way I’ve managed to travel has often been based on 
IV�QV^Q\I\QWV�\W�OW�\W�I�ÅTU�NM[\Q^IT��_PQKP�Q[�I�_MQZL�_Ia�\W�OW�[WUM_PMZM��IVL�\PMV�QOVWZM�Q\�JMKI][M�aW]�
spend the whole week in a cinema…
 
LM Looking at images of  elsewhere! 
 
GC I actually love the festival experience as a mode of  travel rather than going somewhere and visiting his-
torical sites, which can be a derivative way to understand a place. There’s a continuity to historical buildings 
IVL�U][M]U[�\PI\�Q[�IK\]ITTa�\W\ITTa�OMVMZQK��1�TQSM�\PI\�\PM�[\ZIVOMZ�XIZ\[�WN �\ZI^MT��[]KP�I[�\ZaQVO�\W�ÅO]ZM�
W]\�X]JTQK�\ZIV[XWZ\��\W�ÅVL�I�^MV]M�WZ�\W�^Q[Q\�I�ÅTU�IZKPQ^M��_PMZM�1¼TT�WN\MV�MVL�]X�QV�_MQZLMZ�XIZ\[�WN �
\W_V��<PM�QV\MZM[\QVO�\PQVO�_Q\P�I�ÅTU�NM[\Q^IT�Q[�\PI\�Q\�OQ^M[�aW]�I�[KPML]TM��\PI\�aW]�LWV¼\�LMKQLM�VMKM[[IZ-
QTa��J]\�\PMV�aW]�PI^M�KTMIZ�OIX[�_Q\PQV�\PI\��IVL�aW]¼^M�OW\�\W�ÅO]ZM�W]\�_PI\�\W�LW��?PMV�aW]�\ZI^MT�\PMZM�
is pressure to try and see and experience a place through historical institutions or sites, I always get really 
anxious because I feel like I haven’t seen enough, or maybe I’ve seen the wrong ones, that I’m missing some-
thing…
 
LM Yeah you’re constantly dealing with a received responsibility around how you should interact with a 
place or what you take in, I understand that dilemma.
 
GC So the screening in some ways came out of  trying to look at the types of  experiences that have been 
enabled through this network of  connections. Works that I think of  in relationship to certain places, but also 
QV�\PM�_Ia�\PI\�\PM[M�XTIKM[�PI^M�ZMITTa�JMMV�ÅT\MZML�\PZW]OP�\PM�XMWXTM�\PI\�1�PI^M�UM\�\PMZM�WZ�JMMV�PW[\-
ed by or had conversations with, which became the conduit for looking at each place. The programme then 
JMKIUM�I�_Ia�\W�\Za�IVL�ÅT\MZ�\PM[M�LQٺMZMV\�XMZ[XMK\Q^M[�J]\�IZM�IT[W�Wٺ[M\�QV�LQٺMZMV\�_Ia[��<PM�ÅZ[\�ÅTU�
in the programme was made by Apichatpong Weerasethakul when he was homesick while studying in Chi-
cago. It’s structured around a telephone conversation with his mother that has a broken line. They can’t hear 
MIKP�W\PMZ��IVL�R][\�SMMX�[IaQVO�¹0MTTW�IZM�aW]�\PMZMº��¹+IV�aW]�PMIZ�UMº��<PM�ÅTU�IZ\QK]TI\M[�I�SQVL�WN �
distance, and so is an entry point to think about the experiences of  places, and also the experience between 
places.

I really like this quote from Joanna Margaret Paul, where she says “When my work is all laid out together, the 
jigsaw puzzle of  my life will show itself. It’s oblique but it’s all there.” I like the idea that you can make work 
IJW]\�aW]Z�TQNM�QV�\PM�[IUM�_Ia�\PI\�1�ÅTUML�Ua�OIZLMV�_Q\PW]\�ZMITTa�ÅTUQVO�Q\��8I]T¼[�ÅTU[�_MZM�UQ[]VLMZ-
stood as home movies, but instead they’re very obtuse, particular and idiosyncratic studies of  fractured space. 
The act of  looking, of  being inside looking out in her work was a great way to think about the series of  

tennis, and mid-way through changes to cricket, it’s bad sport but could be good art. And I think for me  
gardening is similar. I tried to grow these plants during my residency in Taiwan. I was in a public park and 
people would come by and tell me everything I was doing wrong. I knew I was not a great gardener but that 
it could be an interesting exhibition.
 
LM You realise gardening really is so clearly a practice of  its own, like the practice of  law that we were 
speaking of  earlier, and that question of  attention, it really comes into play in the garden too. Recently I de-
cided being able to grow my own food was a skill I wanted to have, and so I set about trying to work this out. 
,]ZQVO�\PM�ÅZ[\�aMIZ�1�_I[�ITT�IJW]\�\PM�XTIV\[��1\�_I[V¼\�]V\QT�\PM�[MKWVL�aMIZ�\PI\�1�ZMITQ[ML�Q\�_I[�IK\]ITTa�ITT�
about the soil. The other thing that amazed me, and which I didn’t expect to spend so much time involved 
in, via gardening, was the process of  decomposition, which in itself  then becomes generative. I think this is 
an interesting dimension to gardening, and a domain that a gardener inherently knows. But when I visit the 
garden shop or think about the construction of  indoor gardens, instead they’re about the verdant appeal, the 
appeal of  life.
 
GC The two gardens I have tried to grow have both been short term projects, which is kind of  an oxymo-
ron for gardens. I found myself  making decisions based on trial rather than cultivation, and so the things 
that would grow and succeed were not necessarily my favourite. But they were the ones that would work. I 
mainly grew vegetables also. In L.A., I knew I was going to leave, and so at a certain point my interest in the 
garden’s yield was diminished. This is also when it became interesting in another way, though, as it no longer 
needed to produce food, and the garden began to dictate certain terms. But, actually, I was like, great, I don’t 
_IV\�\W�JM�QV�KWV\ZWT��1¼U�PIXXa�NWZ�Q\�\W�PI^M�Q\[�W_V�TQNM��<PMZM¼[�\PQ[�2IXIVM[M�M`XMZQUMV\IT�ÅTUUISMZ�
called Masanori Oe, who was very involved in the underground movement in Japan and also in the US in 
\PM��!��[��0M�][ML�\W�_WZS�_Q\P�\PM�IK\Q^Q[\�ÅTU�KWTTMK\Q^M�6M_[ZMMT��0M�TI\MZ�_MV\�WV�\W�JMKWUM�I�XQWVMMZ�
of  organic gardening. And in some ways it’s not an unusual thing, and it’s not surprising that this connection 
has occurred in many other instances. Derek Jarman is very famous for his garden in Dungeness and there 
IZM�UIVa�W\PMZ�ÅTUUISMZ[�_PW�PI^M�K]T\Q^I\ML�\PQVO[�QV�I�LQٺMZMV\�_Ia�
 
LM I wonder if  Broodthaers had a garden. For some reason I don’t think so.
 
GC Maybe that’s also the problem, maybe he should have.



could be thought of  as a landscape tradition. In some ways he is everything I had sort of  aspired to, so it was 
^MZa�[\ZIVOM�\W�ÅVL�Ua[MTN �_Q\P�PQU�QV�\PM�IZMI�_PMZM�1�OZM_�]X��TWWSQVO�IOIQV�I\�\PM[M�TIVL[KIXM[�\PI\�1¼L�
LZQ^MV�XI[\�ITT�Ua�TQNM��<PMZM�PM�Q[��\PQ[�O]a�_PW�UISM[�\PM[M�ZMITTa�XZQ[\QVM��QUUIK]TI\M�ÅTU[��_PW�Q[�SQVL�
grumpy, completely unfussed, easy going, and with a really funny, subversive sense of  humour. It was a great 
ZM^MTI\QWV��\W�[MM�\PM�ZM^MZMVKM�\PI\�1¼L�XZWRMK\ML�WV\W�_PI\�Q\�U][\�JM�TQSM�\W�ÅTU�QV�\PI\�_Ia��IVL�\W�\PMV�
ZMITQ[M�\PI\�\PQ[�O]a�][ML�I�_WWLMV�\ZQXWL��IVL�\PM�MaMXQMKM�WV�PQ[�KIUMZI�_I[�ÅTTML�_Q\P�UWTL��0W_�LWM[�
this guy make these immaculate images? It was one of  those great encouragements about making work as he 
R][\�OW\�_Q\P�Q\��<PM�\PQVSQVO�PIXXMVML�QV�\PM�ÅTUQVO�
 
LM You know I’ve never been able to make a storyboard. No matter how hard I try. It just doesn’t work for 
me. I think there’s something in this. It’s caused me anxiety, especially when I’ve been working with other 
XMWXTM��IVL�1¼^M�\PW]OP\��PW_�KIV�1�KWUU]VQKI\M�\PQ[�_MTT��_PI\�Q\�Q[�\PI\�1�_IV\�\W�ÅTU'�1�VMML�\W�UISM�
decisions in space. Some scenarios have a quality of  liveness that I enjoy so much, and which can generate 
[WUM\PQVO�QV�\PM�_WZS�\PI\¼[�^Q\IT��<PQ[�Q[�_PI\�KWUM[�\W�UQVL�_PMV�aW]�[Ia�¹\PM�\PQVSQVO�Q[�QV�\PM�ÅTUQVO�º
 
GC Being open to things is also being aware of  the pitfalls of  that, to not over intend things, but also not to 
let it become random.
 
LM How I got around that particular scenario was to have a script but not a storyboard. This is a process 
I’m using for a new work now, where a situation is described, but not already imaged. It seems like a very 
QUXWZ\IV\�LQٺMZMVKM�\W�UM��7N �KW]Z[M�1�_WZS�NZWU�[\QTT�QUIOM[��IVL�^QLMW�\M[\[��1�LZI_�QV�^QLMW�Y]Q\M�WN\MV��
J]\�\PMV�QV�IXXZWIKPQVO�\PM�[IUM�UI\MZQIT�_Q\P�I�LQٺMZMV\�KIUMZI��Q\�JMKWUM[�I�\W\ITTa�LQٺMZMV\�\PQVO�
 
GC The storyboard is, in some ways, just a history of  images and how to work in relationship to those. In or-
LMZ�\W�ÅO]ZM�W]\�QUIOM[�Q\�UQOP\�VW\�JM�IJW]\�LZI_QVO�\PQVO[�W]\�J]\�Q\¼[�TWWSQVO�I\�W\PMZ�QUIOM[�IVL�\ZaQVO�
to understand how they might operate. And that then provides the script...
 
LM I’ve had the same urge to try and let an image be a script, but I haven’t quite worked out how to fully do 
that t yet.
 
GC I think that’s there in The Garden of  M.B.
 
45�1�\PQVS�Q\¼[�\PMZM�QV�\PM�ÅTU�_M�R][\�LQL�\WOM\PMZ�\WW��1V�I�_Ia�1�\ZQML�\W�KWTTIX[M�\PM�[MV[M�WN �6IVKa�
0WT\¼[�QUIOM[�JMQVO�\PM�ÅTU��J]\�IT[W�JMKWUQVO�I�[KZQX\�NWZ�[WUM\PQVO�MT[M�

relations within the programme, this collection of  cross gazes, and the absurdity to attempt to cement whole 
places. Paul’s idea is that a picture of  someone is made up of  these fragments. Within the gaps, maybe that’s 
_PMZM�Q\�KW]TL�M`Q[\��2]TQW�+WZ\IbIZ�Q[�IVW\PMZ�ÅO]ZM�_PW�_M¼̂ M�JW\P�NW]VL�[]KP�ZM[WVIVKM�_Q\P��IVL�_PW�Q[�
talking about those intersections, and also the confusion, the excitement and interest of  that wobble… what 
KIV�PIXXMV�QV�\PI\�_WJJTM��1�LQLV¼\�ZMITQ[M�QV�IL^IVKM�\PI\�ITUW[\�VWVM�WN �\PM�ÅTU[�PIL�\Q\TM[��IVL�\PM�WVM�
ÅTU�\PI\�LQL��\PM�XZWRMK\QWVQ[\�[\IZ\ML�Q\�TI\M��IVL�K]\�\PM�\Q\TM�Wٺ��)N\MZ_IZL[��[WUMWVM�[IQL�¹7P��Q\¼[�QV\MZM[\-
QVO�\PI\�aW]�LMKQLML�\W�K]\�\PM�\Q\TM[�Wٺ�ITT�WN �\PM�ÅTU[º��IVL�1�[IQL�1�LQLV¼\	
 
LM When I was thinking of  the event, I imagined it as having a performative element, what happens in the 
KQVMUI�_PMV�LQٺMZMV\�NWZUI\[�IZM�][ML��IVL�QN �aW]�[XWSM�L]ZQVO�\PM�XZWOZIUUM'�
 
/+�)\�W\PMZ�NM[\Q^IT[�\PMa�WN\MV�[_Q\KP�\PM�TQOP\[�WV�JM\_MMV�MIKP�ÅTU��J]\�NWZ�\PQ[�[KZMMVQVO�_M�UILM�\PM�
decision not to. I thought it should remain dark, and for the the programme to play through. In a way I tried 
\W�KZMI\M�\PI\�SQVL�WN �KWVN][QWV��_PMZM�aW]�IZMV¼\�[]ZM�_PMV�I�ÅTU�PI[�[\WXXML�IVL�\PMV�IVW\PMZ�PI[�[\IZ\ML�
 
LM It sounds like it was actually pretty close to how I had imagined it, based on what you had  mentioned 
\W�UM�JMNWZMPIVL��IVL�\PI\�XMZPIX[�Q\�_I[�IT[W�TQSM�UISQVO�I�ÅTU�QV�\PM�UWUMV\��NZWU�\PM[M�W\PMZ�ÅTU[��I�
process of  live editing if  you like. We had been talking about editing in camera and I saw this screening as an 
extension of  that, as a version of  editing in space, or editing in time.
 
GC Yeah or editing in cinema.
 
LM Editing in cinema!
 
GC All the material I showed were camera rolls….
 
LM Unedited?
 
GC Yes but, for instance, I selected three rolls out of  the nine that I shot in Thailand.
 
LM Had you seen these rolls before you projected them?
 
GC Yes, and while I’ve said I was trying to get away from intention, I did make certain choices.
 
LM I’m not sure you can ever get completely away from it.
 
/+�<PM�ÅTU[�_MZM�^MZa�][MN]T�UWLMT[��QV�LQٺMZMV\�_Ia[��NWZ�ÅO]ZQVO�W]\�_PMV�aW]�OW�[WUM_PMZM�PW_�\W�
ÅTU�WZ�PW_�\W�TWWS��<ZaQVO�\W�ÅTU�[WUM\PQVO��Q[�QV�Q\[MTN �I�ZMITTa�][MN]T�_Ia�\W�\PQVS�\PZW]OP�\PM�[\ZI\MOQM[�
W\PMZ�ÅTUUISMZ[�PI^M�IXXTQML��IVL�\W�\PQVS�IJW]\�\PMQZ�_WZS��.QTUQVO�Q[�I�_Ia�\W�\PQVS��¹0W_�_W]TL�2WIVVI�
ÅTU�\PQ[�XTIKM'º�/WQVO�JIKS�\W�\PM�[IUM�XTIKM�\W�ÅTU�IOIQV��[WUM_PMZM�aW]¼^M�ÅTUML�JMNWZM��Q[�[QUQTIZ�\W�
OWQVO�[WUM_PMZM�_PMZM�IVW\PMZ�ÅTUUISMZ�PI[�ÅTUML��AW]�ZMITQ[M�\PM�OIX�JM\_MMV�\PM�\aXM�WN �QUIOM�aW]�
think you could make, and the types of  images other people make. All the particularity and the decisions 
around the kind of  images which are generated, the placing of  the camera, etc, and you can only get closer 
to an understanding of  that placement through trying to do it yourself. Through it you realise how many 
options there are, and how complex an image is. For me, this proximity was a way to understand the power 
of  images, my attraction to images. The experiences they generate, the people and spaces they relate to. I like 
your point about autobiography because it’s about admitting subjectivity.
 
LM Yeah I think it’s something which is important.
 
/+�<PM�M[[MV\QIT�_WZS�QV�\PM�XZWOZIUUM�_I[�I�ÅTU�Ja�8M\MZ�0]\\WV��1�_I[�^MZa�NWZ\]VI\M�\W�PI^M�PIL�\PM�
KPIVKM�\W�_WZS�_Q\P�PQU�WV�I�ÅTU�Ja�4]SM�.W_TMZ��\PI\��QVKZMLQJTa��_I[�[PW\�QV�?M[\�AWZS[PQZM��\PM�ZMOQWV�
_PMZM�1�OZM_�]X��0]\\WV�Q[�WVM�WN �\PM�XZM�MUQVMV\�)UMZQKIV�M`XMZQUMV\IT�ÅTUUISMZ[��_WZSQVO�QV�_PI\�



GC Yeah, it’s that question of  where does the image reside? It’s often between these things, between images 
_PMZM�\PMa�ÅVL�ZM[WVIVKM�_PQKP�Q[�[W�NI[KQVI\QVO�QV�aW]Z�ÅTU�JMKI][M�aW]�JZQVO�\PM[M�MVKW]V\MZ[�\WOM\PMZ�
so originally between Nancy Holt and Robert Smithson in Swamp but then also between them and Julian 
,I[PXMZ��J]\�QV�\PM�[W]VL�Q\¼[�JM\_MMV�,I[PXMZ�IVL�8WTTWKS�IVL�\PMV�aW]Z�ÅTU�Q[�JM\_MMV�aW]Z[MTN �IVL�ITT�WN �
them! The title Go into the density of  it is perfect.
 
45�<PM�\Q\TM�KWUM[�NZWU�I�TQVM�;UQ\P[WV�[Ia[�L]ZQVO�\PM�WZQOQVIT�ÅTU��IT\PW]OP�Q\¼[�I�UQ[�PMIZQVO�WN �\PM�
IK\]IT�TQVM��_PMZM�PM�\MTT[�0WT\�\W�¹[PWW\�QV\W�\PM�LMV[Q\a�WN �Q\º��1�_I[�_I\KPQVO�\PM�ÅTU�_Q\P�I�NZQMVL�_PW�ZM-
membered the line instead as “go into the density of  it”, which for me became a great illustration of  the pro-
cess of  viewing, and the translation that is always occurring through that process. Mis-quoting Smithson also 
seems very funny in the context of  Julian Dashper! After the work screened at City Gallery, which I couldn’t 
attend in person, I received a text from Julian’s partner Marie Shannon saying how much she enjoyed the 
work. It was amazing to hear this from someone who knew Julian and his work so well, for while I’ve quoted/
IXXZWXZQI\ML�JWZZW_ML�ÅK\QWVITQ[ML�_WZS[�Ja�W\PMZ�IZ\Q[\[�QV�UIVa�QV[\IVKM[��\PMQZ�[XMK\ZM�Q[�IT_Ia[�\PMZM��
and the sense I have of  working within the space of  their work in someway never completely recedes. In a 
[QUQTIZ�_Ia��XMZPIX[��\W�PW_�aW]�PI^M�LQ[K][[ML�\PM�M`XMZQMVKM�WN �ÅTUQVO�I�XTIKM�\PI\�ITZMILa�KWUM[�_Q\P�
a pre-existing image. The work, in it’s simplest description, brings two documents together: Dashper’s Blue 
Circles, his audio recording made in front of  Blue Poles at the National Gallery in Canberra, with Holt’s imag-
es from Swamp, although now freed from Smithson’s vocal direction. I think, for me, it’s a work about these 
kinds of  puzzles of  distance and reproduction and the mobility of  images, how images might travel with us, 
within us, interacting with our experience of  the self, and of  biography. 
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