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Aedas Presents
Kate Eagle
The Aedas global network provides consultancy services in architecture, interior design, masterplanning,
landscape, urban design and building consultancy in Asia, the Middle East, Europe and the Americas. Since
inception in September 2010, the purpose of Aedas Presents is to support and showcase emerging artists,
students and graduates from local Universities.
We are a progressive practice, dedicated to our shared commitment to design excellence, sustainability, and
providing solutions for the built environment that benefit communities from around the world. Aedas is
therefore proud to collaborate with emerging artists and students, which has resulted in an exciting programme
of exhibitions supporting the arts within the West Midlands region and nationwide.
Aedas Presents is a monthly art exhibition series curated by Charlie Levine. We are privileged to showcase the
work of Caitlin Griffiths for the September 2011 exhibition
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For more information:
www.aedas.com
www.charlielevine.co.uk
www.caitlingriffiths.com
Follow us on Twitter: @AedasPresent
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In to View
Charlie Levine

‘Love is what you want’, Tracy Emin’s Summer 2011 blockbuster show at The Hayward Gallery, London, is
mentioned briefly in a new video piece entitled Imago by Birmingham based artist Caitlin Griffiths. The
acknowledgement of one of the world’s most provocative female artists may at first seem arbitrary, but this is
most certainly not the case. Through this casual mention, the film alludes to the idea not everything you’re
watching is what it seems; the relationship between these two people is complicated; and this work, after Emin, is
personal to the woman in the film.
Speaking to Griffiths about her work, and this piece in particular, you start to understand her innate desire to be
understood. In Imago (a psycho-analytical term for the idealisation of a person - usually a parent - formed in
childhood) she swaps places with her father and they answer questions on behalf of one another. You may think
this is a simple exercise for Griffiths to get to know her father better. Or for us as an audience to question our
own personal histories; how much we chose to share with our parents as we grow up and how much they share
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with us about their lives pre-parenthood. But when hearing Griffiths’ description of the work and the process
behind it, you start to understand this is far more ‘Emin,’ Griffiths wants to be heard, to be taken seriously.
Imago is the second film in a new series of works by Griffiths that explores the voice: who it belongs to and how
stories can change through altering the ownership of the words. The questions in Imago are not originally hers,
but in fact taken from two previous interviews she undertook with a curator Jason E. Bowman and cultural
progammer Ian Danby. This displacement is something that Griffiths has looked at many times before. She
often ‘cuckoos’ herself into other frameworks and groups, for example her CV’s After series, the Coop bird
illustrations and her Art Histories series.
The Art Histories text pieces are a particularly playful way for Griffiths to place herself in other peoples’ past lives.
For In to view at Aedas Presents, Griffiths invited several architects who work in the building to tell her a story
about when they knew they wanted to become an architect. Griffiths writes short tales based on nothing but a
thread of memory or invention evoked from the original shared story. These new stories are what are presented
to the audience, with no particular clue as to the original narrative or storyteller. Griffiths writes with a variety
of voices in a bid to speak from all, to all and perhaps even to keep herself hidden in the crowd. The briefness
of each of the text pieces allows us to create our own tales either side of the clues left or combine them together
into one lengthy and complex narrative.
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The complex ideas of voice and ownership running throughout Griffiths practice again reflects something very
personal to the artist and she often uses her art as a type of therapy. In 2 into 1 (after Gillian Wearing) she explores
the effects of a stroke on the patient, but also on their families. She films herself with stroke survivor, George
Reynolds, who as a result of his stroke now suffers from Foreign Accent Syndrome. FAS is a rare condition that
can occur following head or brain trauma whereby the patient’s speech permanently alters. When we meet
George he is therefore already speaking in a foreign tongue, and for 2 into 1 this is further complicated when he
speaks in Griffiths’, and she in his. The understanding that the stories aren’t each others’ is not clear
immediately, nor the fact that George is not Griffiths’ Dad. The complex idea behind the film is juxtaposed
against the simplicity of the words being spoken; the honesty of the accounts and the familiar setting of two
people talking on a sofa. The artist’s words - coming out of George’s mouth - feel very unprocessed and at the
time of the recording this was the first time she had spoken about the traumatic experience. She says ‘Making 2
into 1 was an incredibly cathartic experience for me and also one that came with a realisation that there is this
real inability or reluctance for me to communicate what I am feeling.’
In a new series of paintings entitled Diary, the artist maps out each day in simple black and white boxes; she uses
a pin to poke holes in the paper each time she has a feeling of failure or despair and brightly coloured biros to
mark dots when she has a feeling of success or joy. This could be seen as a way of communicating daily shifts in
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mood but also, importantly, as a tool with which Griffiths can process these emotions.
It would be easy to say that Griffiths is just another British female artist who makes work just about herself; and
an element of that is true. However, the deeper desire to be part of something, to be relevant, intelligent and
thought-provoking really drives the work forward. Griffiths as an individual is alarmingly honest in her work,
but she is always presented through someone else. She hides herself away but is always ever present. The real
emotion within her practice being her soul, the relationships she has with others and the continuous fight with
herself to be strong when feeling so evidently vulnerable inside. We only get to know her through other peoples’
voices, faces or stories. Griffiths does make work about herself, but she makes us search for her, leaving a trail of
seemingly visible yet invisible clues.
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Art Histories 6
2011
Text on paper
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Diary
2011
Acrylic on paper
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Diary (4th Sep 2011)
2011
Acrylic & biro on paper
14

"
Diary (4th Sep 2011)
2011
Acrylic & biro on paper
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Imago (I)
2011
Digital Video
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Digital Video
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Imago (II)
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Digital Video

Imago (II)
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Digital Video

"
Imago (II)
2011
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Digital Video

On 2 into 1

Extract from original essay ‘The Public is Absent’, Echo & Narcissus © Alistair Grant 2010
The video records a conversation between the artist and a man named George. In the course of the
conversation it emerges that George, who has an indefinable, European-sounding accent, suffers from a rare
condition called Foreign Accent Syndrome, which he developed following a severe stroke. As the conversation
develops Caitlin Griffiths empathically relates George’s account of the onset of his condition to a story from her
own past. The viewer feels that they are being allowed to eavesdrop on a very intimate, but familiar social scene,
as George describes the Kafkaesque experience of realizing that he now speaks with what sounds like another
person’s voice, the artist tries to assimilate his story into a frame of reference she can understand in terms of her
own life experiences.
Two people’s memories merge 2-into-1. Except, there is a twist. Following the conversation George and Caitlin’s
voices are swapped and lip-synched on the video to make it appear as if each is speaking the other’s words. The
intimacy of the conversation is redoubled in this exchange of voices. The role of the artist and interviewee, and
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the wider audience witnessing their social contract was thrown into uncertainty; or rather the unconscious
uncertainty of their ‘agreed’ roles was made visible. The term social contract can describe both the social and
emotional agreement between people, but also, in a classic sense used by philosophers like Hobbes, Locke, and
Rousseau, it describes how people give up sovereignty to a ruler, government, or other ‘higher’ authority in
order to maintain an agreed social order through the rule of law. Either use of the term implies an unspoken,
often unconscious, agreement by the governed upon the set of rules by which they are governed. The interview
process often creates a quasi-therapeutic, official-seeming forum in which interviewees feel allowed to speak
aloud, and to relive and recover (from?) strong, unresolved feelings in a given moment of cathexis.
The gentle intimacy of 2-into-1 exposes the extent to which art has become a public/media spectacle. We take it
for granted that it is to be freely shared by all. One is often left wondering if art exists at all outside of the given
moment it appropriates for itself in some media spotlight. This is especially so in ‘conceptual’ art, which is often
highly context dependent, or ‘performance’ art, which is a happening. However, regardless of where or when it
happens, is recorded and resounds, art (like life itself) remains always, ultimately, an existentially inner
experience. What each individual takes away from art is very private and subjective, and only begins to exist in a
social sense when it is talked about after the event.
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2 into 1(After Gillian Wearing)
2009
Digital Video
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2 into 1(After Gillian Wearing)
2009
Digital Video
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"
2 into 1(After Gillian Wearing)
2009
Digital Video
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Ian Danby & Caitlin Griffiths
In Conversation 10th February 2011
ID:

My first question, really is about your first artistic memory and what it was that you remember from
when you very young in terms of the arts and artistic practice.

CG:

Um, I remember always being very good at drawing and always being called out for being very good at
drawing. Which is funny if you look at my practice now, I don’t draw at all. But I have a very early
memory at primary school where it was a very hot sunny day, I don’t think the teachers wanted to do
anything in particular and we all got these… they told us they were like these expensive drawing boards,
but looking back now it was like the grey cardboard you get at the back of A4 writing pads. And they
gave us all those and we had to go out and draw these flowers and I can remember drawing these
flowers and being really competitive about it with my best friend, cos I just wanted to be better than her.
And I was better than her and better than most of the class.

ID:

OK. And do you still have that competition?

CG:

With my artistic practice, I don’t think it would be competition. I have artists that I kind of admire and
my work follows a similar path to theirs or I would like to think it follows a similar path to theirs. But it’s
not competition because they’re kind of stratospheric and I’m not.

ID:

So when you think of people in terms of their calibre and their.. the way they’ve developed do you kind
of have er.. a feeling that there is a ladder of quality.
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CG:

I don’t know. I think among my peers I’m a little bit more critical and I.. but I also understand it’s really
subjective - if I’m looking at artists I work alongside or I’m working with then - I’ll kind of know what
work I think is strong and what work I don’t think is strong. But I’ll understand that that’s my
perspective, it might not be, and sometimes it isn’t actually you know, the successful people that I know
at the moment aren’t necessarily the people who’s work I like best. Um, but I think the only divide in
terms of that ladder is there’s my peers and then there’s artists like Gillian Wearing and um Sophie
Calle and you know it’s kind of it’s that and it’s that, there’s no rungs in between yet.

ID:

OK. And in terms of you when you were very young were you encouraged to be good at drawing and
painting or did your family have other aspirations for you or were you left alone?

CG:

I had a very lucky upbringing, I think in that sense that I think my parents just valued achievement and
because I was good at it they let me do it. I was also quite good, I was quite bright as a kid, so I, I could
have done a lot of things at that stage, but art was the one thing that I wanted to do. I think my brother
and my mum are both very kind of literary in the sense that they write: my Mum edits dictionaries and
my brother is a poet and a writer and I kind of rebelled against being a writer because it just felt like
everyone else was doing it and they were doing it so much better than me then I’d be an artist instead.
But I’ve actually kind of come back round and I’ve accepted that I might have to write at some point.

ID:

OK, and so the young Caitlin was neither encouraged or discouraged to do it what about kind of in
school, cos most people’s early – certainly mine – was people pushing me a bit.

CG:

Right
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ID:

Thinking that because, I was a reasonably good draftsman and everything, did people push you?

CG:

No. In, in.. talking about secondary school, I think I was always quite single minded that I was good at
this and I was going to do this, there were people that were better than me absolutely by the time we got
to secondary school. I also recognised that the school I went to was very much geared up to people that
wanted to be lawyers or doctors and do science or maths or English A level so I actually left at GCSE
level to go to a different sixth form college where the visual arts and I did textiles as well, I think for a
while there I wanted to be a fashion designer, so I kind of knew at that stage that I wasn’t going to get
what I wanted at the school I was at so I went somewhere else.

ID:

OK. So where you encouraged there?

CG:

Absolutely I think my parents didn’t like that choice of me going to that sixth form college I did apply to
go to another sixth form college as well which was the school my brother had been at and they would
have very much liked me to go there or to stay at the school I was at but you know, I think they knew I
was going to do what I wanted to do at that point.

ID:

OK. SO what was your first piece of work that you remember feeling incredibly proud of. Probably
from around this period – do you think?

CG:

Erm, wow! I remember I did an oil painting, I’m going to cringe now, I’ve still got it in a folder
somewhere. It was an oil painting of a skull, everyone paint’s skulls don’t they and naked women, that
was kind of what we did at A Level! But it was just… I just remember looking at it and thinking, you
know, I can, I can paint, that actually looks like that. It was like a sheep’s skull, or an animal’s skull and
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some little bird skulls on this velvet draped kind of thing. I think, I think at that point I knew. And I
don’t paint much now.
ID:

We’re all cringeing

CG:

Well it’s just text book A-Level art isn’t it? That you kind of, yeah that you can’t wait to run away from
the minute you start a degree.

ID:

OK, so what point did you decide that you, being an artist, curator, gallerist was something that you
wanted to do? And maybe they’re all slightly different in some ways?

CG:

Yeah. Urm, When I was doing my degree I always knew that, or I had it in my head that you don’t just
kind of graduate from university and be an artist. I knew that. But the reality of graduating after doing
a four year fine art degree and a one year foundation before that was I felt like I’d fallen of a cliff. And I
graduated in 2001 and I didn’t actually make any art as an artist until 2006. It was five years where um I
literally just had to live, I had to go and temp and have a shitty office job so I could pay my rent and all
of that stuff. And the curating just kind of fell out of that. I’d being doing admin for two or three years
after university. I’d always worked in an office throughout university because it was a lot less hard work
than working in a bar and it generally paid you more, and through that kind of admin experience I
managed to get a job as an arts programme assistant at The Public – at the organisation – and I was
there for a couple of years as arts programme assistant before I was promoted to curator, urm, or
assistant curator sorry, urm and I didn’t really, until I got the arts programme job and then saw that
there was an assistant curator within the this organisation and that was a career path, I never really
considered being a curator, but because I’d got into the organisation already and because I could write a
bit about art and I was quite OK doing office filing and exhibitions organising and all the admin and
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project management that comes with, I was kind of well placed to get that position I think. But it hadn’t
occurred to me that I could do that before.
ID:
CG:

And how do you balance the actual making of work yourself with the other roles that you have
I don’t. I don’t balance it at all! At The Public I am Exhibitions Coordinator at The Public I work there
part time and I’m also Artistic Director of Hereford Photography Festival, which is part time as well.
The artwork gets, this kind of stuff gets squeezed into the very few gaps I have around my actual fulltime paid positions, part time paid positions.

ID:

As does the work ever reflect any of your experiences in your jobs?

CG:

Erm. I have not really considered that. I think this piece probably does because the four people I have
invited to do these In Conversations with me are all people I’ve met through paid employment, through
professional, through organisations. Ian is obviously my line manager at The Public. Jason was the
curator at The Public when I was assistant curator, he’s the next guy. So yeah, I think all of these people
have been professionally mentors or managers to me so that’s the cross over. And because my work is
interested in identity, specifically professional identity it kind of makes sense that my professional role as
a curator bleeds into this. Cos I’m like these different things so how does that work out.

ID:

OK. And if you were to describe your work and why you make work in a few sentences what would
they be.

CG:

The work I make is about Identity and about how we say who we are. And that tends to fall within a
professional area, like ‘I’m a lawyer’, ‘I’m a doctor’, ‘I’m a police-officer’, ‘I’m an artist,’ that kind of
thing. Because I’m an artist, and because why you’re an artist and what an artist is and how artists
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operate. And also and being a little bit self obsessed helps as well, because my work is all about me. But
I think that’s a practical thing, I would like to think it’s a practical thing before it’s a…
ID:

Pure vanity!

CG:

Yeah, absolutely. I can’t deny it.

ID:

So, your, I mean, I’ve seen 2 into1 and the thing that struck me about that piece of work was two things.
One, the fragility of your father’s voice in some ways but also the way, the beautiful way that it was
edited, and it’s almost, to me it seemed very perfect in terms of the synch and that was, I think is one of
the most important bits, because I think frankly if it hadn’t of been I think it would have lost a lot of its
resonance. Talk to me a little bit of how it was made and how it was edited and why it was done in that
way.

CG:

I kind of felt my way through this entire piece. 2 into1 is a video piece I made, I had two ideas in my
head for a long time and it wasn’t until they actually came together that it took the route, road that it
did. I knew I wanted to remake Gillian Wearing’s piece called 2 into 1 where a mother is lip-synching to
the voice tracks of her two sons talking about her and her two sons are kind of lip synching their
mother’s voice when she’s talking about them. So I knew I wanted to do that, but I didn’t really know. I
didn’t want it to be me and my dad or me and my mum or anything to do with my family, I just liked
that kind of set-up and who those people were and what they were going to talk about was completely
fluid at that point.
And I also wanted to work with someone who had foreign accent syndrome. I’d seen it on a channel 5
documentary and I’d actually originally started to, wanted to work with a women who was from
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Stafford who had Foreign Accent Syndrome, and this is a result of something that happens in the brain
it can be a stroke or it can be.. I think this lady in Stafford, she was quite young and she’d had some kind
of other brain event they call it and her voice changed and she actually sounds like she’s Polish rather
than from the Black Country. And immediately people started changing their attitude towards her, and
this was her home town, a place she’d lived all her life, a place she’d grown up in, and people were
treating her like she was a foreigner. So I was interested in that aspect of something physically changing
and actually her identity changing she said, I think it was George who said ‘It’s like I’ve lost who I was’
but it’s all external it’s all because of people changing to how you are.
Unfortunately that lady dropped out just cos I think it was too much strain on her family, she’d done a
lot of TV and Radio 4 about this thing and she’d just had enough at that point. So at that point my
project was completely on hold, I had no idea what I was going to do. Foreign Accent Syndrome is
incredibly rare, but luckily, I’d been contacting all these doctors these psychologists that dealt with it and
they really open to me approaching them and they were really happy to help and they actually passed
on my details to a gentleman who lived in Essex called George, who became the other participant in this
film. And it was at that point, when I went down to meet George for the first time, and he was about my
father’s age and he’s had a stroke, and my Dad had had a stroke about three years previously and
because of this stroke he now spoke like he was Italian, rather than this Essex boy that he was. And it
was at that point that the project kind of came together with the Gillian Wearing piece, that it made
sense that if it was kind of me working through the fact that my dad had had a stroke, with this other
man my father’s age that had had stroke, we were both talking about our different experiences of it. But
it made sense that that was how it kind of worked out that it looked like the 2 into 1 piece. But it was just
a bit of luck and magic, if that first woman hadn’t pulled out it would have been an entirely different
piece of work.
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ID:

And, all the participants, have they all seen the film?

CG:

George has seen the film, he really liked it, yeah. Another thing that he used to do, he used to present
corporate videos, so it was his video camera we used and he’s used to doing this presenting to the
camera stuff, so all the planets aligned when I made that piece of work, I don’t think I’ll get that lucky
again.

ID:

And what about your father?

CG:

He’s seen it. I was really scared of showing it to him, because the whole thing I’m talking about is the
act that I can’t communicate with my dad, about this horrible experience. He’s actually fine, kind of
physically, he had no lasting damage after the stroke but it was a long recovery for him. So I was really
scared of showing it to him, I showed it to my mum first. And me and my brother watched it together
and we actually got quite emotional watching it, because it was you know, talking about the fact that you
think your Dad is going to die, yeah it’s quite hard.

ID:

And did he know how you felt?

CG:

Erm, no, well

ID:

So he saw your emotion coming out, possibly through somebody else, about how you felt.

CG:

Yeah, This is why I’m making the Imago piece, this is why I’m making this piece. It’s about trying to
resolve that issue of not being able to talk to my Dad. His take on it.. I did talk to him after he’d
watched it, but like in about two sentences, but that’s all me and my Dad ever get out of each other,
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erm, he thought I was silly to think like that and of course I can talk to him, but then he walked out of
the room, (laughs) so it was like, OK. And I think he didn’t really get, didn’t really understand it as an
artwork but he understood kind of the message of it if that makes sense.
ID:

And what sort of effects has it had on your relationships with family or George.

CG:

I keep in touch with George and his family, I send them Christmas cards and he’s always sending me
emails wanting to know what exhibitions I’m in, so that’s really nice. After I made 2 into 1 and after I’d
had that incredibly brief conversation with my Dad about it, I said to him – my Father – I want to make
a new piece of work and I want to make it with you. And I was astounded when he said yes, so I kind of
left it at that, I thought I won’t push it any more. And then a couple of months later I went back to him
and said look, this is actually what I want to do, I want to, me and you to perform a conversation, I’ll
write the script, erm, I want us to do it. And he was like ‘yeah, yeah but I won’t have anything to say’
and I was like ‘no you will, cos I’ll write the script and we’ll do it’ and he was like ‘ok, ok’. So I’ve had
two conversations with him about this and he’s agreed both times, so until I actually go back to him now
with a script and he realises he’s actually got to sit down and do this with me, erm, yeah, I don’t think
he’ll say no at this stage, having said yes twice, but there’s always that risk. Through the process of
making this we’re actually going to have to spend quite a lot of time together and, talk.

ID:

And do you think in some ways that, that will change your relationship for the better?

CG:

I don’t think it’s about changing the relationship because I think that what we’ve got works for us, you
know…

ID:

Silence?
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CG:

Yeah! Yeah, but it’s kind of for years we fought, so you know so this is, silence is kind of a peace of sorts.
It’s not about wanting to change it it’s about maybe wanting to spend a bit more time with him because
he’s going to die at some point, and yeah…. I’d quite like to have some nice memories.
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Jason E. Bowman & Caitlin Griffiths
In Conversation 24th February 2011
JB:

First thing I wanted to ask you was when did you first become aware of the impetus to be an artist and
what did you think that impetus was? Did you understand that’s what it was or did you think it was
something else?

CG:

Going right back to kind of school, primary school and junior school; I could draw, it was always
something that I did and I was good at and I liked being good at stuff so it was something I pursued.
When I went to secondary school I always wanted to do art, and I wanted to paint, and it was all about
drawing and painting. And I think there was a little while there where I actually wanted to be a fashion
designer but I think I had a teacher that actually took me to one side who said you might be better doing
this rather than this – being an artist rather than, being a fashion designer. So it was always something
that I wanted to do but there was a moment in terms of – what we were talking about [before the
interview] fine art and contemporary art practice: where I can remember doing A-Level somebody
painted this - looking back now – amazing piece of work that was kind of Miro-esque in that it was flat
and it was all to do with Biology and cells and conceptually it was really interesting – and this was an ALevel student, and I remember looking at it and thinking ‘that’s rubbish’ anyone can do that it’s dark
outline and flat colour. I did’t .. you know.. I was all about painting skulls and naked women and making
it all kind of perfectly representational and all of that and I kind of had this dismissive attitude to that
other kind of art and a similar thing happened to me when I was at university and again I kind of
wanted to draw and I wanted to paint, and I’d kind of got out of the representational thing then, you
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know, I wasn’t interested in figurative painting at that point I was much more interested in process
painting like Ian Davenport and Callum Innes and all of that kind of stuff so that was a little bit, that
was a bit of a radical move for me at that point.
And I remember being in my first year at university and going to the final shows for the fourth years and
there were all these people that had suddenly at some point in their four years dropped painting or
sculpture or whatever and started to make video work and I was like ‘Why would they do that you
know? Video art is not real art why are they doing that? And then I did that, half way through my
course, I studied in America, at Rutgers for a semester and I was taught by an artist called Martha
Rosler - who’s quite a intimidating feminist, quite well known, well established respected woman – and I
just kind of, it was a like a relevatory, it was a revelation. I kind of got it at that point and that’s what I
want to do it wasn’t about painting skulls anymore.
There’s always been this drive that, kind of creatively, that’s what I’m good at and that’s where I going
but it’s kind of been a progression of letting go my ideas of what I think art is and what I’m actually
interested in making so does that answer the question at all?
JB:

Let me ask it in a different way

CG:

(laughs) OK…

JB:

I’m going to frame it in a particular way and it may be something you disagree with anyway, but if we
say the role of the artist is to be a public intellectual…

CG:

Yeah
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JB:
CG:

And to live a public life…
Yeah

JB:

through things even as basic as occupying cultural real estate

CG:

Yes

JB:

Then, when did the impetus to be that arrive

CG:

What was the phrase you used? Public intellectual?

JB:

A public intellectual

CG:

I’ve never, ever thought about it in those terms but it just feels bang on you having said that. Public
intellectual that’s really interesting .. I don’t….I’ve never voiced or articulated or made public any desire
to be a public intellectual before, but I think that’s absolutely being what it’s been about. Erm, I don’t
know if I can explain kind of, answer that anymore than that

JB:

But can you identify any point at which that became the impetus as opposed to the production of art is
to be received as the artist because I think there is a distinction between the. Because the way you
described the first question, the impetus to be an artist was very much about the production or making
as opposed to the reception or the position of artists.
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CG:

I don’t know if there was one kind of defining moment. Slightly, not maybe answering it maybe. There
was a point while I was working at The Public, I graduated in 2001 from my undergraduate degree and
I didn’t actually start calling myself an artist – and making artwork again, outside of an educational
context – till 2006. And it was, it was almost like a coming out. Because I worked in an art organisation
with people like you and people like Marlene [Smith], kind of really respected people within the, field
artists themselves and I felt like I didn’t really want to put my hand up and say I’m an artist too because
I didn’t really feel like I was at that point. And the first piece of artwork I made was a business card and
I couldn’t even put ‘Caitlin Griffiths, Artist’ on it, what I put on it was ‘Caitlin Griffiths singer/dancer/
actress/ model’ because it was kind of this piss take you know that I’m a curator, I’m an artist, I’m a
writer, and being this like jack-of-all-trades and master of none, and it harked back to this comedy
sketch where it was like a Helen Lederer was doing this ‘I’m a singerdanceractressmodel’ when you
know she’s not doing any of those things it’s just something she says. So calling myself an artist almost
became what my work started to be about so it’s almost like I’m resolving this, I haven’t really kind of
worked that out yet, you know. A lot of the artwork I make is interested in what the creative process is,
like this, the piece I’m making now, this creative process is kind of a public thing. Erm, so I don’t know, I
think I’m working out what an artist is and what it means to be an artist which is why I remake other
artists work and yeah, why I kind of make visible this part of making work.

JB:

Why have you chosen, to appropriate the work of other people. I suppose there’s also sort of feminist
trajectory of that as well like Elaine Sturtevant who’s an American artist who’s been remaking the work
of others for about forty years. Why this impetus to remake the work of others.

CG:

There are two directions. Obviously there’s the complete, cheeky, I want to be like these people, so I’m
going to steal what they do erm which is the real kind of…
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JB:

flattery line

CG:

…Yeah, but also it’s kind of really text book and obvious and I’m not hiding that I’m doing this, because
I want to be Gillian Wearing I’m stealing Gillian Wearing’s work – with 2 into 1 – and remaking it. Erm,
but also but this idea of, it’s the creative process I’m interested in so kind of taking – by lifting something
off the shelf – a made artwork off the shelf – and saying OK, I’m going to make something and it’s
going to end up in this form, now the content of it is the interesting bit, it’s my process, it’s OK so what
do I actually do to pour my work into this form which in the case of the Gillian Wearing 2 into 1 piece is
going to be a video piece where there’s two people talking and they’re going to be lip synching to each
other’s stories. I knew I was going to make that piece but I didn’t know who the two people were at that
point. I don’t know it was going to be me, I didn’t know it was going to be George, I didn’t know it was
going to be about my father, it just kind of came together like that. So it’s, it’s two things. It’s wanting to
align myself to Gillian Wearing and also it’s kind of an easy way for me to develop work ‘cos I’ve got an
end point I’m going to so it frees me up to get there, does that make any sense? Because if I didn’t have
that end point I could have made like eighty different pieces of work and I never would have maybe
thought, I never would have got there if I hadn’t taken that first step in that direction.

JB:

The terms you used were sort of Creative Process..

CG:

Yes

JB:

That sounds a little bit like me, and I’m not being a fucker is, creative content,

CG:

Yeah?
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JB:

You said, you know, ‘I didn’t know it would be about George, I didn’t know it would be about my father,
I didn’t know who the people lip synching would be, that just kind of came together,’ was the way that
you described it

CG:

Right, Ok

JB:

So that’s not, for somebody to say it’s ultimately about the creative process

CG:

(Laughs) that’s not describing it at all!

JB:

And then just says ‘it just kind of together like that’ I mean come on!

CG:

Well, I had many different things that were interesting that were floating around in my head. I knew I
wanted to make a piece of work about Foreign Accent Syndrome.

JB:

Yeah

CG:

But I hadn’t really resolved – I think it was a conversation with you that I had where I had that moment,
I was like ‘oh – so the Foreign Accent Syndrome piece could be the Gillian Wearing piece’ then it came
together, but you know as artists your interested intellectually I guess in a load of different things and
sometimes you need a box to put them in and my appropriating of other artists work is my box to work
out this idea through and land it in there. I think. Is that a better explanation?

JB:

Yeah I think so it’s sounds like a receptacle type of device or something.
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CG:

Yes, absolutely, it’s absolutely a receptacle device. Because, I like to have something to aim for, because if
I don’t then I just feel like it’s a little bit messy. And because I’m not just an artist, I’m a curator and a
writer and all of this other stuff that if I don’t I could be floating around for ages and not actually make
any work unless I set that parameter for myself. So it’s a practicality as well.

JB:

I do all of those three things as well, you know, so I’m curious about how do you decide which mode to
operate in?

CG:

Meaning?

JB:

Well, how do you decide when you have something you want to realise, whether you should realise it in
curatorial mode, in your mode as a writer or your mode as an artist. How do you decide which model or
mode is the appropriate behaivior for the project? [The Public and Hereford Photography Festival] so I
– the kind of creative curatorial aspect – is constrained by what these organisations need to deliver so I
feel that’s probably the least creative, personally creative output at the moment though I am wanting to
develop my own independent curatorial projects because there are things I can’t do as an artist that
would make more sense as a curator erm,

JB:

But that’s what I mean though, how do you know that…

CG:

Erm.. I’ve not really thought, I think at the moment I’m just at that point now where I’m considering
independent curatorial things as an option to my creative output em, I haven’t got anything resolved
and I think it’s just the realisation that I can do that at this stage. In terms of the writing and the art, I
write fiction as part of my art practice I have pieces of work that use little stories that I’ve written, but
then I’ve got separate projects where I am actually writing a novel and I write poetry and all this other
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stuff and it feels separate, because again it’s for a specific purpose, writing the novel, it’s very, it’s not
really anything to do with contemporary art, you know it’s a teenage fiction novel. It’s got nothing to do
with vampires, I’ll just put that out there! So I don’t find it hard to separate it I think, but I, it’s more a
separation in professional contexts rather than creative process, I think. I haven’t been in a position
where I’ve thought, where I’ve had to decide whether that’s a writing thing, whether that’s an art thing,
or whether that’s a curatorial thing.
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