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AG-D: Hello.

DR: Hello. Pleased to meet you!

AG-D: Can you start maybe by introducing us to the origins of the
piece, please?

DR: It’s really about taking stock of my personal and artistic
journey over the past nine years, and reflecting on how one
informed the other.

AG-D: So where and how did that journey begin?

DR: After an acute hospital admission in 2002 I was referred to a
therapeutic community programme at Guy’s Hospital in South
London. Part of the programme was a weekly art therapy session.
Over the nine months of the programme, week in week out, I made
work that was hugely powerful to me. Engaging and communicating
without language through making, allowed me to process things
that years of talking therapy had never got to grips with. I could
both express things which I couldn’t - or wouldn’t - put into words
(largely feelings) and I could also externalise them and objectify
them - literally get them out of myself.

AG-D: How did you make the transition from art therapy to general
art practice, and a mainstream environment?

DR: At the suggestion of the therapists, in 2003 I enrolled on an art
course at the Mary Ward Centre in Holborn, and for that first year I
really learnt more how to play and explore through art, and also
how to be part of a group effectively and sensitively.

At the end of that year, at the suggestion of my class tutor, I
enrolled on the college’s pre-foundation course in Fine Art, and the



following year I undertook the Access course there, and I began
thinking seriously about art as a bigger part of my life.

At the same time I was moving from making work about my
internal world and looking outside myself, partly through the
influence of being in a mainstream environment, but in a supported
and structured way.

A statement by Sophie Calle about her practice showed me a way
forward to integrate the outside and inside, in making work, that
really connected with me.

She says:

There is nothing specific, nothing
particular about that spot; just an
accumulation of experiences and
memories. This is where you learn, in
the street, that’s how you’re shaped.

In 2005, part of putting myself, as an artist, “out there”, was to
make a website. On the home page, framing my practice, I put the
quote.

AG-D: How did her ideas inform your work?

DR: There are a huge number of ideas in this short quote. She
made me think of the value in the unassuming, insignificant, anti-
spectacular. She also encouraged me to link my inner and outer
worlds by making work in and about where and how I live, and my
experiences – what has shaped me. Finally, she saw the physical
act of making work as part of learning, so theory and practice
started to come together for me from this point of view too.

Over the next couple of years I made a few performative and
interactive pieces inspired or influenced by her, around South and
Central London.



AG-D: Did you find it a useful exercise to use the quote as a frame
for your practice?

DR: Yes, it was useful, although, of course, I took more from her
than this single quote and I was reading around these ideas, so this
was just meant to mark a moment in an on-going journey. Each
subsequent year I took another quote that was particularly relevant
and that I wanted to use to provide a framework for my practice.
By publishing it I also used it as a public conceptual frame of
reference. I entitled it “Statement of Practice” to reinforce this idea.

AG-D: Ok, so now we can understand these quotes as both a
reflection of your research and reading, and also as a public,
contextual framework for your practice.

You were still in therapy at this point, weren’t you? To an outsider,
I would have thought the therapy would help you achieve your
goals towards wellness, more than art?

DR: Not for me, really. First, when I was having art therapy in
2002, I discovered that through art I could express things that
were, for me, unspeakable. It was the most useful part of my
intensive therapy.

From that moment on, in my art practice I could do things outside
my comfort zone much more easily than I do in any other area in
my life. My practice and my personal development have always
gone hand in hand for me. In the process of making I’m trying to
connect and begin to integrate my internal and external worlds.

AG-D: Can you give an example of this?

DR: Ok, so first, I had problems dealing with people I didn’t know. I
would be anxious before meeting them and seem quite abrupt until
I got to know them. This caused me major problems of course. So I
made some films where I was just approaching people I didn’t



know, with a simple request. So in Happy Birthday Elvis and Me I
asked random people to sing me a bit of an Elvis song.

I made two films in my local area, each with a very different
constituency of people recording their wishes, “just in this
moment”.

And I should add that to make the Elvis film I went to Paris on my
own, the first time I had been abroad, alone, albeit only for a day.
So that ticked another box; and of course takes us directly back to
Sophie Calle’s quote “This is where you learn, in the street”. I turn
these tasks from big deals, to simply steps that have to be taken to
realise a piece of work.

AG-D: How do you relate to this quote six years later?

DR: I still connect with it fundamentally. Both in terms of a
methodology for making art, and also in how to live my life
generally. Getting your hands dirty, engaging directly with the real
thing. Learning by doing, through unmediated experiences.

In terms of Sophie Calle’s practice, I have some reservations about
her methods, which I think are somewhat intrusive and
exploitative. I prefer not to use people without their express and
specific permission. I have though, come to terms with the value in
giving the viewer an uncomfortable experience.

AG-D: Yes, and we’ll come onto that.

DR: Yes, but I also relate to her on a personal level. It seems to me
that she sometimes uses her art as direct therapy, for example in
dealing with the ending of a relationship; so I of course connected
with her use of art as a therapeutic process, and I got real
validation about the reason to continue to make autobiographical
work, and seeing its therapeutic value for me.



AG-D: Each year, you used a document to pair with the quote,
which we can see here in the second row.

DR: Yes, that’s the “synchronicity”: how the quote and document
play against each other. And the “synergy” is how the whole piece
transforms both the quotes and the documents.

AG-D: And the document for 2005 is your medical retirement
certificate.

DR: That really speaks for itself!

AG-D: So you decided to have a quote to head up each year, to
steer and chart your journey - to both reflect on the previous
learning, and to mark the start of the next area of investigation.
And in making this piece later, you used documents to reflect what
was going on in the rest of your life at the same time.

DR: Yes, in the moment, using the quotes to formally and regularly
take stock of my art practice. And in this piece I’m using the
documents to reflect on a key moment in my life in that same year.
So the whole piece is about reflection and taking stock of the big
picture, rather than just linearly iterating year on year.

AG-D: Can you spell out how these two 2005 frames relate to each
other and what that relationship means to you?

DR: Well, that humble, unassuming A4 sheet of white paper
actually represents a massive accumulation of experiences and
memories of 20 years of my adult life. It marked just a moment of
actuality – my retirement – but was a major event that shaped me
that year. The most major life event I had ever experienced,
probably.



AG-D: What was the second, 2006 quote, the next Statement of
Practice?

DR: It’s Stephen Willats:

In a society which reduces people I’m
working to celebrate their richness and
complexity. I see this as a kind of
cultural struggle.

AG-D: And you wanted to be part of the cultural struggle?

DR: Yes. I would say I’ve always been involved in the political
struggle against “the reduction of people”. I remained interested in
the role of art in everyday life, and of trying to bring out the extra-
ordinary in the ordinary people I was filming. Telling the stories of
ordinary people and calling it “fine art” is a political act in itself, I
think. And that’s what Willats sets out to do.

AG-D: And you made work with people in your locality.

DR: Yes. Mainly films. Initially, I just approached random people on
the street and asked for 5 minutes of their time. From this I moved
on to spending a day with a group of people, and getting to know
them better. I was part of their community for a day. This latter
piece, Moving Into Age, reflected a more engaged and real
relationship with my subjects.

AG-D: And what were you reading at this point?

DR: Nicolas Bourriaud’s Relational Aesthetics, Grant Kester’s
Conversation Pieces, Lucy Lippard’s The Lure of the Local. They all
influenced my practice, which was thoroughly relational, but
uncritical at this point.



AG-D: You mentioned earlier experiencing quite separately your
internal and external worlds, and there was another area of practice
this year, wasn’t there?

DR: Yes. I’d made exclusively autobiographical work, and generated
a huge amount of work in my nine months of art therapy but I was
trying to move on from that, so I had stopped making anything
referencing my internal struggle. But I’d not been well over the
summer, leading up to starting at college - and largely caused by
the prospect of starting at Central Saint Martins - and I made some
work about this too. And I’ve continued that practice, exploring and
expressing the internal as well as the more outwardly engaged
stuff. It is part of my experience, and that makes it valid as
material for my practice.

AG-D: And how to you feel about Willat’s text now?

DR: Well, I would say that it is what gave me permission to start on
this journey as an artist; the very idea there could be a legitimate
“cultural” struggle.

AG-D: The document for 2006 is your Mary Ward reference for
Central Saint Martins, (CSM).

DR: Yes. Apart from the obvious link to celebrating my own
richness and complexity, it was my first affirmation as an artist,
and I was really proud of it. That’s why it’s so wrinkled, from being
carried around for so long!

AG-D: What is the 2007 Statement?

DR: I’ve done a term at CSM: I’m deepening my understanding of
discourses around my practice and naming it as relational art.



AG-D: Which is...?

DR: Bourriaud broadly defines relational art practices as those
operating in:

the realm of human interactions and its
social context, rather than the
assertion of an independent and
private symbolic space.

And this is my 2007 quote. It’s not earth shattering at this point of
my practice and reading: it’s more of an anchor for me in the
turmoil of being at big school [laughs].

AG-D: And the document?

DR: My Will, written on my 40th birthday. Placing my existence in a
social rather than a private realm.

AG-D: How does your document do that?

DR: Well, a private, isolated, alone, unconnected person just lives
and dies. My Will is an acknowledgement of those people and
organisations I am connected to.

AG-D: And what is the significance of your 40th birthday?

DR: Well, it’s another “taking stock” time, isn’t it? I wanted to use
that day to reflect on what and who were important to me, and
then I took action based on that reflection.

And that action extended beyond the monetary and the future: so
for example as well as leaving a bequest to Mary Ward, I am now
discussing with them the possibility of mentoring one of their Pre-



Foundation or Access students each year. So making that formal
time to reflect helped me shape my immediate future, too.

AG-D: What and who were your new influences?

DR: Straight away one of my tutors pointed me to Claire Bishop
and Relational Antagonism.

AG-D: Can you give us some headlines on Relational Aesthetics
versus Relational Antagonism?

DR: Yes. My working definition is that in most relational art - as
explored by Nicolas Bourriaud and Grant Kester - the spectators
become participants in good social relations. The documentation
audience are witness of something inspiring that they can
empathise with. In the relational art explored by Bishop - what she
terms “Relational Antagonism”, the participants become involved in
problematic social relations. The documentation audience are
witnesses of something uncomfortable that also involves them as
accomplices.

AG-D: And was this reflected in your practice?

DR: Well, I was trying to adjust to the undergraduate course at
Central Saint Martins, as well as recovering from another in-patient
admission. Both required huge adjustments for me, and for most of
the first year I was like a rabbit caught in the headlights...
In terms of output – I worked like an industrious machine! I made
11 films, many semi-documentary, and all in my local area. This
year the development of my practice was on a mainly technical
level – learning Final Cut, indeed learning to use a Mac, making
DVDs and so on. I also showed in many exhibitions and film events
during this year, which was of course a huge developmental step in
terms of being able to put my work in a public sphere and deal with
whatever the responses to it were, so that was a big deal.



In terms of reading, I was still wrestling with Relational Aesthetics
and Bourriaud, versus Relational Antagonism and Claire Bishop. I
was also starting to engage with other artists and art writers on
these debates.

And in terms of trying to synthesise these two streams in
developing my practice, I was still struggling with the practical and
ethical implications of using people in my work and not offering
them a positive i.e. “convivial” experience.

AG-D: So how did you resolve it?

DR: Well, I couldn’t resolve integrating the critical/political in my
practice, so I carried on exploring this in my reading, but in terms
of making, I went back to the personal.

AG-D: This takes us to 2008.

DR: Yes. Before we move on, can I just say that during my first
year at CSM, after realising I was going to need some real help to
stick on the course, I applied for disabled students allowance, and I
was given a mentor, a film-maker.

About six months later he was going off filming in East Timor and I
needed to find a new mentor. I contacted a local artist, who was at
that point the artist in residence at the South London Gallery – my
local gallery - and she agreed to work with me. This was also an
absolutely key point in my college journey.

AG-D: Yes. And this is an artist with a much more diverse use of
different media.

DR: Yes. And I am sure that there is a link: that with the film-
maker I made films, yet when I worked with someone who used
different types of media, my own practice diversified...



But with the film-maker our conversations were largely technical
and practical. With the new mentor it was still about reading
suggestions, artists to research, of course. But for the first time I
was having my ideas and processes directly challenged and
questioned, and over time this process fundamentally changed how
I approached my practice. With her, I also returned to the central
question of why I wanted to make art in the first place, over getting
caught up too much with the requirements of the course, and this
rejuvenated me as an artist.

AG-D: Ok. So. 2008?

DR: Another writer and academic, Janet Woolf:

Conformist, rebellious, and even
eccentric views are always a function
of the social position […] of the
individual concerned.

Permission to go back to me and my own thoughts and ideas, as
the starting point for my practice, rather than trying to make work
to fit into a particular oeuvre of art theory. This is just what my new
mentor was telling me.

AG-D: And was there a corresponding freeing up of your practice?

DR: Absolutely. Not only did I return to making work using a whole
range of different media, but fundamentally, there was an opening
up of what art theory and practice really meant to me, and I
started making more integrated work that looked like it came from
a single source, despite the variety of media.

AG-D: What sort of media did you explore?



DR: I did a performance, and organised a community workshop in
which participants made a collective film of their responses to a
poem that I had previously made a film of. I collaborated with a
performance artist, making a piece with people in the Elephant and
Castle Shopping Centre, as part of a local arts festival.

AG-D: And you also took a step into the critical debate arena?

DR: Yes. A big step for me. I was a speaker, with Dr John
Molyneux, at a meeting at a Marxist Conference in July, on
“Towards a critical relational art”. I gave a short illustrated talk,
and took questions.

The letter confirming that I would be a speaker at this conference is
my document for 2008, and it was again, at that point, my
proudest moment. It is still one of my highlights.

Through all of this, I felt much more confident describing myself as
an artist. I also made some works that I think show a development
in my practice: American Frog and In the Dark Hours.

AG-D: Tell me about American Frog.

DR: It was a site-specific response to Gunpowder Park, an ex-
munitions testing site in North London. Whole areas of it fenced off
and out of bounds. Out in the sticks. No people. Couldn’t get there
unassisted. Hated everything about it.

I made a factually correct sign about the American Frog, a species
not present in the park, reflecting my own feelings of dislocation,
being an urban artist with a methodology of working with people,
finding myself set down in a rural, almost people-less space.
American Frog was a visceral response to the environment. It also
comments on the social concepts of “native” and “foreign”.

AG-D: And what were you reading around this time, 2008? What
artists were you looking at?



DR: Well, I wrote an essay on Santiago Sierra’s line series, made
between 1998 and 2000, so I was quite fascinated by his practice
and related writings. This was another way in for me to the ideas
around Relational Antagonism, and the essay was both instruction
and permission to really immerse myself in research and
exploration, connecting practice examples with a theoretical
underpinning, and I really enjoyed the experience.

I visited the Tate Archives to see a film of a line being tattooed
across the backs of 4 sex workers, which was hugely instructive to
me in terms of contextualising Sierra’s practice in general and this
piece in particular.

The process of writing an essay helped me to understand that
research and development are nine tenths of making any sort of
work, and the realisation of it is just the final 10 percent. So I now
visualise the process of making work as an iceberg.

AG-D: How do you feel now about Sierra’s work?

DR: At the time I wrote the essay, I believed anything was
justifiable for “art”. Having had the reality of the work brought
home to me through watching the film of one of the lines being
made, I shifted my position. Interestingly, having watched the film
with my mentor, she liked his work more, and I – who had up to
that point been a fan – or at least a defender - liked it less.

AG-D: What was your initial conclusion on the line series?

DR: At that precise point in my journey, I believed anything was ok
for art. Good art. Which the lines were, in my opinion. Incredibly
powerful – stark, singular, arresting, breathtaking, shocking. I
described them as “brutal art reflecting a brutal system”. Now,
having researched so much more contemporary art and cultural
politics for my dissertation, I see it as thoroughly and utterly
alienated. I no longer think “brutal” art can equate with “good” art.
I am now more hopeful, generally, I think.



Sierra says, of these line drawings, “The tattoo is not the problem.
You could make the tattooed line a kilometre long, using thousands
and thousands of willing people”. And I can’t disagree, still, with
this statement.

AG-D: Where do we go next chronologically? 2009.

DR: My mentor introduced me to Guy Debord and the Situationists.
The Situationist International was a restricted group of international
revolutionaries founded in 1957, which had its peak in its influence
on the unprecedented general wildcat strikes of May 1968 in
France. This opened up a whole new world of art and cultural
theory to me.

Through a call I put out in a Left-wing newspaper I found someone
who had worked with Guy Debord in the 1970s, and I interviewed
him as part of my research. I realised that I would have to take
more personal responsibility for my artistic and art-political
development: that I shouldn’t expect it to come primarily from
college.

I could have picked any number of texts from the Situationists and
Debord, but the 2009 quote is from Debord in 1959, from the pre-
SI Situationist Theses on Traffic:

Revolutionary urbanists will not limit
their concern to the circulation of
things, or to the circulation of human
beings trapped in a world of things.
They will try to break these topological
chains, paving the way with their
experiments for a human journey
through authentic life.

AG-D: Do you identify with Debord and the Situationists, artistically
and politically?



DR: While I think that they made a really interesting contribution to
debates around the role and possibilities of art in relation to a wider
political and cultural struggle, ultimately I find their overall
approach a bit depressing. They expelled members quicker than
they recruited. They were acutely critical of the rest of the Left, of
both their politics and strategy. They criticised the output of artists
if they used any elements of bourgeois methodology or objects as
outputs. I think they were frustrated by the limitations of the role of
art, and thought there was an organisational solution to what is in
fact a political problem.

But on the plus side, and it is a major plus, they came up with, or
at least identified and named the practices of the derive and
detournement, and the latter particularly remains a major method
of working for contemporary artists on the Left, today.

AG-D: And on reflection, how do you now relate to the quote?

DR: I still agree, 100 percent, with their position on the role of the
avant-garde: breaking the chains; art as experiments for another
way of being in the world; and striving for moments of authenticity
in a system that alienates us. But I find the work of the new avant-
garde, the anti-Capitalists, more vibrant, diverse, and hopeful. That
is, of course, not to deny that it has major problems ideologically
and organisationally, which ultimately are probably not resolvable.
For example, I still agree with Lenin on the need for a Party – the
need for centralised organisation. And the anti-Capitalist movement
is unlikely to ever concede on that.

AG-D: Were you able to take anything from the Situationists into
your practice?

DR: I would say that I finally made two pieces of antagonistic work:
Freewill and Distilled. Both were a result of a longer period of
research which I think made for more layered works. And I would
say they both very much have the spirit of the Situationists in
them.



AG-D: Can you tell me a bit about them and how they fitted your
developmental and critical criteria?

DR: In Freewill I played a match game, which appeared to offer an
even chance of winning, but was actually dependant on you
knowing the code. I offered it as a comment on Capitalism’s
realities of “democracy”, which, I suggest, only offers an illusion of
freewill. So I set out to win, which I did every time. Totally
antagonistic: setting up uncomfortable experiences for the
viewer/participants, and being able to tolerate that experience
myself. Actually it was all very convivial! In the end the audience
self-organised, and played collectively against me, and I really liked
that.

In relation to this piece, I was thinking and reading about social
exchange theory, money, value, and reading Mauss’ The Gift;
Bourdieu & Haacke’s Free Exchange, and in terms of the
performance: The Architecture of Interaction.

AG-D: And Distilled?

DR: Similarly, what started out as an innocuous method of research
turned into the most uncomfortable reception I have experienced
for a piece of work, and therefore the most successful in terms of a
critical response to a brief.

It began as an exercise into how to work with people virtually,
rather than in person. I wanted to explore taking the interpersonal
element out of the process, working remotely from the staff. So I
took 10 questions from the Proust questionnaire and made an
online questionnaire for staff from the commissioning organisation
to complete. I mentioned in passing to a friend that all of the
answers, including my own, mentioned alcohol. And she said “well
there it is then!”. So I set up a stall about alcohol use, with a range
of literature from Government healthy drinking advice to cards from
Alcoholics Anonymous, and staffed the stall with an artist friend
who had been sober for 6 years, through AA, as my expert.



I repositioned our stall next to the drinks table for the private view.
Interestingly most of the staff never even acknowledged the
presence of the stall but the guests were very interested! This
proved to me I had made a really uncomfortable piece of work. And
I thought I had raised a very important point with them.

Both works reinforced for me the benefit of starting from a position
of research rather than any preoccupation about a final object. This
was also largely due to my mentor’s persistence...

AG-D: And the 2009 document?

DR: This year I started work as a Service User Consultant for my
local Mental Health NHS Trust. So this is my first P60 in a few
years, and I am back in the world of paid employment, albeit in a
highly structured and supervised environment. This is what the
Incapacity Benefit people call "supported permitted work": aimed at
being a stage towards mainstream employment.

AG-D: What was the 2010 quote?

DR: Jacques Rancière, from The Politics of Aesthetics:

An artist can be committed, but what
does it mean to say that his art is
committed? Commitment is not a
category of art.

AG-D: A direct challenge to the Situationists quote from the year
before.

DR: I guess that’s partly why I picked this particular quote, because
it does seem like a response to Debord. Of course it’s all really a
single, on-going enquiry, so it’s unsurprising that each of the texts
relate to the preceding one in some way, including and up to



negation. All I know right now is that reading Rancière freed me up
to make work, and the work I made was directly influenced by the
Situationists!

Crucially, I’m developing my local network of artists and art
thinkers and writers, and I’m engaging dialectically about these
issues in a way that the structures of college can never realistically
allow.

AG-D: Were you still able to better integrate the personal and the
political or the internal and external? How did reading Rancière
affect your practice?

DR: His ideas freed me up from the paralysis induced by the
prospect of the judgement of the Situationists generally and Debord
in particular. So for the final exhibition with my part-time cohort I
made a piece that commented on my relationship to the group. But
you would never know that from looking at the piece.

AG-D: This is Tread Softly?

DR: Yes. Objectively, the piece is four doormats with quotes on
them, all of which relate to the social role of art, which is what I am
grappling with in my dissertation. The quotes are taken directly
from my research, quoting a number of conflicting positions. But
the doormats sit at the boundary of the exhibition spaces, which
reflect my perception of my position within the group at CSM, and
in my life generally. And by bringing it to my own attention,
through the making and showing process, I can reflect on that
situation.

AG-D: And the document is your immunisation chart. Showing tests
and injections over 12 months – wow!

DR: Yes, to work for the hospital Trust I had to have all these jabs.
Another part of growing up - getting my “childhood” inoculations.



And also really key because in this year I finished my treatment in
and attachment to, secondary mental health services, so from this
point onwards, my relationship with the hospital and the Trust is as
a Consultant.

AG-D: Good milestone.

DR: Yes.

AG-D: And, now we’re up to date: your final year at CSM. What’s
the current quote?

DR: Yes, of course this is a big year for me, graduating, and saying
goodbye to another part of my journey and looking forward towards
the future. So this year is different, and the whole premise of these
annual Statements of Practice has changed, as a consequence of
thinking about this.

It’s actually the conclusion of my dissertation, which is itself
borrowed from Marx:

Artists, like philosophers, can help us
interpret the world, but only organised
and collective human agency can
effect its actual change.

I’m taking my now established, routine, potentially mundane
practice of having a yearly text, and detourning that routine, to be
more than iterative at this particular point.

The final document in the piece is my degree certificate. For the
CSM degree show it will be a Photoshop version: for my exhibition
at the Institute of Psychiatry I will have the real thing.

On a personal level I wanted my final piece to reflect on my
transformative journey. So overall it’s intended as both a visual
presentation of various discourses within art which have been



significant to me as an artist, and at the same time it’s also a very
personal and unmediated reflection on my recent times as a person
beyond that identity.

AG-D: Where are you with resolving some of the theoretical and
philosophical concerns on art and your own art practice?

DR: I really did imagine, when I started this journey, that there
would be a single immutable truth to be found at the end of it, and
yes, I assumed it would come from Marx, or someone in his
tradition. And what I now know, what I’ve learnt is that as there
are many readings of a work of art, there are many truths in life. At
the beginning of the process I saw myself and the world in terms of
black and white. Now I am in the wonderful place of seeing the
world as having many rich shades of colour. And it’s this richness,
this messiness, I want to explore further.

I see the future as a time where I continue to grapple with all of
these ideas. This is my path, beginning the next period of my
journey. More questions, less answers. In life and art.

AG-D: Good to talk to you today. Good luck with the next part of
your journey.

DR: Thank you. And thank you, very much, for interviewing me.






