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(Note:	
  first	
  fourteen	
  seconds	
  of	
  recording	
  is	
  blank)	
  

Introductory	
  remarks	
  by	
  Craig	
  Drennen	
  (Dean):	
  So	
  again,	
  tonight’s	
  speaker,	
  Miss	
  

Kate	
  Gilmore,	
  our	
  resident	
  faculty,	
  is	
  going	
  to	
  be	
  introduced	
  by	
  her	
  colleague,	
  our	
  

other	
  resident	
  faculty,	
  Miss	
  Rochelle	
  Feinstein.	
  I’m	
  going	
  to	
  turn	
  [it]	
  over	
  right	
  now	
  

to	
  Rochelle.	
  	
  

RF:	
  Thank	
  you,	
  Craig.	
  Hello,	
  Kate.	
  Hi.	
  I	
  didn’t	
  know	
  we	
  were	
  changing	
  the	
  format	
  or	
  I	
  

wouldn’t	
  have	
  done	
  an	
  introduction.	
  But…	
  I	
  am.	
  So,	
  I’m	
  a	
  fan.	
  But	
  I	
  just	
  want	
  to	
  set	
  

out	
  a	
  very	
  short	
  biographical	
  outline—really	
  short—and	
  then,	
  along	
  with	
  some	
  

thoughts	
  that	
  I’ve	
  had.	
  Kate	
  Gilmore	
  was	
  born	
  in	
  Washington,	
  DC.	
  She	
  received	
  her	
  

MFA	
  from	
  SVA,	
  and	
  her	
  BA	
  from	
  Bates	
  College	
  in	
  Lewiston,	
  Maine,	
  something	
  I	
  did	
  

not	
  know	
  about	
  her,	
  but	
  it	
  sort	
  of	
  explains	
  her	
  attachment	
  to	
  ordering	
  online	
  from	
  

LL	
  Bean,	
  which	
  she’s	
  talked	
  to	
  me	
  about	
  quite	
  frequently.	
  So	
  that’s	
  the	
  background.	
  

And—Hm?	
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KG:	
  That	
  says	
  it	
  all.	
  

RF:	
  Yeah,	
  it	
  says	
  a	
  lot.	
  Okay,	
  so	
  here	
  we	
  go.	
  I	
  haven’t	
  read	
  through	
  this,	
  so	
  it’s	
  going	
  

to	
  be	
  rather	
  choppy;	
  but	
  it	
  comes	
  from	
  here	
  and	
  hopefully	
  there	
  too.	
  Virginia	
  Woolf	
  

said,	
  “Nothing	
  has	
  happened	
  until	
  it’s	
  described.”	
  Her	
  remark	
  came	
  to	
  mind	
  as	
  I	
  was	
  

viewing	
  and	
  re-­‐viewing	
  many	
  of	
  Kate’s	
  videos,	
  some	
  for	
  up	
  to	
  five	
  times	
  in	
  the	
  last	
  

few	
  days.	
  Kate’s	
  acts	
  of	
  description	
  engage	
  at	
  full	
  throttle,	
  with	
  sculpture,	
  

performance,	
  video,	
  installation,	
  painting;	
  and	
  she	
  takes	
  them	
  to	
  task—and	
  I	
  put	
  this	
  

in	
  boldface,	
  uppercase—literally	
  and	
  figuratively.	
  As	
  she	
  goes	
  about	
  her	
  tasks	
  or	
  

chores,	
  she	
  appears	
  as	
  Everywoman,	
  as	
  one	
  critic	
  astutely	
  characterized	
  her	
  affect.	
  

Whether	
  using	
  her	
  own	
  body,	
  or,	
  in	
  more	
  recent	
  public	
  works,	
  when	
  and	
  where	
  she	
  

employed	
  numbers	
  of	
  her	
  “ladies,”	
  as	
  she	
  calls	
  them,	
  suitably	
  sheathed	
  and	
  punked,	
  

outfitted	
  for	
  the	
  monotonous	
  job	
  at	
  hand.	
  This	
  Everywoman	
  is	
  uniformed,	
  armored	
  

even	
  to	
  face	
  a	
  daunting,	
  dangerous	
  world;	
  but	
  she	
  is	
  eternally	
  perky.	
  This	
  uniform	
  

manifests	
  within	
  that	
  skin	
  all	
  of	
  the	
  labor	
  manifest	
  in	
  undertaking	
  the	
  minefield	
  of	
  

identity,	
  gender,	
  domesticity,	
  glass	
  ceilings,	
  and	
  all	
  the	
  no’s	
  that	
  anyone	
  is	
  likely	
  to	
  

encounter	
  when	
  following	
  their	
  desires,	
  appetites	
  and	
  ambitions.	
  The	
  uniform	
  

appears	
  as	
  a	
  guileless	
  second	
  skin.	
  This	
  protagonist	
  is	
  heedless	
  of	
  the	
  dangers,	
  

focusing	
  on	
  the	
  “Yes,	
  I	
  can,”	
  forcefully	
  consistent	
  on	
  performing	
  the	
  given	
  task,	
  and	
  

undaunted	
  by	
  the	
  uncertainty	
  of	
  overcoming	
  the	
  obstacles.	
  The	
  objects	
  constructed	
  

by	
  Kate	
  is	
  [sic]	
  then	
  a	
  second	
  skin,	
  the	
  carapace	
  within	
  which	
  the	
  Sisyphean	
  task	
  of	
  

escape,	
  freedom,	
  or	
  achieving	
  a	
  goal	
  is	
  enacted.	
  The	
  evidence—the	
  leftover—of	
  the	
  

efforts	
  remain	
  as	
  a	
  constructed	
  object,	
  transformed	
  by	
  the	
  human	
  organism.	
  Her	
  

work	
  always	
  begins	
  with	
  the	
  object	
  and	
  ends	
  with	
  the	
  object.	
  Her	
  piece	
  made	
  for	
  the	
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Public	
  Art	
  Fund,	
  Walk	
  the	
  Walk,	
  post-­‐performance	
  also	
  exists	
  as	
  a	
  three-­‐fold	
  

documentary	
  experience:	
  First	
  the	
  video	
  document;	
  secondarily,	
  the	
  dismantled	
  

panels	
  of	
  the	
  structure	
  that	
  map	
  the	
  footfalls	
  of	
  five	
  days,	
  which	
  is	
  a	
  work	
  week’s	
  

worth	
  of	
  daily	
  labor,	
  from,	
  I	
  think,	
  8:30	
  in	
  the	
  morning	
  till	
  six	
  at	
  night—something	
  

like	
  that—Kate	
  can	
  tell	
  you—of	
  tracings	
  of	
  women’s	
  pumps	
  abrading	
  the	
  bright	
  

yellow-­‐painted	
  plywood	
  surfaces.	
  And	
  perhaps	
  a	
  third	
  manifestation	
  may	
  be	
  seen	
  as	
  

an	
  outsourced	
  painting;	
  but	
  not	
  made	
  in	
  China,	
  but	
  in	
  the	
  financial	
  capitol	
  of	
  the	
  

United	
  States	
  by	
  the	
  monotonous	
  labor	
  of	
  a	
  cross	
  section	
  of	
  women	
  between	
  the	
  

ages	
  of	
  twenty	
  and	
  thirty-­‐eight,	
  paid	
  at	
  a	
  rate	
  of	
  three	
  times	
  the	
  minimum	
  wage	
  of	
  

New	
  York	
  State	
  labor	
  laws.	
  I	
  am	
  loathe	
  in	
  general	
  to	
  make	
  broad	
  historical	
  

contextualizations,	
  but	
  this	
  is	
  the	
  lingua	
  franca	
  of	
  our	
  world,	
  one	
  that	
  all	
  of	
  you	
  here	
  

are	
  very	
  interested	
  in,	
  and	
  not	
  unreasonably	
  so.	
  I’m	
  interested.	
  Many	
  artists	
  have	
  

been	
  cited	
  in	
  relationship	
  to	
  Kate’s	
  work,	
  all	
  brilliant	
  and	
  relevant	
  citations.	
  I	
  

thought,	
  “How	
  would	
  I	
  contextualize	
  this	
  work?”	
  So	
  many	
  have	
  already,	
  with	
  

thoughtfulness	
  and	
  imagination,	
  bridging	
  the	
  historical	
  reach	
  of	
  critical	
  thinking	
  and	
  

practice	
  that	
  Kate	
  rubs	
  up	
  against,	
  but	
  as	
  more	
  than	
  a	
  pit	
  stop,	
  and	
  more	
  than	
  an	
  

ideological	
  crutch.	
  For	
  me—This	
  is	
  a	
  very	
  personal	
  take—Martha	
  Rosler’s	
  Semiotics	
  

of	
  the	
  Kitchen	
  seems	
  apt-­‐-­‐	
  aggressive,	
  potentially	
  violent,	
  comic,	
  tragic	
  in	
  a	
  Buster	
  

Keaton	
  kind	
  of	
  way…	
  potentially	
  quite	
  dangerous	
  {unintelligible}	
  violent,	
  powerful.	
  

Citing	
  the	
  kitchen	
  as	
  an	
  allegorical	
  location:	
  threatening,	
  determined,	
  practical,	
  

tragic,	
  familiar,	
  and	
  so	
  on,	
  Kate	
  always	
  starts	
  with	
  the	
  object,	
  a	
  structure	
  to	
  be	
  

overcome.	
  All	
  the	
  materials	
  have	
  to	
  be	
  depleted	
  before	
  any	
  piece	
  is	
  done.	
  That	
  she	
  is	
  

uncertain	
  about	
  the	
  final	
  outcome,	
  as	
  she	
  is	
  as	
  mindful	
  of	
  the	
  risk	
  involved	
  in	
  the	
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outcome,	
  offers	
  us	
  attention—tension,	
  not	
  attention—we	
  can	
  all	
  enjoy	
  and	
  

participate	
  in.	
  And	
  thank	
  the	
  gods	
  that	
  she	
  is	
  doing	
  this	
  for	
  us.	
  Here’s	
  Kate.	
  	
  

KG:	
  That	
  was	
  {unintelligible}	
  fantastic.	
  I	
  actually	
  don’t	
  even	
  need	
  to	
  give	
  this	
  lecture.	
  

Thank	
  you,	
  Rochelle.	
  So	
  I’m	
  just	
  going	
  to	
  be	
  repeating	
  her.	
  I	
  need	
  those	
  notes	
  up	
  

here,	
  ‘cause	
  I	
  don’t	
  have	
  any.	
  So	
  I’m	
  sorry	
  for	
  messing	
  up	
  the	
  format.	
  I’m	
  just	
  really	
  

uncomfortable	
  with	
  this	
  kind	
  of	
  traditional	
  lecture	
  thing	
  where	
  like	
  someone	
  stands	
  

up,	
  and	
  then	
  we	
  just	
  pass	
  this	
  big	
  (7:13)	
  thing	
  around,	
  and	
  there’s	
  these	
  awkward	
  

pausings	
  [sic]	
  and	
  all	
  that.	
  So…	
  I	
  would	
  prefer	
  to	
  have	
  this	
  more	
  conversational	
  

instead	
  of	
  me	
  just	
  talking	
  about	
  stuff	
  that	
  I	
  sort	
  of	
  think	
  that	
  I	
  know.	
  I’m	
  more	
  

interested	
  in	
  answering	
  questions	
  that	
  you	
  guys	
  have	
  so	
  that	
  it’s	
  more	
  directed	
  to	
  

you	
  as	
  an	
  audience	
  and	
  I’m	
  trying	
  to	
  answer	
  the	
  questions	
  that	
  you	
  guys	
  might	
  have	
  

about	
  the	
  work.	
  So	
  I	
  just	
  wanted	
  to	
  thank	
  the	
  sign	
  maker;	
  that	
  was…	
  that	
  was	
  a	
  

pretty	
  great	
  sign,	
  actually.	
  I	
  think	
  I—I	
  would	
  love	
  to	
  keep	
  that,	
  but	
  I	
  hear	
  that	
  they	
  

might	
  go	
  into	
  an	
  archive	
  or	
  something	
  like	
  that.	
  Okay.	
  So	
  just	
  a	
  little	
  bit	
  of	
  

background	
  on	
  me....	
  I	
  was	
  born	
  in	
  Washington,	
  DC.	
  My	
  mother	
  worked	
  for	
  the	
  

government.	
  So,	
  you	
  know,	
  power	
  structures	
  and	
  those	
  kinds	
  of	
  political	
  systems	
  

are	
  definitely	
  a—have	
  been	
  a	
  part	
  of	
  my	
  life	
  for	
  a	
  very	
  long	
  time.	
  I	
  was	
  not	
  one	
  of	
  

those	
  people—I’m	
  sure	
  there’s	
  tons	
  of	
  you	
  in	
  this	
  room—And	
  I	
  apologize	
  also	
  

because	
  a	
  lot	
  of	
  you	
  have	
  heard	
  me	
  speak	
  before;	
  so	
  if	
  I	
  repeat	
  myself	
  I’m	
  sorry.	
  You	
  

know,	
  just	
  ask	
  a	
  different	
  question,	
  direct	
  me	
  into	
  a	
  different	
  way.	
  So	
  I	
  was	
  not	
  born	
  

with	
  like	
  a	
  pencil	
  in	
  my	
  hand	
  like	
  a	
  lot	
  of	
  you	
  guys	
  were,	
  doodling	
  from	
  like	
  birth	
  and	
  

all	
  that.	
  I	
  didn’t	
  know	
  what	
  I	
  was	
  going	
  to	
  do.	
  I	
  was	
  always	
  an	
  eccentric	
  human	
  

being,	
  for	
  sure;	
  but	
  I	
  just	
  kind	
  of	
  was	
  lost,	
  and	
  thought	
  I	
  would	
  be	
  a	
  writer,	
  or	
  



Gilmore	
   5	
  

thought	
  I	
  would,	
  you	
  know,	
  get	
  into	
  history	
  or	
  something	
  like	
  that.	
  But	
  then	
  I	
  went	
  

to	
  college	
  in	
  Maine—at	
  Bates—and	
  I	
  took	
  a	
  ceramics	
  class—you	
  know,	
  traditional,	
  

pot-­‐throwing	
  ceramics.	
  I	
  kind	
  of	
  fell	
  in	
  love	
  with	
  this	
  idea	
  of	
  like	
  making,	
  of	
  making	
  a	
  

mess,	
  of	
  like	
  sort	
  of	
  using	
  your	
  body	
  to	
  make	
  an	
  object.	
  And	
  so	
  I	
  started	
  doing	
  more.	
  

I	
  started	
  working	
  with	
  traditional	
  materials,	
  the	
  kind	
  of	
  materials	
  that	
  you	
  still	
  see	
  

in	
  my	
  work	
  now:	
  wood,	
  plaster,	
  ceramics.	
  You	
  know,	
  just	
  regular	
  sculpture	
  

materials	
  that	
  you	
  would	
  find	
  in	
  like	
  the	
  Home	
  Depot,	
  or	
  that	
  you—you	
  know,	
  that	
  

any	
  kind	
  of	
  traditional	
  sculptor	
  would	
  use.	
  And	
  kind	
  of—And	
  just	
  fell	
  in	
  love	
  with	
  

making	
  objects,	
  and	
  fell	
  in	
  love	
  with	
  the	
  process	
  of	
  being	
  an	
  artist.	
  I	
  still	
  have	
  this	
  

kind	
  of	
  academic	
  thing	
  in	
  my	
  head;	
  so	
  I	
  was—I	
  studied	
  history—regular	
  history,	
  not	
  

art	
  history.	
  And	
  so	
  I	
  was	
  a	
  double	
  major	
  of	
  history	
  and	
  art,	
  still	
  sort	
  of	
  unsure	
  of	
  

what	
  I	
  was	
  going	
  to	
  do.	
  Then	
  I	
  took	
  some	
  time	
  off	
  and	
  realized,	
  okay,	
  you	
  know,	
  art	
  

was	
  the	
  only	
  thing	
  that	
  made	
  me	
  a	
  somewhat	
  functional	
  human	
  being;	
  and	
  it	
  was	
  the	
  

only	
  thing	
  that	
  really	
  made	
  me	
  relatively	
  happy,	
  as	
  happy	
  as	
  you	
  can	
  sort	
  of	
  assume	
  

to	
  be	
  in	
  this	
  world,	
  right?	
  And	
  so	
  I	
  rented	
  studios,	
  and	
  stayed	
  in	
  Maine,	
  actually;	
  and	
  

I	
  moved	
  to	
  Montreal	
  for	
  a	
  little	
  bit	
  and	
  got	
  a	
  portfolio	
  together;	
  and	
  I	
  went	
  to	
  SVA.	
  

And	
  I	
  went	
  to	
  SVA	
  as	
  a	
  pretty	
  traditional	
  sculptor…	
  kind	
  of	
  making	
  these	
  

installations	
  that	
  forced	
  people	
  to	
  enter	
  them.	
  And,	
  you	
  know,	
  when	
  we—You	
  know,	
  

all	
  of	
  you	
  have	
  seen	
  these;	
  you	
  know,	
  they’re	
  these	
  big…	
  big	
  rooms	
  that	
  are	
  filled	
  

with	
  stuff,	
  and	
  you	
  have	
  to	
  like	
  crawl	
  through	
  these	
  things,	
  and…	
  that’s	
  what	
  I	
  was	
  

making.	
  And….	
  And	
  basically	
  no	
  one	
  wanted	
  to	
  crawl	
  anywhere,	
  and	
  no	
  one	
  

wanted—They’re	
  like,	
  “Okay,	
  I’ll	
  go	
  in	
  because	
  I’m	
  supposed	
  to,	
  but	
  {unintelligible}	
  I	
  

really	
  don’t	
  want	
  to	
  take	
  my	
  shoes	
  off,	
  and….”	
  And	
  so	
  I	
  was	
  thinking	
  about	
  this	
  idea	
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of	
  forcing	
  people	
  to	
  be	
  performers.	
  And	
  basically	
  no	
  one	
  really	
  wanted	
  to	
  

participate.	
  And	
  it	
  became	
  clear	
  when	
  people	
  were	
  coming	
  into	
  my	
  studio	
  that	
  they	
  

were	
  much	
  more	
  interested	
  in	
  the	
  process	
  of	
  what	
  I	
  was	
  doing,	
  like	
  how—my	
  chaos	
  

of	
  making,	
  which	
  is	
  quite	
  a	
  mess,	
  and	
  things	
  are	
  all	
  over	
  the	
  place,	
  and	
  everything	
  is	
  

kind	
  of	
  out	
  in	
  the	
  open.	
  And	
  also	
  my	
  personality	
  wasn’t	
  coming	
  through	
  in	
  the	
  work,	
  

my	
  humor—like	
  the	
  things	
  that	
  make	
  us	
  unique;	
  that	
  was	
  not	
  clear	
  in	
  what	
  I	
  was	
  

making.	
  So	
  I	
  was	
  just	
  at—you	
  know,	
  between	
  a	
  rock	
  and	
  a	
  hard	
  place,	
  which	
  is	
  

{unintelligible}.	
  And	
  I	
  decided,	
  “{unintelligible}.	
  What	
  am	
  I	
  going	
  to	
  do?	
  I	
  just—You	
  

know,	
  this	
  work	
  is	
  horrible….”	
  And	
  I	
  was	
  just	
  like,	
  “Okay,	
  just	
  force	
  something.	
  Force	
  

it.”	
  (11:17)	
  So	
  insert	
  thyself	
  in	
  the	
  work.	
  Like	
  literally.	
  So	
  what	
  I	
  would	
  do	
  is	
  that	
  I	
  

would	
  build	
  these	
  installations	
  that	
  I	
  would	
  normally	
  build,	
  except	
  I	
  was	
  forcing	
  

myself	
  to	
  actually	
  be	
  in	
  the	
  work.	
  

IMAGE?	
  

So	
  I	
  started	
  with	
  photographs.	
  And	
  I	
  was	
  dressing	
  up	
  as	
  all	
  these	
  kind	
  of	
  characters	
  

that	
  I—I	
  mean	
  that	
  I—We	
  all—All	
  artists	
  probably	
  have	
  a	
  little	
  bit	
  of	
  an	
  obsessive	
  

personality;	
  but	
  I	
  kind	
  of	
  focused	
  on	
  these	
  female	
  characters	
  a	
  lot.	
  So	
  I	
  was	
  dressing	
  

up	
  as	
  Hillary	
  Clinton	
  a	
  lot…	
  and	
  so	
  I	
  would	
  dress	
  up	
  as	
  Hillary	
  Clinton,	
  and	
  then	
  I	
  

would	
  be	
  like	
  Hillary	
  Clinton	
  building	
  a	
  mud	
  hut…	
  

IMAGE	
  

	
  Or	
  I	
  was	
  dressing	
  up	
  as	
  Martha	
  Stewart	
  sometimes.	
  

IMAGE?	
  

And	
  so	
  Martha	
  Stewart	
  would	
  be	
  living	
  in	
  Ted	
  Kaczynski’s	
  shack.	
  So	
  I	
  would	
  rebuild	
  

these	
  into	
  these—Do	
  you	
  guys	
  know	
  who	
  Ted	
  Kaczynki	
  is?	
  The	
  Unabomber.	
  Okay.	
  I	
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mean,	
  I—Age,	
  sometimes—You	
  know,	
  you	
  don’t	
  always….	
  (12:08)	
  Okay.	
  And	
  then….	
  

So	
  it	
  was	
  these	
  environments	
  that	
  were	
  built	
  to	
  sort	
  of	
  counter	
  these	
  characters.	
  It’s	
  

characters	
  that	
  did	
  not	
  belong	
  in	
  these	
  places.	
  So	
  there	
  was	
  this—you	
  know,	
  these	
  

two	
  different	
  entities	
  that	
  were	
  forced,	
  that	
  were	
  smooshed	
  together	
  to	
  create	
  these	
  

strange	
  kind	
  of	
  narratives.	
  And	
  that	
  was	
  something.	
  You	
  know,	
  the	
  photographs	
  

became…	
  like	
  there	
  was	
  a	
  conversation	
  around	
  them	
  that	
  was	
  interesting,	
  that	
  I	
  was	
  

still	
  making,	
  which	
  is	
  a	
  big	
  part	
  of	
  my	
  work;	
  but	
  also	
  I	
  was	
  kind	
  of	
  forcing	
  this	
  

interesting	
  conversation	
  about	
  what	
  it	
  means	
  to	
  make	
  an	
  object,	
  what	
  it	
  means	
  to	
  be	
  

a	
  displaced	
  character,	
  what	
  it	
  means	
  to	
  be	
  these	
  specific	
  characters….	
  

IMAGE?	
  

And	
  then	
  it	
  was	
  just	
  still—It	
  was	
  getting	
  a	
  little	
  static.	
  Where—How	
  could	
  I	
  get	
  that	
  

energy	
  across,	
  the	
  energy	
  of	
  making,	
  the	
  energy	
  that	
  I	
  had	
  as	
  an	
  artist.	
  And	
  so	
  it	
  was	
  

like,	
  okay….	
  I	
  was	
  trying	
  not	
  to	
  make	
  a	
  video,	
  because	
  everyone	
  in	
  grad	
  school	
  

makes	
  a	
  video.	
  And	
  I	
  was	
  like,	
  “I	
  am	
  not	
  going	
  to	
  make	
  a	
  video.”	
  And—But	
  then	
  it	
  

was	
  like	
  the	
  second	
  semester	
  of	
  graduate	
  school,	
  and	
  it	
  was	
  like,	
  “Okay,	
  I’m	
  going	
  to	
  

make	
  a	
  video.”	
  So…	
  it	
  was	
  after	
  September	
  11th,	
  and	
  I	
  was	
  in	
  my	
  studio	
  when	
  

September	
  11th	
  happened…	
  and	
  that	
  really	
  shook	
  me	
  up,	
  and	
  I’m	
  sure	
  it	
  shook	
  a	
  lot	
  

of	
  people	
  up	
  in	
  New	
  York.	
  And	
  really	
  kind	
  of	
  things—The	
  way	
  I	
  sort	
  of	
  looked	
  at	
  the	
  

world	
  sort	
  of	
  changed	
  immediately.	
  Like	
  the	
  world	
  all	
  of	
  a	
  sudden	
  wasn’t	
  as	
  secure	
  

as	
  I	
  thought	
  it	
  was.	
  I	
  mean,	
  as	
  an	
  American	
  I	
  just	
  thought	
  we	
  were	
  like—Nothing	
  

could	
  happen	
  to	
  us	
  here.	
  You	
  know,	
  it	
  was	
  a	
  dumb	
  way	
  of	
  thinking.	
  And	
  it	
  just—My	
  

thought	
  process	
  kind	
  of	
  just	
  switched.	
  And	
  what	
  I	
  did	
  is	
  I	
  made….	
  And	
  of	
  course	
  only	
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looking	
  back	
  on	
  this	
  now	
  do	
  I	
  realize	
  that	
  that	
  was	
  what	
  sort	
  of	
  affected	
  me	
  in	
  that	
  

way.	
  	
  

IMAGE	
  

I	
  made	
  this	
  floor	
  that	
  would	
  drop	
  out	
  from	
  under	
  somebody	
  when	
  they	
  stepped	
  on	
  

it;	
  so	
  it	
  was	
  a	
  very	
  simple	
  construction	
  on	
  this	
  little	
  knob	
  thing—The	
  floor	
  goes	
  this	
  

way,	
  you	
  go	
  this	
  way.	
  And	
  so	
  the	
  video—You	
  know,	
  my	
  first	
  video	
  that	
  sort	
  of…	
  was	
  

something	
  that	
  I	
  considered,	
  was	
  Hillary	
  Cllinton—myself—on	
  the	
  floor,	
  trying	
  to	
  do	
  

these	
  tasks	
  that	
  were	
  unachievable	
  because	
  the	
  floor	
  was	
  not	
  the	
  floor.	
  So	
  Hillary	
  

Clinton	
  is	
  attempting	
  to	
  hang	
  a	
  chandelier.	
  Or	
  Hillary	
  Clinton	
  is	
  attempting	
  to,	
  you	
  

know,	
  build	
  a	
  desk	
  or	
  build	
  an	
  object	
  on	
  this	
  floor.	
  So	
  she	
  moves	
  this	
  way,	
  and	
  

everything	
  she’s	
  trying	
  to	
  do	
  goes	
  the	
  other	
  way.	
  So	
  basically	
  this	
  task,	
  as	
  Rochelle	
  

was	
  talking	
  about,	
  that	
  was	
  unachievable,	
  but	
  this	
  incredible	
  determination	
  to	
  do	
  

this.	
  And	
  after	
  doing	
  that	
  piece,	
  it	
  really	
  kind	
  of	
  opened	
  up	
  everything	
  for	
  me.	
  And	
  all	
  

the	
  different	
  ways	
  that	
  I	
  wanted	
  to	
  work	
  came	
  together,	
  and	
  these	
  ideas	
  that—You	
  

know,	
  the	
  ideas	
  and	
  the	
  emotionality	
  that	
  I’m	
  interested	
  in	
  kind	
  of	
  finally	
  meshed.	
  

So	
  I	
  left	
  graduate	
  school	
  with	
  one	
  good	
  piece	
  which	
  I	
  still	
  don’t—I	
  don’t	
  show	
  that	
  

piece	
  or	
  anything.	
  But…	
  so	
  that’s	
  kind	
  of	
  how	
  I’ve	
  moved	
  into	
  this	
  work;	
  and	
  the	
  

work	
  has	
  been	
  sort	
  of	
  developing	
  into—within	
  that	
  language	
  but	
  in	
  different	
  ways	
  

since	
  that	
  point.	
  So	
  what	
  I’m	
  going	
  to	
  do	
  is,	
  I’m	
  going	
  to	
  start—I’m	
  going	
  to	
  show	
  a	
  

ton	
  of	
  video,	
  but	
  I’m	
  not	
  going	
  to	
  show—I’m	
  not	
  going	
  to	
  make	
  you	
  sit	
  through	
  a	
  ton	
  

of	
  video.	
  I	
  move	
  through	
  a	
  lot	
  of	
  video	
  fast,	
  and	
  I	
  talk	
  over	
  video.	
  And	
  I	
  would	
  love	
  it	
  

if	
  you	
  guys	
  talked	
  over	
  video	
  too.	
  So	
  just	
  yell	
  out	
  questions.	
  I’m	
  also	
  blind,	
  so	
  do	
  not	
  

raise	
  your	
  hand,	
  because	
  I	
  will	
  not	
  see	
  you.	
  And	
  if	
  someone’s	
  asking	
  a	
  question	
  just	
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wait	
  for	
  that	
  person	
  to	
  be	
  done,	
  and	
  then	
  ask	
  questions.	
  Okay.	
  So	
  this	
  is	
  called	
  My	
  

Love	
  is	
  an	
  Anchor,	
  and	
  this	
  is	
  from—Oh,	
  wait.	
  I	
  have	
  learned	
  this	
  system.	
  Okay.	
  Yes.	
  

This	
  is	
  from	
  2004;	
  and	
  this	
  was	
  kind	
  of	
  the	
  first	
  piece	
  that	
  sort	
  of	
  entered	
  the	
  world	
  

in	
  a	
  major	
  way.	
  This	
  was	
  also	
  a	
  mistake.	
  

VIDEO?	
  

I’ve	
  been	
  in	
  like	
  ten	
  studios	
  in	
  ten	
  years.	
  I	
  keep	
  getting	
  kicked	
  out	
  ‘cause	
  they’re	
  

making	
  luxury	
  apartment	
  buildings.	
  But	
  this	
  was	
  {unintelligible}	
  and	
  I	
  was	
  being	
  

kicked	
  out.	
  So	
  I	
  had	
  this	
  bucket;	
  I	
  had	
  a	
  yellow	
  wall;	
  I	
  had	
  some	
  duct	
  tape…	
  I	
  had	
  a	
  

red	
  sweater;	
  I	
  happened	
  to	
  have	
  a	
  {unintelligible};	
  and	
  this	
  plaster	
  {unintelligible}.	
  

So	
  I	
  had	
  my	
  {unintelligible}	
  this	
  bucket	
  of	
  plaster.	
  And	
  I	
  thought	
  that	
  it	
  would	
  be	
  like	
  

kind	
  of	
  a	
  test.	
  I	
  actually	
  didn’t	
  think	
  it	
  would	
  go	
  anywhere.	
  I	
  thought	
  I	
  would	
  just	
  

bang	
  it	
  against	
  the	
  wall	
  a	
  couple	
  of	
  times	
  in	
  the	
  shower	
  {unintelligible}.	
  But	
  basically	
  

what	
  happened	
  is	
  I	
  was	
  stuck	
  in	
  this	
  object	
  for	
  over	
  {unintelligible}	
  and	
  a	
  half	
  hours;	
  

you	
  never	
  see	
  a	
  resolution;	
  I	
  don’t	
  get	
  out	
  of	
  this.	
  So	
  don’t	
  expect	
  to	
  be	
  in	
  any	
  way	
  

relieved.	
  And	
  so	
  basically	
  this	
  piece	
  ended	
  up	
  being	
  like	
  a	
  struggle,	
  a	
  struggle	
  with	
  

material,	
  a	
  struggle	
  with	
  what	
  it	
  means	
  to	
  be	
  an	
  artist,	
  right?	
  And	
  a	
  struggle	
  with	
  the	
  

body,	
  ‘cause	
  the	
  body	
  is	
  basically	
  trying	
  to	
  {unintelligible},	
  trying	
  to	
  control	
  

{unintelligible}	
  with	
  this	
  sort	
  of-­‐-­‐-­‐	
  this	
  weight	
  on	
  it.	
  So	
  this—There	
  you	
  go;	
  you	
  see	
  

my	
  foot	
  stuck	
  in	
  this	
  thing.	
  And	
  basically,	
  so—Sorry.	
  Yes?	
  

Question:	
  {unintelligible}	
  

KG:	
  No.	
  So	
  this	
  video	
  is—There’s	
  two	
  versions	
  of	
  this	
  video.	
  I	
  usually	
  don’t	
  edit	
  that	
  

much,	
  and	
  everything	
  I	
  do	
  is	
  usually	
  a	
  one-­‐shot	
  deal.	
  The	
  problem	
  was	
  this	
  video	
  

was	
  like	
  thirty-­‐six	
  minutes…	
  and	
  so	
  there’s	
  one	
  edited	
  version,	
  and	
  then	
  there’s	
  one	
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full	
  version.	
  But	
  I	
  don’t	
  usually	
  like	
  to	
  edit	
  that	
  much	
  if	
  I	
  can	
  avoid	
  it.	
  And	
  so	
  

basically	
  this	
  piece	
  is	
  just	
  a	
  struggle	
  with	
  my	
  body,	
  and	
  {unintelligible}	
  situation.	
  So	
  

basically	
  after	
  two	
  and	
  a	
  half	
  hours	
  I	
  rolled	
  around	
  the	
  studio,	
  got	
  an	
  electric	
  jigsaw,	
  

and	
  cut	
  my	
  foot	
  out	
  of	
  the	
  plaster.	
  {unintelligible}	
  you	
  don’t	
  see	
  any	
  of	
  this.	
  So	
  this	
  

was	
  the	
  first	
  piece	
  that—It	
  was	
  another	
  kind	
  of	
  “Aha!”	
  moment	
  for	
  me,	
  just	
  like	
  

{unintelligible}	
  I	
  talked	
  about	
  in	
  graduate	
  school,	
  where	
  realizing	
  that	
  like	
  very	
  

simple	
  means	
  and	
  very	
  simple	
  methods	
  can,	
  you	
  know—And	
  mistakes	
  can	
  really	
  be	
  

appropriated	
  to	
  a	
  process;	
  and	
  that	
  kind	
  of	
  way	
  {unintelligible}	
  can	
  be	
  really	
  

{unintelligible}.	
  Okay.	
  {unintelligible}	
  2004.	
  

Question:	
  Can	
  you	
  {unintelligible}	
  sound	
  {unintelligible}	
  can	
  hear	
  you?	
  

KG:	
  Okay.	
  Shall	
  I	
  turn	
  it	
  down?	
  

Chris	
  Carroll:	
  We’ll	
  turn	
  it	
  down	
  if	
  you	
  don’t	
  turn	
  it	
  down	
  up	
  there.	
  

KG:	
  Okay.	
  I’m	
  {unintelligible}	
  Okay.	
  Can	
  you	
  hear	
  me	
  now?	
  

Comment:	
  It’s	
  only	
  when	
  the	
  sound	
  from	
  the	
  video	
  {unintelligible}	
  

KG:	
  Oh.	
  Okay.	
  All	
  right.	
  Sorry.	
  	
  

VIDEO	
  

This	
  is	
  With	
  Open	
  Arms.	
  This	
  is	
  from	
  2005.	
  This	
  is	
  another	
  video	
  that’s	
  also	
  about….	
  I	
  

don’t	
  want	
  to	
  tell	
  you	
  what	
  it’s	
  about.	
  Okay,	
  this	
  is	
  a	
  girl—myself—who’s	
  trying	
  to	
  

be	
  as	
  cute	
  as	
  possible,	
  which	
  is	
  actually	
  quite	
  a	
  challenge.	
  And	
  basically	
  it’s	
  her	
  

performing	
  and	
  getting	
  pelted	
  by	
  tomatoes.	
  And	
  so	
  basically	
  she’s	
  constantly	
  pelted	
  

by	
  tomatoes,	
  but	
  she	
  keeps	
  coming	
  back	
  for	
  more;	
  and	
  she	
  keeps	
  coming	
  back	
  trying	
  

to	
  smile	
  and	
  just	
  to	
  be	
  triumphant,	
  even	
  though	
  everyone	
  is	
  basically	
  telling	
  her	
  she	
  

sucks.	
  {unintelligible}	
  watch	
  a	
  little	
  bit.	
  



Gilmore	
   11	
  

VIDEO?	
  	
  

So…	
  you	
  know,	
  this	
  piece	
  can	
  be	
  very—This	
  can	
  be	
  interpreted	
  very	
  much	
  to	
  be	
  

about	
  performance	
  in	
  general,	
  what	
  it	
  means	
  to	
  be	
  a	
  performer.	
  But	
  it	
  also,	
  I	
  think—

I	
  think	
  it	
  has	
  like	
  a	
  larger	
  conversation	
  in	
  the	
  sense	
  that	
  anyone	
  who’s	
  ever	
  wanted	
  

to	
  be	
  somebody,	
  or	
  wanted	
  to	
  sort	
  of—Yeah,	
  to	
  become.	
  Anyone	
  who	
  has	
  wanted	
  to	
  

become	
  understands	
  the	
  challenges	
  of	
  what	
  that	
  means.	
  And	
  so	
  basically	
  this	
  

character	
  is	
  trying	
  to,	
  you	
  know,	
  become	
  something	
  or	
  be	
  loved.	
  And	
  she’s	
  

constantly	
  sort	
  of—She’s	
  constantly	
  told	
  that….	
  She’s	
  told	
  that	
  she’s	
  not,	
  but	
  she	
  

refuses	
  to	
  accept	
  that.	
  	
  

Question:	
  Who’s	
  throwing	
  the	
  tomatoes?	
  

KG:	
  There	
  are	
  two	
  of	
  my	
  friends	
  from	
  graduate	
  school	
  on	
  each	
  side	
  of	
  the	
  camera;	
  so	
  

it’s	
  the….	
  It’s	
  not	
  the—They’re	
  the	
  tomatoes	
  that	
  are	
  in	
  the	
  jar,	
  that	
  are	
  whole	
  peeled	
  

tomatoes.	
  So	
  they	
  actually,	
  when	
  you	
  throw	
  them	
  they	
  kind	
  of	
  like	
  explode	
  in	
  a	
  

major	
  way.	
  Okay.	
  With	
  Open	
  Arms,	
  it	
  just	
  keeps	
  going	
  on.	
  And	
  I	
  also	
  have	
  a	
  pretty	
  

good	
  website;	
  so	
  you	
  guys	
  can	
  go	
  back	
  and	
  look	
  at	
  clips;	
  and	
  if	
  you	
  want	
  to	
  see	
  

longer,	
  other	
  videos	
  I’m	
  happy	
  to	
  show	
  them	
  to	
  you.	
  But	
  I’d	
  rather	
  show	
  a	
  bunch	
  of	
  

stuff	
  now.	
  

VIDEO?	
  

Okay.	
  This	
  is	
  called	
  Main	
  Squeeze.	
  So	
  at	
  this	
  point	
  a	
  lot	
  of	
  these,	
  you	
  know—This	
  is	
  

from	
  2006—A	
  lot	
  of	
  this	
  work,	
  most	
  of	
  this	
  work—I	
  wasn’t	
  showing	
  a	
  ton;	
  I	
  was	
  

showing	
  some.	
  But	
  all	
  of	
  this	
  stuff	
  is	
  sort	
  of	
  made	
  in	
  the	
  studio,	
  like	
  kind	
  of	
  within	
  

like	
  my	
  capabilities	
  of	
  a	
  maker.	
  And	
  a	
  lot	
  of	
  found	
  objects.	
  I’m	
  cheap,	
  and	
  I,	
  you	
  

know,	
  didn’t	
  have	
  a	
  lot	
  of	
  money;	
  so	
  whatever—whatever	
  I	
  could	
  find.	
  And	
  basically	
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everything	
  is	
  kind	
  of	
  built	
  around	
  my	
  own	
  body	
  and	
  my	
  own	
  space	
  that	
  I’m	
  in.	
  So	
  if	
  

I’m	
  working	
  in	
  a	
  hundred	
  square	
  foot	
  studio,	
  most	
  likely	
  the	
  installation	
  is	
  built	
  

within	
  that	
  space;	
  if	
  I’m	
  working	
  in	
  a	
  ten	
  thousand	
  square	
  foot	
  studio,	
  it	
  changes.	
  So	
  

this	
  piece	
  is—It’s	
  a	
  split	
  screen	
  video,	
  and	
  there’s	
  a	
  camera	
  on	
  each	
  side	
  of	
  the	
  

tunnel.	
  One	
  side	
  of	
  the	
  tunnel	
  is	
  quite	
  large,	
  so	
  that	
  I	
  can	
  fit	
  through	
  relatively	
  easily,	
  

and	
  the	
  other	
  side	
  of	
  the	
  tunnel	
  is	
  very	
  small;	
  and	
  it’s	
  me	
  trying	
  to	
  fit	
  through	
  that	
  

space.	
  Everything	
  is	
  constructed	
  based	
  on	
  the	
  proportions	
  of	
  my	
  body,	
  so	
  these	
  are	
  

achievable	
  things;	
  it’s	
  just	
  a	
  question	
  of	
  being	
  in	
  the	
  exact	
  right	
  position	
  to	
  get	
  

through	
  them.	
  

Question:	
  When	
  you’re	
  working	
  at	
  this	
  {unintelligible}	
  how	
  {unintelligible}?	
  

KG:	
  Well,	
  right.	
  I	
  always	
  had	
  fulltime	
  jobs,	
  so	
  I	
  was	
  making	
  work	
  on	
  weekends	
  and	
  

nights	
  and	
  all	
  stuff,	
  but	
  it	
  was	
  also—Oh!	
  Did	
  I	
  {unintelligible}?	
  Okay—but	
  it	
  was	
  also	
  

kind	
  of	
  a	
  really	
  fertile	
  time	
  for	
  me,	
  which	
  was—You	
  know,	
  this—the	
  time	
  when	
  I	
  

was	
  kind	
  of	
  the	
  busiest	
  in	
  terms	
  of	
  making	
  money,	
  like-­‐-­‐-­‐	
  not	
  in	
  terms	
  of	
  

{unintelligible}	
  money	
  for	
  art—making	
  money	
  to	
  survive.	
  I	
  was	
  so	
  dedicated	
  to	
  this	
  

process	
  that	
  I	
  was	
  making	
  a	
  ton	
  of	
  work.	
  But	
  also,	
  there’s	
  a	
  lot	
  of	
  work	
  when	
  I	
  was	
  

making	
  {unintelligible}	
  things	
  that	
  I’m	
  showing	
  you	
  that	
  never	
  sort	
  of	
  left	
  the	
  studio.	
  

Question:	
  {unintelligible}	
  

KG:	
  Sorry?	
  

Question:	
  {unintelligible}	
  

KG:	
  Yeah.	
  I	
  mean	
  it’s	
  definitely	
  changed.	
  It’s	
  definitely	
  changed.	
  At	
  this	
  point	
  it	
  was	
  

just	
  constantly	
  working,	
  constantly	
  making	
  stuff,	
  constantly	
  {unintelligible}	
  stuff,	
  

messing	
  up.	
  Like	
  really	
  messing	
  up,	
  all	
  the	
  time.	
  So	
  you	
  know,	
  I	
  would	
  say	
  if	
  I	
  was	
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lucky	
  thirty	
  percent	
  of	
  things	
  entered	
  the	
  world,	
  and	
  seventy	
  percent	
  didn’t.	
  Now	
  it’s	
  

definitely	
  more	
  of	
  a	
  design	
  thing,	
  and	
  like	
  it’s	
  shooting	
  on	
  site,	
  and	
  it’s	
  a	
  lot	
  more—

like	
  everything	
  has	
  to	
  enter	
  the	
  world.	
  But	
  yeah,	
  so	
  it	
  was	
  just	
  a	
  ton	
  of	
  

experimentation.	
  And	
  also	
  I	
  was	
  teaching	
  myself	
  video.	
  Like	
  I	
  didn’t	
  know	
  anything	
  

about	
  video.	
  And	
  I’m	
  not	
  like	
  a	
  crazy	
  sculptor	
  person	
  either.	
  Like	
  I	
  know	
  how	
  to	
  like	
  

screw	
  some	
  things	
  together,	
  you	
  know?	
  So	
  it	
  was	
  teaching	
  myself	
  all	
  these	
  things…	
  

and	
  lighting	
  (23:25)	
  and	
  editing	
  and	
  all—you	
  know,	
  all	
  these	
  different	
  elements	
  of	
  

making	
  something	
  like	
  this,	
  and	
  making	
  something	
  like	
  this	
  look	
  pretty	
  good.	
  I	
  

mean,	
  that’s	
  the	
  other	
  thing	
  is,	
  I’m	
  not	
  really	
  just	
  interested	
  in	
  documenting	
  a	
  

performance	
  that	
  happens	
  or	
  a	
  thing	
  that	
  happens,	
  ‘cause….	
  So	
  these	
  are	
  pretty	
  

formal	
  videos.	
  Like	
  lighting	
  is	
  a	
  big	
  deal.	
  Color	
  is	
  a	
  big	
  deal.	
  The	
  way	
  these…	
  

performances	
  are	
  shot	
  are	
  really	
  important.	
  So	
  that	
  is—You	
  know,	
  I	
  kind	
  of	
  make	
  

video	
  the	
  way	
  I	
  would	
  make	
  a	
  sculpture,	
  or	
  the	
  way	
  maybe	
  somebody	
  would	
  make	
  a	
  

painting.	
  I	
  mean,	
  these	
  elements	
  are	
  a	
  big	
  part	
  of	
  the	
  work.	
  

Question:	
  {unintelligible}	
  

KG:	
  Everything’s	
  a	
  one-­‐shot	
  deal.	
  So	
  I	
  don’t	
  rehearse.	
  I	
  mean,	
  I	
  make	
  sure	
  that	
  I	
  can	
  

get	
  through	
  it.	
  And	
  after	
  the	
  bucket	
  piece	
  there’s	
  always—I	
  was	
  alone,	
  and	
  so,	
  

because	
  that	
  was	
  so	
  traumatizing,	
  I	
  always	
  have	
  someone	
  there.	
  I	
  have	
  line	
  an	
  S&M	
  

code	
  word	
  or	
  something,	
  you	
  know,	
  like	
  “Help!”	
  Like,	
  “Help	
  me…	
  please.”	
  So….	
  But….	
  

I	
  try	
  not	
  to	
  rehearse	
  them,	
  because	
  I	
  don’t	
  want	
  to	
  act,	
  like—I	
  mean	
  clearly	
  to	
  make	
  

{unintelligible}	
  there’s	
  like	
  this	
  element	
  of	
  acting	
  going	
  on,	
  and	
  you’ll	
  see	
  a	
  little	
  bit	
  

like	
  in	
  some	
  of	
  them.	
  But	
  I’m	
  interested	
  in	
  sort	
  of,	
  as	
  genuinely	
  as	
  possible,	
  reacting	
  

to	
  the	
  space	
  and	
  seeing	
  how	
  my	
  body	
  will	
  actually	
  deal	
  with	
  it.	
  And	
  with	
  that	
  comes	
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failure,	
  because	
  you	
  think	
  you	
  can	
  achieve	
  something	
  and	
  you	
  can’t;	
  or	
  sometimes	
  

you	
  think	
  that	
  this	
  piece	
  is	
  going	
  to	
  end	
  up	
  looking	
  a	
  certain	
  way	
  or	
  failure	
  will	
  be	
  a	
  

part	
  of	
  the	
  piece,	
  but	
  you	
  end	
  up	
  actually	
  achieving	
  it.	
  	
  

VIDEO	
  

Okay.	
  So	
  this	
  is	
  Star	
  Bright,	
  Star	
  Might.	
  And	
  I’m	
  just	
  showing	
  you	
  kind	
  of	
  like	
  just	
  

kind	
  of	
  pivotal	
  moments	
  of	
  pieces—you	
  know,	
  of	
  videos;	
  but	
  you	
  can	
  go	
  back	
  and	
  

get	
  a	
  ton	
  of	
  stuff.	
  So	
  this	
  is	
  a	
  piece—It’s	
  also	
  another—It’s	
  a	
  very	
  simple	
  piece	
  shot	
  in	
  

my	
  studio.	
  It’s	
  a	
  piece	
  of	
  luan—You	
  sculptors	
  know	
  what	
  luan	
  is.	
  It’s	
  like	
  a	
  really	
  thin	
  

piece	
  of	
  wood.	
  It	
  looks	
  much	
  more	
  crazy	
  than	
  it	
  was.	
  And	
  it’s	
  basically	
  this	
  cutout	
  of	
  

a	
  star—It’s	
  like	
  generic	
  star—and	
  it’s	
  me	
  trying	
  to	
  make	
  a	
  space	
  for	
  myself	
  in	
  it.	
  	
  

Question:	
  When	
  you’re	
  working	
  is	
  this	
  stuff	
  coming	
  from	
  like	
  a	
  personal…	
  

frustration	
  {unintelligible}	
  autobiographical	
  place,	
  or	
  are	
  you	
  kind	
  of	
  thinking	
  about	
  

how	
  it	
  connects	
  with	
  a	
  broader	
  social	
  or	
  political	
  dialogue	
  {unintelligible}?	
  

KG:	
  You	
  know,	
  it’s….	
  I	
  come	
  from….	
  The	
  way	
  I	
  make	
  work	
  is	
  it’s	
  very	
  much	
  about	
  my	
  

experience	
  in	
  the	
  world,	
  and	
  how	
  I	
  have	
  sort	
  of	
  entered	
  the	
  world,	
  and	
  what	
  I	
  see	
  

and	
  what	
  I	
  observe	
  and	
  how	
  I	
  look	
  at	
  other	
  people	
  participating.	
  But	
  that	
  said,	
  I	
  

hope	
  that	
  through	
  using	
  the	
  individual,	
  like	
  there’s	
  a	
  broader	
  conversation	
  that	
  

happens.	
  Did	
  that	
  answer	
  your	
  question?	
  Yeah.	
  I	
  mean	
  it’s	
  definitely…	
  I’m	
  somebody	
  

who	
  makes	
  work	
  from	
  experiences,	
  from	
  the	
  personal.	
  But	
  it’s	
  not	
  so	
  directly	
  like	
  

about	
  a	
  specific	
  incident;	
  it’s	
  more	
  about	
  like—I	
  mean	
  this	
  earlier	
  work	
  was	
  

definitely	
  more	
  about	
  rage.	
  As	
  I’ve	
  gotten	
  older	
  I’m	
  less	
  about	
  rage;	
  it’s	
  more	
  like	
  a	
  

slow	
  anger	
  now.	
  Okay.	
  So	
  I	
  look	
  like	
  an	
  alien	
  here,	
  but	
  okay,	
  I	
  sort	
  of	
  get	
  out	
  of	
  this	
  

thing.	
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Question:	
  {unintelligible}	
  

KG:	
  No.	
  I	
  mean,	
  these	
  are	
  sort	
  of	
  self-­‐imposed	
  things.	
  It’s	
  just	
  like	
  a	
  piece	
  of	
  luan	
  

screwed	
  into	
  a	
  doorframe.	
  	
  

Question:	
  Is	
  that	
  {unintelligible}?	
  

KG:	
  No,	
  it’s	
  not.	
  You	
  know,	
  it’s	
  something	
  with….	
  Either	
  there’s	
  a	
  little	
  bit	
  of	
  splintery	
  

thing	
  happening,	
  but….	
  And	
  it’s	
  also	
  I	
  have	
  lipstick	
  on,	
  so	
  that’s	
  making	
  a	
  lot	
  of	
  the	
  

marks.	
  It’s	
  really	
  interesting.	
  A	
  couple	
  of	
  years	
  ago	
  I	
  went	
  into	
  a	
  gallery—I	
  can’t	
  

remember	
  it—and	
  there	
  was	
  a	
  guy	
  sticking	
  his	
  head	
  through…	
  And	
  then	
  I	
  had	
  to	
  get	
  

back,	
  which	
  ended	
  up	
  being	
  the	
  problem.	
  But…	
  Yeah,	
  this	
  guy	
  sticking	
  his	
  head	
  

through	
  some	
  sheetrock….	
  And	
  it	
  was	
  like	
  super-­‐bloody	
  and	
  crazy	
  and….	
  Like	
  no	
  

one	
  was	
  really	
  upset	
  about	
  it,	
  but	
  I	
  had	
  a	
  lot	
  of	
  people—not	
  upset	
  about	
  it,	
  but	
  they	
  

can’t	
  necessarily	
  watch	
  this	
  video.	
  And	
  I	
  have	
  this	
  theory	
  that	
  it’s	
  something	
  about	
  a	
  

woman’s	
  face;	
  like	
  people	
  really	
  don’t	
  necessarily	
  want	
  to	
  see	
  a	
  woman’s	
  face	
  fucked	
  

up,	
  but	
  it’s	
  okay	
  to	
  see	
  a	
  man’s	
  face	
  fucked	
  up.	
  So….	
  And	
  that	
  was	
  really	
  interesting	
  

that	
  so	
  many	
  people	
  were	
  like	
  okay	
  with	
  this	
  guy	
  like	
  bleeding,	
  and	
  they	
  were	
  like	
  

watching	
  it;	
  and	
  then	
  with	
  me	
  they’re—you	
  know,	
  people	
  were	
  just	
  like—they	
  really	
  

have	
  a	
  problem	
  with	
  it.	
  I	
  mean,	
  like	
  not	
  everybody,	
  but	
  it’s	
  just	
  a	
  very	
  interesting….	
  

Yeah.	
  It’s…	
  [an]	
  interesting	
  comparison.	
  

Question:	
  {unintelligible}	
  

KG:	
  I	
  just	
  put	
  lipstick	
  on.	
  It	
  was	
  mostly	
  a	
  formal	
  decision	
  to	
  match	
  the…	
  outside	
  of	
  it.	
  

But	
  it’s	
  important	
  that…	
  this	
  is	
  a	
  woman	
  doing	
  these	
  things.	
  So	
  there	
  are	
  signifiers	
  

that	
  are	
  used	
  in	
  all	
  the	
  pieces:	
  There	
  are	
  dresses;	
  there	
  is,	
  you	
  know,	
  the	
  occasional	
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lipstick;	
  their	
  shoes	
  are	
  a	
  big	
  deal.	
  So	
  you	
  know,	
  I	
  definitely	
  play	
  with	
  the	
  fact	
  that	
  

it’s	
  a	
  female	
  character.	
  

VIDEO	
  

This	
  is	
  a	
  piece	
  called	
  Anything.	
  It’s	
  one	
  of	
  the	
  first	
  pieces	
  I	
  shot	
  outside;	
  and	
  it	
  was	
  

the	
  first	
  piece	
  where	
  I	
  shot	
  from	
  above.	
  And	
  that	
  is	
  kind	
  of	
  a	
  shot	
  I’m	
  very	
  addicted	
  

to,	
  and	
  I	
  use	
  probably	
  too	
  much	
  now.	
  But	
  it’s	
  a	
  really	
  interesting	
  way	
  to	
  play	
  with	
  

color,	
  and	
  to	
  play	
  with	
  like….	
  There’s	
  probably	
  more	
  of	
  a	
  painting	
  reference	
  when	
  I	
  

work—when	
  I	
  shoot—in	
  this	
  way;	
  like	
  so—‘cause	
  color	
  can	
  really	
  be	
  layered	
  in	
  [an]	
  

interesting	
  way,	
  and	
  things	
  pop,	
  and…	
  the	
  formal	
  qualities	
  really	
  sort	
  of	
  are	
  much	
  

more	
  vibrant.	
  So	
  basically	
  it’s	
  me	
  piling	
  all	
  this	
  furniture,	
  and	
  definitely	
  thinking	
  

about	
  each	
  object	
  that’s	
  being	
  piled,	
  and	
  like	
  the	
  color	
  and	
  the	
  construction	
  of	
  it;	
  and	
  

trying	
  to	
  reach	
  the	
  camera	
  to	
  turn	
  it	
  off.	
  So	
  the	
  camera’s	
  about	
  seventeen	
  feet	
  in	
  the	
  

air…	
  and	
  I	
  am	
  supposed	
  to	
  climb	
  this.	
  	
  

Question:	
  {unintelligible}	
  

KG:	
  Yeah.	
  I	
  mean	
  I	
  love	
  that	
  stuff.	
  Like	
  I’m	
  a	
  sucker	
  for	
  {unintelligible}	
  performance.	
  

You	
  know,	
  like…	
  love	
  it.	
  You	
  know,	
  Marina….	
  I	
  can	
  watch	
  her	
  {unintelligible}	
  over	
  

and	
  over	
  again.	
  But	
  that	
  said,	
  I’m	
  totally	
  not	
  into	
  that.	
  Like	
  I	
  don’t	
  want	
  to	
  get	
  hurt	
  at	
  

all.	
  I	
  don’t	
  want	
  to	
  fall.	
  I	
  don’t	
  want	
  to	
  scrape	
  myself.	
  I	
  don’t	
  want	
  to	
  fuck	
  up	
  my	
  face.	
  

I	
  don’t	
  want	
  to	
  bust	
  my	
  head	
  open.	
  These	
  things	
  are	
  made,	
  actually,	
  for	
  me	
  to	
  be	
  

successful.	
  So	
  they’re	
  made	
  with	
  this—Maybe	
  it’s	
  a	
  false…	
  a	
  false	
  belief	
  in	
  myself	
  

that	
  I	
  can	
  achieve	
  these	
  things.	
  But	
  they’re	
  made	
  so	
  that	
  they’re	
  very	
  human	
  scale.	
  

I’m	
  not	
  like	
  climbing	
  Mount	
  Everest	
  or	
  bungee	
  jumping	
  off	
  a	
  whatever.	
  So	
  they’re	
  

very	
  achievable	
  things.	
  And	
  they’re	
  things	
  that	
  I	
  feel	
  that	
  I	
  can	
  achieve.	
  That	
  said,	
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inevitably	
  there	
  are	
  things	
  that	
  happen,	
  and,	
  you	
  know,	
  there	
  are	
  mistakes	
  where	
  

you	
  can	
  get	
  hurt	
  or	
  whatever.	
  But	
  I	
  see	
  it	
  more	
  as	
  like	
  running	
  a	
  race	
  or	
  sort	
  of	
  

training	
  for	
  a	
  race	
  and	
  trying	
  to	
  get	
  first	
  place…	
  in	
  a	
  short	
  race.	
  Not	
  a	
  marathon—a	
  

short	
  race.	
  Actually	
  the	
  races	
  have	
  gotten	
  longer	
  as	
  I’ve	
  gotten	
  older,	
  which	
  is	
  

interesting.	
  But…	
  So	
  yeah,	
  I’m	
  really	
  attracted	
  to	
  that,	
  to	
  work	
  that	
  uses	
  the	
  body	
  in	
  

extreme	
  ways;	
  and	
  I	
  definitely	
  do	
  that	
  to	
  a	
  certain	
  extent.	
  But	
  I’m	
  not….	
  I	
  think	
  a	
  big	
  

misconception	
  about	
  my	
  work	
  is	
  that	
  people	
  do—have	
  talked	
  about	
  it	
  in	
  terms	
  of	
  

masochism;	
  and	
  it’s	
  not	
  really	
  something	
  I’m	
  interested	
  in	
  at	
  all.	
  I’d	
  rather	
  be	
  able	
  to	
  

achieve	
  something	
  really	
  big	
  and	
  not	
  get	
  hurt	
  at	
  all.	
  

VIDEO	
  

Okay.	
  This	
  is	
  Anything.	
  I	
  did	
  not	
  get	
  this.	
  So	
  you	
  will	
  see	
  this	
  video	
  happen	
  again	
  

because	
  this	
  is	
  a—You	
  know,	
  and	
  I	
  didn’t	
  show	
  this	
  video	
  for	
  a	
  couple	
  of	
  years	
  

because	
  I	
  hadn’t	
  learned	
  to	
  accept	
  failure	
  in	
  my	
  work	
  yet;	
  and	
  so	
  I	
  was	
  like,	
  “Oh,	
  I	
  

didn’t	
  get	
  it.	
  It	
  was	
  a	
  failed	
  piece.	
  You	
  know,	
  the	
  piece	
  is	
  totally	
  wrong.”	
  But	
  then	
  I	
  

started	
  to	
  think,	
  “Oh.	
  Okay,”	
  through	
  lots	
  of	
  studio	
  visits	
  with	
  friends,	
  that	
  okay,	
  

failure	
  can	
  be	
  a	
  part	
  of	
  the	
  work.	
  Like	
  if	
  you	
  don’t	
  achieve	
  something,	
  that	
  can	
  still	
  be	
  

incorporated	
  into	
  the	
  content	
  of	
  the	
  work.	
  

VIDEO	
  

….	
  Okay.	
  Are	
  we	
  under	
  [time]?	
  I’m	
  not	
  going	
  for	
  two	
  hours.	
  {unintelligible}	
  Between	
  

a	
  Hard	
  Place.	
  This	
  is	
  a	
  piece	
  that—So	
  this—Now	
  I’m	
  starting	
  to	
  show	
  work	
  that’s	
  

more	
  like	
  I’m	
  shooting	
  on	
  site,	
  I’m	
  building	
  stuff	
  on	
  site;	
  these	
  are	
  large	
  installations	
  

and	
  large	
  sculptures.	
  So	
  this	
  is	
  shot	
  at	
  the	
  ICA	
  in	
  Philadelphia.	
  This	
  was	
  a	
  twenty-­‐

four	
  foot	
  sculpture;	
  and	
  you	
  know,	
  when	
  you	
  start	
  shooting	
  on	
  site	
  and	
  building	
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things	
  on	
  site,	
  and	
  when	
  you	
  work	
  the	
  way	
  I	
  do,	
  which	
  is	
  everything	
  is	
  a	
  one-­‐shot	
  

deal,	
  there’s	
  a	
  lot	
  of	
  anxiety	
  that	
  builds	
  up	
  to	
  these	
  moments,	
  because	
  you	
  are	
  in	
  

these	
  institutions,	
  and	
  if	
  the	
  piece	
  is	
  bad,	
  the	
  piece	
  is	
  still	
  going	
  to	
  show.	
  So	
  there’s	
  a	
  

lot	
  of	
  planning,	
  and	
  a	
  lot	
  of	
  discussions,	
  and	
  a	
  lot	
  of	
  back	
  and	
  forth	
  that	
  goes	
  on	
  

before	
  the	
  actual	
  piece	
  is	
  made.	
  Volume	
  is	
  kind	
  of	
  important	
  on	
  this	
  one.	
  

{unintelligible}	
  you	
  {unintelligible}	
  hear	
  it?	
  Okay.	
  Is	
  it	
  loud?	
  Okay.	
  So	
  these	
  are	
  five	
  

sheetrock	
  walls.	
  I	
  was	
  on	
  this	
  sheetrock	
  kick	
  for	
  a	
  while.	
  I	
  kind	
  of	
  go—I	
  get	
  obsessed	
  

over	
  materials;	
  it	
  was	
  like	
  sheetrock	
  a	
  couple	
  of	
  years	
  ago;	
  it’s	
  ceramics	
  right	
  now.	
  

But	
  I’m	
  moving	
  away	
  from	
  the	
  ceramics.	
  So	
  basically	
  one	
  side	
  of	
  the	
  sheetrock	
  is	
  

painted	
  grey	
  and	
  the	
  other	
  side	
  is	
  painted	
  yellow;	
  and	
  the	
  yellow	
  is	
  the	
  exact	
  color	
  of	
  

my	
  shoes.	
  So	
  basically,	
  the	
  way	
  I	
  often	
  build	
  a	
  lot	
  of	
  installations—or	
  a	
  lot	
  of	
  the	
  sets	
  

that—the	
  sculptures	
  that	
  happen	
  within	
  the	
  videos,	
  is	
  they’re	
  built	
  in	
  relation	
  to	
  

what	
  the	
  character	
  would	
  be	
  wearing.	
  So	
  this	
  entire	
  installation	
  is	
  based	
  on	
  these	
  

shoes	
  that	
  I	
  found	
  that	
  I	
  really	
  loved;	
  and	
  so	
  they’re	
  these	
  bright	
  yellow	
  shoes.	
  So	
  the	
  

yellow	
  is	
  the—You	
  know,	
  I	
  take	
  the	
  shoes;	
  I	
  have	
  them	
  scanned;	
  and	
  the	
  paint	
  is	
  

made	
  from	
  the	
  shoe.	
  And	
  so	
  then	
  I	
  move	
  through	
  these	
  different	
  walls….	
  	
  

Question:	
  {unintelligible}	
  

KG:	
  No.	
  I	
  mean,	
  I	
  haven’t	
  trained	
  anything.	
  I’m	
  using….	
  Nothing.	
  And	
  they	
  forgot	
  to	
  

wrap	
  my	
  hands,	
  which	
  was	
  really	
  stupid.	
  So	
  now—Here	
  you	
  learn	
  by	
  messing	
  up.	
  So	
  

now	
  wrap	
  my	
  hands.	
  But	
  I’m	
  not	
  punching	
  stuff	
  as	
  much	
  anymore.	
  That’s	
  not	
  my	
  

material	
  anymore.	
  Okay,	
  so	
  I	
  move	
  through	
  these	
  five	
  walls,	
  and	
  then	
  you	
  get	
  to	
  the	
  

back	
  wall,	
  which	
  is	
  the	
  museum	
  wall,	
  which	
  is	
  that	
  bright	
  yellow.	
  And	
  so	
  with	
  a	
  lot	
  of	
  

my	
  work,	
  when	
  things	
  sort	
  of	
  go	
  the	
  way	
  they’re	
  supposed	
  to	
  go,	
  and	
  you	
  get	
  to	
  the	
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back,	
  and	
  you	
  know,	
  you’ve	
  achieved	
  what	
  you	
  wanted	
  to	
  achieve,	
  you	
  get	
  there,	
  and	
  

you’re	
  like,	
  “What	
  do	
  I	
  do	
  now?”	
  Like	
  I	
  kind	
  of	
  stand	
  there,	
  and	
  do	
  I	
  fade	
  out…?	
  Or	
  

walk	
  out	
  [and]	
  go	
  back	
  and	
  do	
  it	
  again.	
  So	
  that’s	
  always	
  a	
  big	
  challenge,	
  is	
  how	
  to	
  

actually	
  end	
  {unintelligible}	
  and	
  end	
  {unintelligible}.	
  

Question:	
  {unintelligible}	
  

KG:	
  Yeah.	
  So	
  this	
  sculpture	
  is	
  in	
  the	
  center	
  {unintelligible}	
  of	
  the	
  space,	
  and	
  then	
  

there’s	
  a	
  flat	
  screen	
  that	
  plays	
  {unintelligible}.	
  And	
  then	
  there	
  were	
  other	
  videos	
  

around	
  {unintelligible}.	
  Yeah.	
  That’s	
  the	
  best	
  way	
  for	
  my	
  work	
  to	
  be	
  shown.	
  But	
  it	
  

doesn’t	
  always	
  get	
  that	
  because	
  the	
  sculpture	
  is	
  so	
  big.	
  So	
  it’s	
  often	
  a	
  problem;	
  and	
  

either—It’s	
  also	
  an	
  issue	
  because	
  I	
  want	
  these	
  objects	
  to	
  still	
  exist,	
  because	
  I	
  fall	
  in	
  

love	
  with	
  them.	
  But	
  they	
  are	
  often	
  too	
  big	
  to	
  still	
  exist.	
  So	
  they	
  either	
  come	
  back	
  to	
  

my	
  studio	
  {unintelligible}	
  storage	
  or	
  they’re	
  collected	
  right	
  away.	
  But	
  there’s	
  not	
  a	
  

ton	
  of	
  them	
  that	
  are	
  in	
  the	
  world,	
  which	
  is	
  unfortunate.	
  

VIDEO	
  

This	
  is	
  called	
  Blood	
  From	
  a	
  Stone.	
  This	
  is	
  actually	
  in	
  the	
  world;	
  this	
  is	
  installed	
  in—at	
  

the	
  Brooklyn	
  Museum	
  right	
  now.	
  They	
  have	
  the	
  sculpture	
  and	
  the	
  video,	
  which	
  is	
  

great,	
  because	
  it’s	
  nice	
  to	
  have	
  the	
  objects	
  with	
  the	
  piece.	
  So	
  this	
  is—But	
  this	
  is	
  a	
  

very	
  small	
  piece,	
  so	
  that’s	
  probably	
  why	
  they	
  -­‐-­‐.	
  These	
  are	
  just—It’s	
  a	
  very	
  simple	
  

construction.	
  These	
  are	
  grey	
  shelves.	
  On	
  the	
  [shelves]—Well,	
  okay.	
  And	
  then	
  there	
  

are	
  these	
  seventy-­‐five	
  pound	
  cast	
  plaster	
  cubes.	
  And	
  it’s	
  basically	
  me	
  putting	
  these	
  

plaster	
  cubes	
  on	
  these	
  shelves,	
  and	
  when	
  I	
  put	
  them	
  on	
  the	
  shelves	
  they	
  bleed	
  their	
  

color.	
  

	
  Question:	
  {unintelligible}	
  



Gilmore	
   20	
  

KG:	
  Can	
  you	
  speak	
  up	
  a	
  little	
  bit?	
  

Question:	
  Oh.	
  I	
  was	
  wondering	
  like	
  {unintelligible}	
  I	
  don’t	
  know,	
  like	
  {unintelligible}	
  

that	
  you	
  are	
  {unintelligible}.	
  

KG:	
  Well,	
  I’d	
  say	
  in	
  the	
  earlier	
  work	
  I	
  would	
  definitely	
  think	
  about	
  specific	
  

characters;	
  like	
  I	
  had	
  very	
  specific	
  women	
  in	
  mind.	
  And	
  they’re	
  often	
  women,	
  you	
  

know,	
  especially	
  in	
  the	
  earlier	
  work—and	
  even	
  now—like	
  who	
  have	
  it	
  together.	
  And	
  

we	
  all	
  know	
  who	
  that	
  woman	
  is;	
  and	
  we	
  all	
  {unintelligible}	
  that	
  woman….	
  And	
  so	
  

everything	
  is	
  together,	
  but	
  when	
  it	
  comes	
  down	
  to	
  it,	
  like	
  things	
  fall	
  {unintelligible}.	
  

And	
  so	
  that	
  was	
  kind	
  of,	
  in	
  the	
  beginning,	
  the	
  way	
  that	
  I	
  was	
  thinking	
  about	
  these	
  

female	
  characters.	
  Also	
  in	
  relation	
  to	
  sculpture,	
  and	
  the	
  sculptures	
  that	
  

{unintelligible}	
  destroy	
  or	
  transform—the	
  character	
  transforms	
  over	
  the	
  duration	
  of	
  

the	
  performance.	
  The	
  newer	
  work,	
  they’re	
  becoming	
  less	
  specific	
  about	
  the	
  

characters;	
  and	
  they’re	
  often	
  formal	
  decisions,	
  in	
  terms	
  of	
  color.	
  Like	
  red,	
  white	
  and	
  

grey,	
  it’s	
  like	
  the	
  biggest	
  {unintelligible}.	
  You	
  know?	
  And	
  you	
  see	
  that	
  a	
  lot,	
  like,	
  you	
  

know,	
  in	
  terms	
  of	
  my	
  work,	
  it’s	
  like	
  grey	
  and	
  like	
  a	
  bright	
  yellow.	
  I	
  mean	
  that	
  is	
  

cheating	
  (38:38)	
  and	
  it’s	
  often	
  {unintelligible}.	
  So	
  a	
  lot	
  of	
  that	
  is	
  how	
  I	
  construct	
  a	
  

video	
  {unintelligible}	
  how	
  color	
  works	
  in	
  relation	
  to	
  certain…	
  spaces.	
  That	
  said,	
  you	
  

know,	
  I	
  could	
  be	
  wearing	
  lots	
  of	
  different	
  red	
  and	
  white	
  outfits.	
  But	
  this	
  is—You	
  

know,	
  usually	
  relatively	
  conservative	
  women	
  who	
  are	
  relatively	
  put	
  together….	
  

They’re	
  not	
  wearing	
  product….	
  Most	
  likely	
  these	
  are	
  bought	
  at	
  like	
  Loehmann’s	
  or	
  

Filene’s	
  basement.	
  So	
  it’s	
  that	
  kind	
  of	
  functional	
  female	
  character	
  (39:11)	
  

Question:	
  {unintelligible}?	
  I	
  mean,	
  like	
  {unintelligible}	
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KG:	
  Yeah,	
  sure.	
  I	
  would	
  hope	
  it	
  holds	
  a	
  lot	
  of	
  weight.	
  So	
  basically	
  these	
  are	
  pretty	
  

static	
  objects.	
  They’re	
  white	
  cubes,	
  which	
  has	
  a	
  ton	
  of	
  heaviness	
  to	
  it,	
  right?	
  Literally	
  

and	
  not	
  so	
  literally.	
  And	
  so	
  basically	
  a	
  solid	
  white	
  cube	
  is	
  not	
  supposed	
  to	
  have	
  this	
  

expressionistic	
  moment.	
  It’s	
  not	
  supposed	
  to	
  bleed.	
  It’s	
  not	
  supposed	
  to	
  have	
  really	
  

like	
  bodily	
  reference.	
  So	
  for	
  me,	
  what	
  I	
  was	
  thinking	
  is	
  how	
  can	
  you	
  make	
  something	
  

so	
  rigid	
  sort	
  of	
  {unintelligible}?	
  The	
  same	
  way	
  I	
  deal	
  with	
  character,	
  the	
  same	
  way	
  

with,	
  you	
  know,	
  a	
  lot	
  of	
  the	
  sculptures,	
  how	
  can	
  you	
  take	
  something	
  that	
  has	
  this	
  

like—this	
  gravitas	
  that	
  we	
  are	
  so	
  familiar	
  with	
  as	
  artists,	
  and	
  make	
  it	
  something	
  

else?	
  So	
  I	
  was	
  trying	
  to	
  give	
  it	
  like	
  a	
  human	
  element,	
  and	
  then	
  inevitably	
  there’s	
  

these	
  sort	
  of	
  art	
  circle	
  (40:12)	
  moments	
  that	
  are	
  forced	
  together	
  in	
  these	
  pieces,	
  this	
  

piece	
  more	
  literally	
  than	
  some	
  of	
  the	
  other	
  ones.	
  

Question:	
  Were	
  you	
  specifically…	
  in	
  the	
  serial—the	
  sculpture	
  {unintelligible}	
  

referencing	
  Judd	
  or	
  {unintelligible}	
  art	
  history,	
  or	
  was	
  that	
  sort	
  of	
  like	
  

{unintelligible}?	
  

KG:	
  Of	
  course	
  at	
  the	
  time	
  I	
  was	
  like—I	
  didn’t	
  think	
  about	
  Donald	
  Judd;	
  but	
  any	
  

person	
  who	
  has	
  the	
  slightest	
  bit	
  of	
  art	
  historical	
  background	
  will	
  look	
  at	
  that	
  and	
  be	
  

like	
  that’s	
  Donald	
  Judd.	
  So—	
  

Question:	
  {unintelligible}	
  

KG:	
  Huh?	
  

Question:	
  {unintelligible}	
  

KG:	
  Yeah—No.	
  I	
  mean	
  you’ll	
  see	
  that—You’ll	
  see	
  that	
  a	
  lot	
  in	
  my	
  work.	
  There’s	
  

things	
  that	
  are	
  familiar.	
  You	
  know?	
  And	
  is	
  it	
  a	
  conscious	
  decision?	
  Not	
  necessarily.	
  

But	
  it’s	
  something	
  that	
  we	
  all	
  have,	
  this	
  information,	
  and	
  inevitably	
  it	
  comes	
  out.	
  But	
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I	
  do	
  think	
  in	
  a	
  lot	
  of	
  my	
  work	
  it’s	
  sort	
  of	
  taking	
  these	
  moments	
  and	
  manipulating	
  

them	
  to	
  force	
  different	
  histories	
  on	
  them,	
  to	
  force	
  different	
  stories	
  that	
  may	
  be	
  more	
  

part	
  of	
  the	
  conversation.	
  So	
  to—You	
  know,	
  in	
  that	
  piece,	
  this—you	
  know—heavy	
  art	
  

historical	
  cue,	
  this	
  Donald	
  Judd	
  sculpture,	
  basically,	
  that	
  all	
  of	
  a	
  sudden	
  loses	
  

control.	
  

VIDEO	
  

Okay.	
  This	
  is	
  a	
  piece—Maybe	
  some	
  of	
  you	
  guys	
  saw	
  this;	
  this	
  was	
  at	
  the	
  Whitney	
  

Biennial	
  in	
  2010.	
  And	
  this	
  was	
  also	
  shot	
  at	
  the	
  Whitney,	
  which—after	
  like	
  signing	
  

my	
  life	
  away	
  to	
  about	
  twenty	
  different	
  lawyers.	
  And	
  I’m	
  sorry	
  it’s—I	
  messed	
  up	
  the	
  

video.	
  I’m	
  going	
  to	
  look	
  really	
  skinny	
  in	
  this	
  video	
  because	
  it’s	
  like….	
  It’s	
  not	
  as	
  wide	
  

as	
  it’s	
  supposed	
  to	
  be.	
  Okay.	
  So	
  basically	
  this	
  is	
  a	
  column;	
  and	
  there	
  was	
  a	
  

cameraperson	
  in	
  the	
  ceiling;	
  and	
  it’s	
  two	
  sheetrock	
  walls	
  on	
  one	
  side.	
  They’re	
  

both—They’re	
  like	
  just	
  white	
  on	
  each	
  side.	
  And	
  then	
  inside	
  there’s	
  this	
  internal	
  

structure,	
  and	
  this	
  bright	
  yellow	
  is	
  on	
  the	
  inside.	
  Can	
  you	
  guys	
  hear	
  it?	
  You	
  hear	
  

pounding,	
  right?	
  Okay.	
  So	
  basically	
  the	
  piece	
  that	
  I	
  showed	
  before,	
  the	
  piece	
  

“Anything,”	
  that	
  was	
  outside,	
  the	
  piece	
  that	
  I	
  failed	
  at	
  turning	
  the	
  camera	
  off…	
  this	
  

piece	
  is	
  that	
  done	
  over.	
  And	
  I	
  think	
  a	
  lot	
  of	
  artists	
  work	
  that	
  way,	
  like	
  they’re	
  kind	
  of	
  

constantly	
  working	
  through	
  a	
  moment,	
  and…	
  you	
  know,	
  four	
  years	
  later	
  this	
  shows	
  

up	
  again.	
  So	
  this	
  is	
  me	
  creating	
  footholds	
  into	
  the	
  structure	
  so	
  that	
  I	
  can	
  climb	
  it	
  and	
  

turn	
  the	
  camera	
  off.	
  This	
  was	
  still	
  my	
  sheetrock	
  stage.	
  And	
  in	
  reference,	
  you—You	
  

know,	
  you	
  asked	
  the	
  question	
  about	
  acting,	
  right?	
  You	
  asked	
  the	
  question.	
  And	
  you	
  

know,	
  in	
  terms	
  of	
  this	
  piece.	
  So	
  I	
  could	
  have	
  gotten	
  up	
  on	
  this	
  piece	
  probably…	
  in	
  

three	
  minutes.	
  But	
  I	
  knew	
  that—No.	
  Four	
  minutes	
  and	
  thirty-­‐seven	
  seconds.	
  But	
  I	
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knew	
  that	
  in	
  order	
  for	
  the	
  video	
  to	
  be	
  good,	
  that	
  yellow	
  had	
  to	
  really	
  come	
  out.	
  

There	
  had	
  to	
  be	
  a	
  real	
  sort	
  of	
  tornado	
  of	
  color	
  that	
  would	
  happen.	
  And…	
  so	
  while	
  I	
  

probably	
  could	
  have	
  climbed	
  it	
  much	
  more—much	
  quicker	
  than	
  I	
  did,	
  I	
  knew	
  that	
  

for	
  a	
  video	
  to	
  be	
  formally	
  the	
  way	
  I	
  wanted	
  it	
  to	
  be	
  I	
  had	
  to	
  kind	
  of	
  create	
  these	
  

other	
  moments	
  in	
  it.	
  So	
  there	
  is…	
  a	
  combination	
  of	
  spontaneousity	
  [sic]	
  and	
  

spontaneously	
  reacting	
  to	
  a	
  space,	
  but	
  it’s	
  also	
  considering	
  how	
  it	
  will	
  be	
  formally.	
  	
  

Question:	
  {unintelligible}	
  

KG:	
  You	
  know,	
  I’m	
  not	
  that	
  into	
  the	
  unknown	
  and	
  the	
  uncertain	
  right	
  now.	
  I’m	
  into….	
  

Well,	
  you’ll	
  see.	
  Like	
  it’s	
  [changed]—Like	
  of	
  [course],	
  everything’s	
  unknown	
  and	
  

uncertain	
  because	
  you	
  can’t	
  control	
  wet	
  paint.	
  You	
  know—Of	
  course	
  you	
  can	
  control	
  

wet	
  paint.	
  But	
  if	
  you	
  spill	
  wet	
  paint	
  you	
  can’t	
  control	
  it,	
  necessarily,	
  where	
  it’s	
  going	
  

to	
  go.	
  So	
  that,	
  to	
  an	
  extent,	
  there’s	
  going	
  to	
  always	
  be	
  that;	
  I’ll	
  never	
  know	
  what	
  it	
  

will	
  exactly	
  be.	
  But	
  I	
  think	
  at	
  this	
  point,	
  in	
  terms	
  of	
  where	
  I	
  am	
  right	
  now,	
  this	
  might	
  

change;	
  I	
  hope	
  it	
  changes.	
  I’m	
  interested	
  in	
  these	
  kind	
  of	
  fixed	
  tasks	
  that	
  are	
  

achievable	
  to	
  a	
  certain	
  extent	
  and	
  that	
  create	
  this	
  object.	
  And	
  then	
  the	
  object	
  is	
  kind	
  

of	
  where	
  the	
  mystery	
  is	
  coming—is	
  showing	
  up	
  now	
  more.	
  The	
  object	
  for	
  me—and	
  I	
  

don’t	
  think	
  everyone	
  else	
  has	
  caught	
  onto	
  this—but	
  the	
  object	
  for	
  me	
  is	
  having	
  a	
  lot	
  

more	
  weight	
  in	
  terms	
  of	
  the	
  unknown,	
  and	
  figuring	
  out	
  what	
  that	
  will	
  actually	
  look	
  

like.	
  	
  

VIDEO?	
  

I’m	
  not	
  going	
  to	
  show	
  that	
  one	
  because	
  we	
  had	
  some	
  problems	
  with	
  it.	
  

VIDEO	
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Okay.	
  So	
  now	
  I’m	
  on	
  this	
  ceramics	
  kick…	
  and	
  now	
  I’m	
  over	
  it.	
  But	
  I	
  was	
  on	
  it.	
  And	
  so	
  

now	
  I’m	
  not	
  going	
  to	
  do	
  it.	
  But	
  there	
  is	
  ceramics	
  in	
  there,	
  in	
  that	
  sculpture	
  studio,	
  so	
  

I	
  might	
  use	
  ceramics.	
  So…	
  I	
  love	
  the	
  Martha	
  Rosler	
  reference,	
  because	
  I’ve	
  been	
  

getting	
  a	
  lot	
  of	
  Martha	
  Rosler,	
  especially	
  with	
  this	
  piece;	
  and	
  that’s	
  one	
  of	
  my	
  

favorite	
  videos.	
  So	
  these—This	
  is	
  a	
  piece	
  that—This	
  is	
  a	
  smaller	
  piece	
  for	
  me.	
  And	
  

it’s	
  a	
  shelf	
  system	
  that’s	
  actually	
  built	
  to	
  (through?	
  45:49)	
  this	
  wall.	
  These	
  are	
  

bought	
  ceramic	
  pieces.	
  They’re	
  filled	
  to	
  the	
  top	
  with	
  black	
  paint;	
  and	
  it’s	
  basically	
  

just	
  kind	
  of	
  constructing	
  a	
  space	
  immediately,	
  so	
  none	
  of	
  this	
  is	
  preplanned	
  on	
  how	
  

these—where	
  these	
  will	
  actually	
  go.	
  And	
  it’s	
  putting	
  these	
  objects	
  into	
  this	
  thing	
  in	
  a	
  

not-­‐so…	
  careful…..	
  And	
  so	
  basically	
  this	
  piece	
  and	
  the	
  other	
  pieces	
  I’m	
  going	
  to	
  show	
  

after	
  this	
  change	
  over	
  time,	
  because	
  the	
  paint	
  dries….	
  You	
  know,	
  it	
  becomes	
  a	
  

different	
  color.	
  There’s	
  also	
  paint	
  throughout	
  the	
  entire	
  gallery.	
  	
  

Question:	
  {unintelligible}	
  

KG:	
  Uh…	
  {unintelligible}	
  kind	
  of	
  into	
  it.	
  Like	
  I	
  really	
  love….	
  You	
  know,	
  the	
  thing	
  is,	
  

when	
  I	
  started	
  doing	
  these	
  live	
  performances	
  with	
  other	
  people,	
  which	
  I’ll	
  show	
  

you—and	
  {unintelligible}	
  But	
  she…..	
  When	
  I	
  started	
  doing	
  live	
  performances	
  with	
  

other	
  people	
  I	
  was	
  like,	
  “Oh,	
  you	
  know	
  what?	
  I’m	
  going	
  to	
  just	
  stop	
  doing	
  these	
  video	
  

{unintelligible}.	
  I’m	
  really	
  enjoying	
  just	
  watching	
  for	
  the	
  first	
  time..”	
  And	
  I	
  took	
  a	
  

little	
  time	
  off	
  from	
  doing	
  it,	
  and	
  then	
  I	
  missed—I	
  missed	
  those	
  tasks;	
  I	
  really	
  missed	
  

{unintelligible}.	
  So	
  there’s	
  something—There’s	
  so	
  much	
  {unintelligible}	
  that	
  I	
  really	
  

don’t	
  like,	
  but	
  I	
  think	
  I’m	
  addicted	
  to	
  it	
  because	
  of	
  the	
  one-­‐shot	
  thing….	
  And	
  I	
  just—

But	
  I	
  love	
  {unintelligible}	
  work,	
  and	
  I	
  love…	
  having	
  to	
  create	
  something	
  like	
  on	
  the	
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spot.	
  It’s	
  just	
  {unintelligible}	
  gets	
  me	
  excited.	
  So	
  that’s	
  what	
  this	
  ends	
  up	
  looking	
  

like.	
  Things	
  break;	
  everything	
  gets	
  stuffed	
  in	
  there.	
  

VIDEO	
  

This	
  is	
  another	
  piece	
  that	
  was	
  last	
  summer	
  in	
  Israel.	
  I’m	
  going	
  to	
  just	
  

{unintelligible}.	
  These	
  are	
  the	
  ceramic	
  pieces.	
  So	
  another	
  piece	
  that’s	
  shot	
  above—

shot	
  from	
  above.	
  {unintelligible}	
  Whoops!	
  

VIDEO	
  

Oh,	
  yeah.	
  So	
  these	
  are	
  cast—No,	
  these	
  are	
  actually	
  thrown.	
  I	
  didn’t	
  make	
  these.	
  And	
  

it’s	
  me	
  moving	
  up	
  through	
  this	
  space.	
  And	
  you	
  can	
  see	
  the	
  pieces	
  have	
  become	
  a	
  lot	
  

more	
  formal,	
  a	
  lot	
  more	
  constructed	
  in	
  terms	
  of	
  {unintelligible}	
  the	
  camera.	
  They	
  

were	
  always	
  like	
  that,	
  but	
  there’s	
  this—They’re	
  a	
  lot	
  more—I’m	
  understanding	
  the	
  

material	
  a	
  lot	
  more.	
  (48:25)	
  I	
  was	
  pregnant	
  when	
  I	
  made	
  this,	
  by	
  the	
  way.	
  So	
  it	
  ends	
  

up	
  looking	
  like	
  that…	
  {unintelligible}	
  

VIDEO	
  

And	
  then	
  this’ll	
  be	
  the	
  last	
  video	
  I’m	
  going	
  to	
  show;	
  and	
  then	
  I’ll	
  show	
  just	
  some	
  

pictures	
  of	
  {unintelligible}.	
  These	
  are	
  cast.	
  So	
  this	
  was	
  built	
  based	
  on	
  that	
  dress.	
  I	
  

had	
  this	
  purple	
  dress	
  for	
  a	
  really	
  long	
  time,	
  and	
  that	
  was	
  part	
  of	
  my	
  life;	
  like	
  it	
  was	
  in	
  

my	
  closet	
  and	
  I	
  loved	
  it.	
  But	
  I	
  would	
  never	
  wear	
  it	
  ‘cause	
  it’s	
  like…	
  purple.	
  And	
  then	
  I	
  

decided	
  that	
  I	
  should	
  make	
  a	
  video	
  based	
  on	
  the	
  colors	
  of	
  that	
  dress,	
  just	
  so	
  I	
  could	
  

wear	
  that	
  dress	
  once.	
  	
  

Question:	
  {unintelligible}	
  

KG:	
  This	
  was	
  in	
  a—These	
  are	
  just	
  too	
  big	
  now.	
  All	
  of	
  these.	
  I	
  work	
  pretty	
  much	
  on	
  

site	
  now;	
  they	
  can’t—They’re	
  not—I	
  don’t	
  really	
  make	
  that	
  much	
  in	
  my	
  studio	
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anymore.	
  This	
  was	
  made	
  at	
  a	
  museum	
  in	
  Florida.	
  {unintelligible}	
  Sorry.	
  Yeah,	
  at	
  

{unintelligible}	
  

Question:	
  {unintelligible}	
  

KG:	
  Yeah.	
  The	
  sculpture	
  remains	
  on	
  view,	
  yes.	
  It	
  does.	
  And	
  then	
  the	
  video	
  plays	
  with	
  

it.	
  

Question:	
  So	
  {unintelligible}	
  an	
  audience	
  {unintelligible}	
  

KG:	
  No.	
  So,	
  okay,	
  sorry.	
  I	
  don’t	
  perform	
  live,	
  ever.	
  So	
  we	
  {unintelligible}	
  clear	
  out	
  the	
  

space,	
  or	
  I	
  shoot	
  when	
  like	
  a	
  museum’s	
  not	
  open,	
  or	
  something	
  like	
  that.	
  I	
  mean,	
  

often	
  the	
  people	
  I’ve	
  worked	
  with,	
  like	
  if	
  it’s	
  a	
  curator	
  I’ve	
  really	
  worked	
  intimately	
  

with	
  they’ll	
  be	
  there;	
  I	
  have	
  the	
  cameraperson	
  there.	
  I	
  don’t	
  shoot—I	
  don’t	
  do	
  the	
  

technical	
  stuff	
  anymore,	
  because	
  it’s	
  just—It’s	
  just	
  it’s	
  gotten	
  so	
  big	
  and	
  there’s…	
  so	
  

much	
  anxiety	
  going	
  into	
  it	
  that	
  to	
  let	
  go	
  of	
  some	
  of	
  the	
  tasks	
  was	
  really	
  

{unintelligible}.	
  So	
  just	
  the	
  people	
  who	
  are	
  actually	
  in	
  with	
  (51:05)	
  the	
  making	
  of	
  

the	
  piece	
  are	
  there.	
  

Question:	
  {unintelligible}	
  

KG:	
  Buster?	
  Well,	
  for	
  years	
  I	
  had	
  the	
  Buster	
  Keaton	
  reference,	
  which	
  I	
  love—like	
  

Buster	
  Keaton,	
  Charlie	
  Chaplin….	
  So	
  it—You	
  know,	
  I	
  try	
  to	
  make	
  the	
  titles	
  kind	
  of	
  

funny,	
  and—funny	
  and	
  poignant	
  at	
  the	
  same	
  time,	
  if	
  it’s	
  possible.	
  I	
  mean,	
  often—You	
  

know,	
  often	
  humor	
  is	
  used	
  to	
  mask	
  darkness.	
  You	
  know,	
  it….	
  So	
  I	
  think	
  that’s	
  how	
  I	
  

use	
  humor.	
  And	
  I	
  try	
  to	
  do	
  that	
  in	
  titles	
  as	
  much	
  as	
  possible.	
  So	
  it’s	
  a	
  reference	
  to	
  

Buster	
  Keaton;	
  it’s	
  also	
  a	
  reference	
  to	
  like	
  busting	
  up	
  the	
  place,	
  you	
  know?	
  Just	
  

very—	
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Question:	
  {unintelligible}	
  Just	
  like	
  things	
  about…	
  the	
  Buster	
  Keaton	
  film	
  where	
  the	
  

hurricane	
  comes,	
  and	
  the	
  whole	
  world	
  of	
  cinema	
  (52:13)	
  is	
  being	
  destroyed	
  

{unintelligible}	
  cinematic	
  history	
  {unintelligible}	
  

KG:	
  That’s	
  great.	
  I	
  mean,	
  I	
  wish	
  I	
  knew	
  more	
  about	
  cinematic	
  history.	
  I	
  mean	
  I	
  love	
  

that	
  you	
  see	
  that.	
  That’s	
  awesome.	
  

Question:	
  {unintelligible}	
  

KG:	
  That’s	
  fantastic.	
  But	
  you	
  know,	
  it’s—For	
  me,	
  you	
  know,	
  my	
  thought	
  process	
  is	
  

sculpture	
  and	
  video	
  and	
  performance	
  and	
  some	
  painting,	
  and	
  ….	
  But	
  I—But	
  

definitely—	
  And	
  definitely	
  like—comedy	
  is	
  a	
  big	
  part	
  of—physical	
  comedy,	
  standup,	
  

stuff	
  like	
  that.	
  It’s	
  definitely	
  a	
  big	
  part	
  of	
  it	
  too.	
  Kind	
  of	
  this	
  old	
  vaudeville	
  thing	
  

(53:09).	
  

Question:	
  {unintelligible}	
  lot	
  of	
  doodling	
  as	
  a	
  kid.	
  {unintelligible}	
  in	
  relation	
  to	
  that,	
  

like	
  when	
  you	
  move	
  between	
  kind	
  of	
  high	
  and	
  low	
  art,	
  and	
  popular	
  culture	
  

{unintelligible}	
  position	
  yourself	
  {unintelligible}	
  kind	
  of	
  debases	
  {unintelligible}	
  

casual	
  {unintelligible}	
  to	
  make	
  it	
  sound	
  very	
  accessible	
  for	
  {unintelligible}	
  work	
  in	
  a	
  

self-­‐deprecating	
  way.	
  And	
  I	
  just	
  wonder	
  how	
  much	
  you	
  see	
  like….	
  {unintelligible}	
  

way	
  to	
  work	
  is	
  for	
  you.	
  Like….	
  Do	
  you	
  see	
  what	
  I	
  mean?	
  

KG:	
  Well	
  I	
  don’t	
  see	
  myself	
  as	
  flippant	
  about	
  my	
  work.	
  I	
  see	
  myself	
  as	
  self-­‐

deprecating,	
  which	
  is	
  a….	
  It’s….	
  It’s	
  called	
  Jewish	
  humor.	
  So…	
  yeah.	
  That’s	
  my	
  

history.	
  But	
  I’m	
  not	
  flippant	
  about	
  my	
  work.	
  If	
  it’s	
  coming	
  across	
  that	
  way	
  I	
  

apologize—	
  

Question:	
  No,	
  no,	
  no.	
  

KG:	
  -­‐-­‐because	
  I	
  don’t	
  feel	
  that	
  way	
  at	
  all.	
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Question:	
  I	
  didn’t	
  mean	
  {unintelligible};	
  I’m	
  interested	
  in	
  how	
  you	
  position	
  yourself	
  

as	
  {unintelligible}.	
  There’s	
  a	
  lot	
  of	
  art	
  history	
  in	
  them;	
  there’s	
  a	
  lot	
  of	
  art	
  references	
  

of	
  high	
  art.	
  But	
  there’s	
  also	
  a	
  lot	
  of	
  life,	
  and	
  normal	
  life;	
  and…	
  you	
  seem	
  to	
  be	
  able	
  to	
  

{unintelligible}	
  wonder	
  how	
  you…	
  do	
  that.	
  {unintelligible}	
  You	
  know	
  what	
  I’m	
  trying	
  

to	
  get	
  at.	
  {unintelligible}	
  that	
  the	
  advantage	
  of	
  not	
  being	
  able	
  to	
  do	
  that,	
  and	
  not	
  

having	
  the	
  baggage	
  of	
  that,	
  which	
  is	
  the	
  same	
  {unintelligible}	
  you	
  were	
  just	
  

questioned	
  about,	
  you’d	
  like	
  to	
  know	
  more	
  about	
  {unintelligible},	
  you	
  don’t	
  know	
  

more	
  about	
  {unintelligible}	
  

KG:	
  Well,	
  you	
  know,	
  that’s	
  interesting,	
  ‘cause	
  I’m	
  not	
  a	
  prisoner	
  to	
  any	
  medium,	
  and	
  

I’m	
  not	
  a	
  prisoner….	
  Yeah,	
  there’s	
  a	
  lot	
  of—I	
  walk	
  between	
  lots	
  of	
  different	
  things,	
  as	
  

you’ve	
  said,	
  and	
  which….	
  It’s	
  something	
  that	
  I’m	
  interested	
  in.	
  It’s	
  not	
  necessarily	
  a	
  

conscious	
  decision,	
  like	
  I	
  said	
  to	
  myself,	
  “I’m	
  going	
  to	
  make	
  work	
  about	
  walking	
  

through	
  lots	
  of	
  different	
  things.”	
  It’s	
  just	
  something	
  that	
  I….	
  I	
  want	
  to	
  make	
  work	
  

about	
  the	
  world.	
  I’m	
  also	
  somebody	
  who	
  knows	
  about	
  art.	
  I	
  mean,	
  all	
  my	
  friends	
  are	
  

artists.	
  I’m	
  at	
  Skowhegan….	
  And	
  it	
  would	
  be	
  a	
  lie	
  to	
  pretend	
  that	
  I’m	
  not	
  an	
  artist	
  or	
  

I’m	
  not—and	
  I	
  don’t	
  understand	
  the	
  conversation	
  that	
  exists	
  around	
  it.	
  But	
  that	
  said,	
  

it’s	
  very	
  important	
  to	
  me	
  that	
  my	
  work	
  can	
  exist	
  outside	
  of	
  that	
  realm	
  as	
  well.	
  I	
  

mean,	
  Virgil	
  talked	
  a	
  little	
  bit	
  about	
  this	
  last	
  night,	
  and	
  which	
  I	
  thought	
  was	
  really	
  

interesting	
  too.	
  {unintelligible}	
  Anyways,	
  but…	
  I	
  want	
  the	
  work	
  to—I	
  want	
  people	
  to	
  

be	
  able	
  to	
  have	
  access	
  to	
  the	
  work	
  on	
  lots	
  of	
  different	
  levels.	
  So	
  for	
  instance,	
  you	
  

guys	
  will	
  enter	
  it	
  on	
  one	
  level	
  because	
  you	
  have	
  all	
  this	
  stuff,	
  this	
  art	
  stuff.	
  And	
  other	
  

people	
  will	
  have	
  the	
  ability	
  to	
  enter	
  it	
  as	
  well.	
  So	
  I	
  do	
  believe	
  people	
  who	
  don’t	
  have	
  

that	
  art	
  stuff	
  understand	
  what	
  it	
  means	
  to	
  struggle.	
  They	
  understand	
  what	
  it	
  means	
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to	
  fight	
  against	
  the	
  system.	
  They	
  understand	
  what	
  it	
  means	
  to	
  sort	
  of	
  transform	
  

something	
  and	
  to	
  be	
  transformed.	
  And	
  all	
  of	
  those	
  things	
  are	
  very	
  important	
  to	
  me,	
  

and	
  probably	
  the	
  most	
  important	
  thing	
  to	
  me	
  in	
  terms	
  of	
  the	
  work,	
  because	
  those	
  

are	
  the	
  things	
  that	
  have	
  affected	
  me	
  in	
  my	
  life	
  and	
  in	
  terms	
  of	
  my	
  work.	
  And	
  the	
  

other—the	
  art	
  stuff—probably	
  came	
  later.	
  So…	
  it’s	
  a	
  balance.	
  And	
  I	
  think	
  that	
  the	
  

way	
  I	
  talk	
  about	
  it	
  is	
  probably	
  a	
  way	
  for	
  me	
  to	
  show	
  {unintelligible},	
  because	
  I	
  

want—I	
  don’t—I’m	
  not	
  interested	
  in	
  pushing	
  people	
  away;	
  I’m	
  interested	
  in	
  

bringing	
  people	
  into	
  it.	
  And	
  for	
  me,	
  this	
  is	
  the	
  way	
  that	
  I	
  learn	
  to	
  do	
  that.	
  And	
  also	
  

talking	
  a	
  certain	
  way	
  is	
  the	
  way	
  I’ve	
  learned	
  to	
  do	
  that.	
  So—Did	
  that	
  answer…	
  sort	
  of	
  

answer	
  your	
  question?	
  

Question:	
  {unintelligible}	
  

KG:	
  Okay,	
  good.	
  So	
  I’m	
  going	
  to	
  show	
  some	
  pictures	
  of	
  performances.	
  I	
  don’t	
  have	
  

videos.	
  So	
  when	
  we	
  do	
  performances—live	
  performances—there’s	
  no	
  video.	
  They	
  

just	
  exist	
  as	
  the	
  performances	
  and	
  photographs.	
  I	
  don’t	
  do	
  live	
  performances….	
  so	
  I	
  

work	
  with	
  other	
  people	
  who	
  do.	
  	
  

Question:	
  Why	
  don’t	
  you	
  do	
  live	
  performances?	
  

KG:	
  Because	
  I’m	
  too	
  aware	
  of	
  audience.	
  I’m	
  too	
  self-­‐conscious	
  in	
  the	
  sense	
  that	
  I’m	
  

very	
  much	
  concerned	
  that	
  everyone’s	
  having	
  a	
  good	
  time.	
  Or	
  that	
  like	
  Jo	
  Schmo	
  over	
  

there	
  is	
  looking	
  out	
  the	
  window	
  and	
  like,	
  “Fuck	
  him	
  for	
  looking	
  out	
  the	
  window.”	
  So	
  

it’s	
  just	
  not	
  my	
  thing.	
  Like	
  I’m	
  too—And	
  I	
  want	
  to	
  control	
  stuff	
  too	
  much…	
  and	
  

people	
  probably	
  too	
  much.	
  And	
  also,	
  I	
  want	
  to—when	
  I	
  shoot—when	
  I	
  do	
  these	
  

videos,	
  the	
  way	
  they	
  look,	
  you	
  know,	
  that….	
  The	
  way	
  the	
  videos	
  look	
  is	
  really	
  

important	
  to	
  me.	
  So	
  with	
  the	
  performances	
  I’m	
  …	
  looking	
  at	
  it	
  in	
  a	
  different	
  way,	
  and	
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I	
  become	
  like	
  a	
  little	
  more	
  removed	
  from	
  it	
  and	
  can	
  let	
  it	
  sort	
  of	
  unfold	
  in	
  its	
  own	
  

time	
  and	
  its	
  own	
  space,	
  and	
  it’s	
  a	
  real	
  pleasure	
  to	
  actually	
  watch	
  other	
  people	
  

engage	
  with	
  these	
  objects.	
  

IMAGE	
  

So	
  this	
  was	
  a	
  piece	
  at	
  Bryant	
  Park.	
  This	
  was	
  in	
  2010.	
  This	
  is	
  the	
  piece	
  Becky	
  was	
  a	
  

part	
  of.	
  I	
  don’t	
  think	
  she’s	
  in	
  this	
  photo,	
  though.	
  Sorry.	
  So	
  there	
  seven	
  women	
  

walking	
  on	
  top	
  of	
  this	
  structure	
  for	
  ten	
  hours	
  a	
  day,	
  two	
  shifts,	
  five	
  hours	
  each.	
  

They’re	
  wearing	
  heel	
  pumps	
  and	
  yellow	
  dresses,	
  and	
  the	
  paint	
  is	
  scanned	
  and	
  made	
  

from	
  their	
  dresses.	
  It’s	
  a	
  sound	
  piece,	
  so	
  people	
  can	
  enter	
  the	
  inner	
  structure,	
  and	
  

it’s	
  these—the	
  women’s	
  shoes	
  pounding	
  on	
  the	
  ceiling.	
  And	
  the	
  only	
  rules	
  were	
  they	
  

couldn’t	
  talk	
  to	
  each	
  other;	
  they	
  couldn’t	
  walk	
  in	
  like	
  circles	
  and	
  follow	
  each	
  other;	
  

they	
  had	
  to	
  navigate	
  their	
  own	
  space.	
  And	
  it	
  was	
  an	
  entire	
  work	
  week.	
  

{unintelligible}	
  

Question:	
  {unintelligible}	
  

KG:	
  Because	
  I’ve	
  tried	
  to	
  do	
  videos,	
  and	
  they’re	
  awful.	
  They’re	
  really	
  bad.	
  They’re	
  

documentation	
  of	
  performances.	
  And	
  I	
  think	
  performances….	
  I	
  mean	
  I’m	
  so—I	
  love	
  

live	
  performance;	
  but	
  I	
  don’t	
  like	
  watching	
  video	
  of	
  live	
  performance.	
  Even	
  though	
  

that’s	
  all	
  we	
  have,	
  [it’s]	
  historical	
  stuff,	
  so	
  we	
  need	
  it.	
  And	
  I	
  have	
  video	
  of	
  this.	
  You	
  

know,	
  I	
  have	
  documentations	
  for	
  historical	
  stuff	
  or	
  whatever.	
  But…	
  there’s	
  a	
  

mystery	
  to	
  the	
  pieces	
  existing	
  as	
  photos;	
  and	
  then	
  I	
  actually	
  feel	
  it’s	
  more	
  revealing	
  

of	
  the	
  action	
  that	
  happened…	
  than	
  just	
  seeing	
  these	
  people	
  just	
  walk	
  around.	
  It	
  just	
  

doesn’t	
  show…..	
  I	
  mean,	
  and	
  Becky	
  can	
  even—Becky	
  can	
  talk	
  about	
  it;	
  but	
  it	
  doesn’t	
  

show	
  the	
  intensity	
  of	
  the	
  experience.	
  I	
  mean,	
  it	
  was	
  an	
  incredibly	
  intense	
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experience,	
  and	
  I	
  mean,	
  I	
  was	
  there	
  just	
  watching	
  it,	
  just	
  to	
  see…	
  to	
  see	
  the	
  way	
  that	
  

the	
  public	
  was	
  affected	
  and	
  the	
  way	
  the	
  women	
  transformed,	
  and….	
  So	
  photos	
  

seemed	
  to	
  be	
  the	
  best	
  way	
  to	
  do	
  it;	
  the	
  documentation	
  just	
  seemed	
  like	
  so	
  banal.	
  

Question:	
  {unintelligible}	
  

KG:	
  Yeah.	
  So	
  they	
  were—We	
  figured	
  that	
  each	
  group	
  was	
  walking	
  twenty-­‐six	
  miles	
  a	
  

day.	
  Yeah.	
  In	
  heels.	
  

Question:	
  Did	
  you	
  have	
  some	
  like	
  criteria	
  for	
  {unintelligible}	
  or—	
  

KG:	
  Yeah,	
  definitely.	
  All	
  the	
  [women]—I	
  mean,	
  I	
  teach	
  a	
  lot	
  and	
  I	
  lecture	
  a	
  lot;	
  and	
  so	
  

I	
  meet	
  a	
  ton	
  of	
  people;	
  which	
  is	
  great.	
  So	
  I’m	
  sure	
  I’ll	
  enlist	
  some	
  of	
  you	
  

{unintelligible}.	
  But…	
  So	
  usually	
  they’re	
  pretty	
  hardcore	
  women.	
  They’re	
  really	
  

strong	
  women.	
  A	
  lot	
  of	
  them	
  have	
  a	
  tendency	
  to	
  be	
  sculptors	
  or	
  performance	
  people,	
  

just	
  because	
  they’re	
  familiar	
  with	
  what	
  it	
  means	
  to	
  use	
  their	
  body	
  in	
  a	
  really	
  intense	
  

way.	
  I	
  wanted	
  like	
  different	
  shapes,	
  different	
  races,	
  different	
  ages.	
  That’s	
  the—the	
  

ages	
  and	
  the	
  shapes	
  are	
  harder;	
  so	
  I	
  think	
  we	
  had	
  a	
  size	
  14,	
  but	
  that’s	
  as	
  big	
  as	
  I	
  got,	
  

and	
  the	
  oldest	
  was,	
  I	
  think,	
  forty.	
  So	
  you	
  know,	
  that…	
  the	
  diversity	
  of	
  characters	
  was	
  

really	
  important.	
  But…	
  who	
  is	
  doing	
  performances?	
  You	
  know,	
  it’s	
  a	
  very—You	
  need	
  

to	
  really	
  rely	
  on	
  these	
  people,	
  for	
  them	
  to	
  [actually]—you	
  know,	
  for	
  these	
  pieces	
  to	
  

be	
  good.	
  So	
  you	
  have	
  to	
  have	
  faith	
  in	
  your	
  performer.	
  	
  

	
  

IMAGE?	
  

And	
  a	
  version	
  of	
  this	
  went	
  to	
  London—That’s	
  John	
  (unintelligible,	
  phonetically	
  

Sah)—which	
  actually	
  was	
  not	
  as	
  successful.	
  So	
  this	
  whole	
  conversation	
  about	
  

redoing	
  a	
  performance…	
  it’s…	
  I	
  question	
  it.	
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Question:	
  {unintelligible}	
  

KG:	
  Right.	
  You	
  know,	
  it’s	
  something	
  I	
  haven’t	
  been	
  able	
  to	
  deal	
  with.	
  Like	
  I	
  don’t	
  

know	
  how	
  to	
  deal	
  with	
  it	
  without	
  it	
  sort	
  of	
  existing	
  as	
  a	
  documentation.	
  But	
  it’s	
  such	
  

a	
  big	
  part	
  of	
  it….	
  I	
  just	
  haven’t	
  figured	
  it	
  out	
  yet.	
  But	
  it’s	
  something	
  that	
  I	
  do	
  want	
  to	
  

be	
  part	
  of	
  the	
  piece,	
  and	
  then	
  part	
  of	
  me	
  is	
  like	
  it’s	
  just	
  kind	
  of,	
  if	
  you	
  were	
  there	
  

{unintelligible}	
  it.	
  

Question:	
  {unintelligible}	
  But	
  it	
  was	
  made….	
  The	
  piece	
  was	
  constructed	
  so	
  that	
  it	
  

would	
  {unintelligible}	
  really	
  loud;	
  but	
  no,	
  it	
  wasn’t	
  amplified	
  at	
  all.	
  This—	
  

Question:	
  {unintelligible}	
  

KG:	
  Yeah,	
  sure.	
  

Question:	
  Why	
  was	
  the	
  recreation	
  not	
  successful?	
  

KG:	
  Well,	
  it	
  was	
  in	
  London,	
  so	
  I	
  didn’t	
  know	
  the	
  performers…	
  which	
  I	
  think	
  is	
  a	
  big	
  

thing.	
  But	
  I	
  have	
  to	
  do	
  that	
  now…	
  work	
  with	
  people	
  I	
  sometimes	
  don’t	
  know;	
  so	
  I	
  

have	
  to	
  trust	
  like	
  the	
  institutions	
  to	
  find	
  the	
  people.	
  The	
  people	
  were	
  fine;	
  they	
  were	
  

great.	
  You	
  know,	
  I	
  was	
  working	
  with	
  an	
  institution	
  that	
  was	
  very	
  nervous	
  about…	
  

being	
  sued…	
  and	
  money,	
  and	
  how	
  things	
  were	
  being	
  perceived.	
  So…	
  I	
  just	
  felt	
  like,	
  

you	
  know,	
  they	
  didn’t	
  want	
  to	
  push	
  the	
  girls	
  too	
  hard,	
  or—you	
  know?	
  And	
  it	
  wasn’t	
  

a	
  question—The	
  girls	
  were	
  fine.	
  I	
  mean	
  I	
  have	
  paid—I	
  mean….	
  It’s	
  not	
  that	
  I’m—I’m	
  

not	
  like….	
  You	
  know,	
  not	
  pushing	
  them	
  too	
  hard,	
  either.	
  They	
  can	
  do	
  it.	
  It	
  was	
  more	
  

like	
  that	
  they	
  need	
  the	
  break	
  every….	
  You	
  know,	
  it	
  just	
  became	
  like	
  a	
  more	
  corporate	
  

thing?	
  Which	
  didn’t	
  work	
  as	
  well	
  for	
  me;	
  and	
  then	
  I	
  also	
  wasn’t	
  as	
  excited	
  about	
  it,	
  

because	
  it	
  wasn’t	
  as	
  fresh.	
  So	
  I	
  don’t	
  think	
  I’ll	
  do	
  it	
  again.	
  	
  

Question:	
  Wasn’t	
  it	
  also	
  due	
  to	
  the	
  space	
  being	
  quite	
  different.	
  



Gilmore	
   33	
  

KG:	
  The	
  space	
  was	
  very	
  different.	
  It	
  was	
  a	
  much	
  more….	
  It	
  didn’t	
  have	
  the	
  kind	
  of	
  

diversity	
  that	
  the	
  New	
  York	
  space	
  had….	
  I	
  mean,	
  it	
  actually	
  ended	
  up	
  being	
  like	
  kind	
  

of	
  a	
  smarter	
  piece	
  in	
  London,	
  because	
  it	
  was	
  basically—These	
  were	
  the	
  only	
  in	
  that	
  

square,	
  and	
  it	
  was	
  like	
  {unintelligible}—It	
  was	
  the	
  financial	
  district;	
  and	
  it	
  was	
  like	
  

men	
  in	
  suits	
  and	
  women	
  on	
  top	
  of	
  this	
  thing.	
  And….	
  Yeah,	
  and	
  so	
  you	
  really	
  realized,	
  

“Oh,	
  okay,	
  right.	
  Ninety-­‐five	
  percent	
  of	
  men	
  are	
  in	
  the—	
  I	
  mean,	
  it	
  really	
  was	
  pretty	
  

clear.	
  But	
  there	
  was	
  a	
  lot	
  of,	
  you	
  know,	
  aggression	
  that	
  I	
  had	
  to	
  experience;	
  people	
  

were	
  very	
  mad	
  at	
  me.	
  So—And	
  I’m	
  there	
  the	
  entire	
  duration	
  of—I’m	
  always	
  there	
  

for	
  every	
  performance	
  for	
  the	
  ten	
  hours	
  a	
  day.	
  I	
  mean,	
  if	
  they’re	
  going	
  to	
  do	
  this,	
  I’m	
  

going	
  to	
  be	
  there.	
  So	
  I	
  got	
  a	
  lot	
  of	
  negative	
  energy	
  {unintelligible}	
  Yeah,	
  it—Sorry?	
  

Question:	
  {unintelligible}	
  

KG:	
  The	
  one	
  in	
  Bryant	
  Park	
  was	
  ten	
  hour	
  shifts	
  because	
  we	
  built	
  it	
  on	
  like	
  when	
  

people	
  would	
  be	
  coming	
  to	
  work	
  and	
  when	
  they	
  would	
  be	
  leaving.	
  	
  

IMAGE?	
  

This	
  piece….	
  I	
  can’t	
  remember.	
  It	
  was	
  a	
  similar	
  construction,	
  but	
  they	
  were	
  like	
  

giving	
  them	
  breaks	
  every…	
  twenty	
  minutes;	
  and	
  if	
  it	
  rained	
  too	
  hard	
  they	
  had	
  to	
  

come	
  down.	
  You	
  know?	
  The	
  Bryant	
  Park	
  one	
  was	
  pretty	
  hard	
  core.	
  I	
  mean,	
  these	
  

women	
  were	
  really….	
  And	
  they—I	
  think….	
  Becky	
  will	
  tell	
  you	
  if	
  I’m	
  wrong,	
  but	
  I	
  

think	
  they	
  got	
  into	
  it	
  from—It	
  became	
  their	
  own…	
  thing	
  too,	
  you	
  know.	
  They	
  all	
  sort	
  

of	
  approached	
  it	
  in	
  a	
  different	
  way.	
  

Question:	
  Were	
  people	
  mad	
  at	
  you	
  because	
  it	
  was	
  like	
  a	
  male-­‐dominated	
  work	
  

environment	
  in	
  London?	
  

KG:	
  They	
  thought	
  that	
  I	
  was	
  saying	
  that	
  only	
  men	
  are	
  in	
  only	
  men	
  are	
  in	
  the	
  financial	
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district,	
  and…	
  only	
  men	
  are	
  in	
  the	
  financial	
  district.	
  [sic]	
  {unintelligible}	
  kind	
  of	
  

saying	
  that.	
  But	
  they	
  didn’t	
  want	
  to	
  talk	
  about	
  that.	
  So….	
  

Question:	
  {unintelligible}	
  

KG:	
  I	
  don’t	
  think	
  it’s	
  bad.	
  Why—Oh,	
  why	
  is	
  it	
  bad	
  that	
  men	
  are	
  in	
  the	
  financial	
  

district?	
  {unintelligible}	
  

Question:	
  No,	
  why	
  is	
  it	
  bad	
  {unintelligible}	
  man	
  issue	
  rather	
  than	
  {unintelligible}?	
  

KG:	
  It’s	
  just	
  tiring.	
  

Question:	
  {unintelligible}	
  

KG:	
  It’s	
  just	
  like….	
  I	
  mean,	
  they	
  come	
  up	
  to	
  you	
  and	
  they’re	
  like,	
  “What	
  the	
  hell?”	
  And	
  

you’re	
  like-­‐-­‐	
  “Really?	
  Are	
  you	
  serious?	
  You’re	
  going	
  to	
  do	
  that?”	
  

Question:	
  {unintelligible}	
  statement	
  but	
  actually	
  meaning	
  something.	
  

KG:	
  No.	
  You’re	
  right.	
  You’re	
  right.	
  No,	
  the	
  piece—It	
  definitely	
  meant	
  a	
  lot—I	
  think	
  it	
  

might	
  have—It	
  had	
  a	
  different	
  meaning	
  there.	
  It	
  was	
  [definitely]—It	
  had	
  a	
  heavier	
  

meaning	
  there,	
  for	
  sure.	
  It	
  wasn’t	
  as	
  transformational	
  for	
  me,	
  as	
  an	
  artist;	
  but	
  it	
  

definitely…	
  I	
  think,	
  made	
  people	
  a	
  lot	
  more….	
  They	
  were	
  affected	
  by	
  it	
  in	
  a	
  different	
  

way	
  there.	
  

Question:	
  {unintelligible}	
  But	
  I	
  think	
  all	
  that	
  question	
  of	
  labor	
  laws	
  and	
  all	
  that	
  

{unintelligible}	
  kind	
  of	
  interesting	
  by	
  product	
  of	
  it	
  too.	
  

KG:	
  (affirmative	
  sound)	
  

Question:	
  Well	
  is	
  it	
  also	
  ‘cause	
  you’re	
  an	
  outsider?	
  You’re	
  an	
  American	
  like	
  coming	
  

in	
  and	
  making	
  a	
  comment	
  about	
  their	
  culture	
  as	
  an	
  outsider.	
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KG:	
  I	
  think	
  that	
  that	
  as	
  much;	
  [sic]	
  because	
  it	
  wasn’t	
  so	
  specific	
  to	
  London.	
  It	
  was	
  a	
  

pretty	
  global	
  thing.	
  But	
  maybe.	
  I	
  didn’t	
  get	
  that	
  as	
  much.	
  I	
  didn’t	
  get	
  that	
  at	
  all.	
  But…	
  

I	
  don’t	
  know.	
  

Question:	
  I	
  keep	
  thinking	
  about	
  {unintelligible}	
  

KG:	
  Oh,	
  I	
  love	
  that.	
  

Question:	
  {unintelligible}	
  

KG:	
  I	
  mean…	
  every	
  artist—I	
  mean,	
  Rochelle	
  said	
  this	
  in	
  her	
  talk:	
  If	
  you	
  don’t	
  get—

you	
  know,	
  if	
  you	
  don’t	
  get	
  slammed	
  in….	
  You	
  know,	
  then….	
  It’s	
  not	
  a	
  good	
  thing	
  to	
  

not	
  be	
  slammed,	
  for	
  sure.	
  So…	
  yeah,	
  it’s	
  part	
  of	
  the	
  process.	
  The	
  work	
  leaves	
  your	
  

hands	
  and	
  leaves	
  your	
  studio,	
  it’s	
  out	
  in	
  the	
  world….	
  You	
  know,	
  it’s	
  fair	
  game.	
  So	
  

that’s—That’s….	
  Yeah,	
  that’s	
  part	
  of	
  it,	
  for	
  sure.	
  But	
  I	
  still	
  don’t	
  like	
  being	
  yelled	
  at	
  

every	
  day.	
  You	
  know?	
  It’s	
  not	
  my	
  thing.	
  Usually	
  I’m	
  away	
  (1:08:37)	
  when	
  that	
  

happens.	
  	
  

Question:	
  {unintelligible}	
  in	
  your	
  work	
  already—	
  

KG:	
  Wait	
  a	
  minute.	
  Sorry,	
  what?	
  

Question:	
  {unintelligible}	
  already	
  invented	
  {unintelligible}	
  already.	
  

KG:	
  Right.	
  Okay,	
  good.	
  Excellent.	
  

Question:	
  Why	
  don’t	
  you	
  use	
  language	
  in	
  your	
  work,	
  like	
  {unintelligible}	
  

KG:	
  I	
  mean,	
  there’s	
  the	
  occasional…	
  like	
  cuss	
  word	
  or	
  something	
  like	
  that.	
  But	
  I’m	
  

not	
  interested	
  in	
  dialogue	
  in	
  that	
  way.	
  I	
  feel	
  like	
  the	
  body	
  can	
  express	
  itself	
  pretty	
  

well	
  without	
  language.	
  And	
  there—Yeah,	
  I	
  mean,	
  I	
  think…	
  you	
  know,	
  having	
  the	
  

materials	
  express	
  their,	
  you	
  know,	
  unique	
  properties,	
  and	
  how	
  the	
  body	
  expresses	
  

the	
  kind	
  of	
  unique	
  sort	
  of	
  animal	
  property	
  is	
  what	
  I’m	
  interested	
  in;	
  so	
  that	
  the….	
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Yeah.	
  Just	
  the….	
  How	
  to	
  communicate	
  without	
  sort	
  of	
  directing	
  is	
  what	
  I	
  

{unintelligible}	
  it	
  for.	
  

Question:	
  It	
  seems	
  like	
  {unintelligible}	
  the	
  different	
  facets	
  (1:09:36)	
  that	
  make	
  your	
  

piece.	
  They’re	
  very	
  simple	
  and	
  they’re	
  very	
  direct,	
  and	
  there	
  are	
  few	
  of	
  them.	
  Like	
  as	
  

if	
  you	
  could	
  write	
  a	
  tutorial	
  to	
  someone	
  else	
  to	
  make	
  their	
  own	
  version	
  of	
  the	
  piece;	
  

and	
  it	
  would	
  be	
  like:	
  one	
  word	
  direction,	
  and	
  there	
  would	
  be	
  like	
  ten	
  flashcards	
  

(1:09:52)	
  and	
  that	
  would	
  be	
  it.	
  

KG:	
  Okay.	
  

Question:	
  And	
  do	
  you	
  feel	
  like	
  {unintelligible}	
  so	
  much	
  space	
  to	
  see	
  it	
  

{unintelligible}.	
  Do	
  you	
  go	
  into	
  it	
  with	
  like	
  almost…	
  like	
  with	
  the…	
  consciousness	
  of	
  

keeping	
  it	
  really	
  pared	
  down?	
  

KG:	
  I’m	
  not	
  interested	
  in	
  confusing	
  my	
  viewer	
  just	
  for	
  the	
  sake	
  of	
  confusing	
  my	
  

viewer.	
  I’m	
  interested	
  in	
  gesture,	
  and	
  I’m	
  interested	
  in	
  the	
  weight	
  of	
  certain	
  

gestures,	
  and	
  how	
  that	
  weight	
  can	
  be	
  quite	
  profound.	
  So	
  if	
  it	
  makes	
  sense	
  to	
  make	
  a	
  

piece	
  confusing,	
  I	
  would	
  do	
  it.	
  But	
  I	
  am	
  interested	
  in	
  a	
  very	
  human	
  conversation	
  in	
  

the	
  work	
  that	
  also	
  carries	
  this	
  other	
  art	
  historical	
  weight.	
  And,	
  you	
  know	
  

{unintelligible}	
  You	
  know,	
  political	
  blah,	
  blah,	
  blah.	
  So…	
  yeah.	
  I	
  don’t—Does	
  that	
  

answer	
  your	
  question?	
  

Question:	
  I	
  guess	
  kind	
  of.	
  {unintelligible}	
  	
  

KG:	
  What	
  kind	
  of	
  {unintelligible}	
  Okay,	
  sorry.	
  Somebody	
  asked	
  me	
  a	
  question.	
  The	
  

archive	
  at	
  Skowhegan.	
  {unintelligible}	
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Question:	
  {unintelligible}	
  I’m	
  interested	
  in	
  the	
  time	
  element.	
  You	
  were	
  really	
  kind	
  of	
  

editing	
  heavily	
  while	
  you	
  were	
  showing	
  it	
  to	
  us.	
  How	
  important	
  is	
  it	
  to	
  you	
  that	
  the	
  

viewer	
  see	
  the	
  whole	
  video,	
  and	
  screens	
  the	
  whole	
  thing?	
  

KG:	
  It’s	
  not	
  important	
  at	
  all.	
  People	
  will	
  watch	
  what	
  they	
  want	
  to	
  watch.	
  I	
  am	
  not	
  

interested	
  in	
  forcing	
  anyone	
  to	
  watch	
  my	
  work.	
  

Question:	
  What	
  about	
  the	
  editing	
  of	
  the	
  work?	
  You	
  said	
  that	
  there	
  was	
  one	
  video—

the	
  first	
  one	
  {unintelligible}	
  

KG:	
  There’s	
  a	
  couple	
  of	
  pieces	
  that	
  are	
  edited.	
  Not	
  heavily	
  edited,	
  but	
  like	
  if	
  there’s	
  a	
  

mistake	
  I’ll—and	
  I	
  really	
  want	
  to	
  keep	
  the	
  [video]—like	
  the	
  tomato	
  video	
  has	
  a	
  little	
  

editing,	
  because	
  {unintelligible}	
  or	
  something	
  like	
  that.	
  Or	
  the	
  plaster	
  piece	
  has	
  

some	
  editing.	
  Mostly	
  the	
  earlier	
  work.	
  But	
  you	
  know,	
  I	
  feel—When	
  I	
  go	
  into	
  a	
  show	
  

I’m	
  not	
  going	
  to	
  watch	
  a	
  thirty	
  minute	
  video	
  if	
  I	
  don’t	
  want	
  to	
  watch	
  a	
  thirty	
  minute	
  

video.	
  But	
  I	
  will	
  if	
  I	
  want	
  to.	
  And	
  I	
  don’t—I	
  feel	
  like	
  that’s	
  the	
  thing—I	
  mean	
  I	
  know	
  a	
  

lot	
  of	
  video	
  people	
  really	
  insist	
  on	
  people	
  sitting	
  down	
  and	
  watching	
  the	
  entire	
  

thing.	
  And	
  that	
  creates	
  a	
  very	
  uncomfortable	
  or	
  {unintelligible}	
  experience.	
  I	
  am	
  

interested	
  in	
  people	
  entering	
  my	
  work	
  because	
  they	
  want	
  to	
  enter	
  the	
  work.	
  And	
  if	
  

they	
  don’t,	
  that’s	
  totally	
  fine	
  with	
  me.	
  When	
  it	
  leaves	
  the	
  studio,	
  when	
  it	
  leaves	
  my	
  

hands,	
  that’s	
  it.	
  You	
  know.	
  

Question:	
  {unintelligible}	
  

KG:	
  I	
  mean	
  I	
  think	
  that	
  the	
  work,	
  as	
  you	
  had	
  mentioned,	
  is	
  pretty—People	
  

understand	
  the	
  work	
  pretty	
  easily.	
  I	
  mean	
  not	
  necessarily—I	
  mean	
  there’s	
  things	
  

going	
  on	
  in	
  it,	
  but	
  you	
  understand	
  some	
  of	
  the	
  trajectory	
  of	
  the	
  experience,	
  what’s	
  

going	
  to	
  happen.	
  Like	
  you	
  get	
  that	
  she’s	
  going	
  to	
  punch	
  through	
  these	
  walls.	
  Or	
  you	
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get	
  that	
  she’s	
  going	
  through	
  this	
  tunnel.	
  You	
  know,	
  there’s	
  a	
  lot	
  that	
  happens	
  in	
  

terms	
  of	
  these	
  kind	
  of—these	
  transformations	
  that	
  happen.	
  But…	
  that	
  for	
  me	
  are	
  

very	
  important,	
  and	
  that	
  for	
  me	
  make	
  the	
  piece.	
  But	
  if	
  people	
  are	
  interested	
  in	
  sort	
  

of	
  just	
  getting	
  a	
  general	
  perspective	
  on	
  the	
  work,	
  then	
  they	
  can	
  kind	
  of	
  enter	
  it	
  and	
  

then	
  come	
  back	
  and	
  see	
  it	
  in	
  different	
  moments.	
  But	
  you	
  know,	
  if	
  someone	
  really	
  

wants	
  to	
  sort	
  of	
  experience	
  the	
  entire	
  transformative	
  process,	
  they	
  would	
  watch	
  the	
  

entire	
  {unintelligible}.	
  Yeah.	
  But	
  the	
  end,	
  you	
  know,	
  is	
  not	
  any—There’s	
  no	
  

fireworks	
  or	
  anything	
  like	
  that;	
  it’s	
  like	
  I	
  get	
  out	
  of	
  the	
  tunnel.	
  You	
  know?	
  Or	
  it’s	
  

something….	
  Okay,	
  quickly,	
  and	
  then….	
  

IMAGE	
  

This	
  is	
  a	
  piece—You’re—I	
  don’t	
  have	
  a	
  piece	
  before	
  it,	
  but	
  this	
  was	
  a	
  piece	
  that	
  was	
  

shot	
  at	
  Pace	
  last	
  summer.	
  This	
  was	
  a	
  seventy-­‐five	
  hundred	
  pound	
  cube	
  of…	
  clay.	
  It	
  

started	
  out	
  super-­‐clean;	
  there’s	
  five	
  women	
  tearing	
  it	
  apart	
  and	
  throwing	
  it	
  against	
  

the	
  walls	
  and	
  the	
  floor.	
  

IMAGE	
  

Here’s	
  a	
  piece	
  of	
  what	
  it	
  ended	
  up	
  looking	
  like….	
  It	
  weighed	
  as	
  much	
  as	
  an	
  SUV,	
  

which	
  is….	
  

Question:	
  Kate,	
  I	
  was	
  at	
  that	
  performance.	
  

KG:	
  You	
  were	
  there?	
  

Question:	
  {unintelligible}	
  

KG:	
  Oh,	
  I	
  saw	
  you.	
  I	
  remember	
  that.	
  Yeah.	
  

Question:	
  {unintelligible}	
  

KG:	
  {unintelligible}	
  



Gilmore	
   39	
  

Question:	
  {unintelligible}	
  
	
  
KG:	
  The	
  Bread?	
  

Question:	
  They	
  performed—Yes.	
  {unintelligible}	
  They	
  performed	
  a	
  re-­‐enactment	
  of	
  

this	
  piece.	
  And	
  I	
  was	
  just	
  wondering	
  if	
  in	
  general	
  {unintelligible}	
  

KG:	
  And	
  they	
  were	
  all	
  heavy	
  women…	
  

Question:	
  They	
  were	
  all	
  heavy	
  women.	
  

KG:	
  …which	
  is	
  interesting.	
  

Question:	
  And	
  I’m	
  just	
  wondering	
  about	
  {unintelligible}	
  that	
  piece,	
  but	
  your	
  talk	
  on	
  

the	
  reenactment,	
  the	
  general	
  reenactment	
  strategy	
  {unintelligible}	
  

KG:	
  Right.	
  Yeah.	
  I	
  mean…	
  well	
  that	
  piece	
  was	
  awful.	
  But	
  I	
  mean—you	
  know,	
  you’re	
  

flattered	
  that	
  someone	
  wants	
  to	
  redo	
  it	
  or	
  whatever,	
  but…	
  yeah.	
  The	
  reenactment	
  

thing	
  doesn’t	
  really	
  work	
  that	
  well	
  for	
  me.	
  I	
  mean,	
  I	
  did	
  actually	
  a	
  version	
  of	
  this	
  

piece	
  again	
  in	
  Portland	
  for	
  a	
  video,	
  just	
  for	
  a	
  video,	
  because	
  I	
  wanted	
  to	
  shoot	
  it	
  

super-­‐clean	
  and	
  have	
  it	
  as	
  a	
  piece.	
  But	
  there	
  were	
  again…	
  just	
  there	
  were	
  problems	
  

with	
  it.	
  It	
  didn’t	
  have	
  that	
  energy	
  that—I	
  mean,	
  this	
  was	
  so,	
  for	
  me,	
  like….	
  It	
  was	
  just	
  

so	
  crazy.	
  This	
  was	
  the	
  craziest	
  thing	
  {unintelligible}	
  

Question:	
  {unintelligible}	
  

KG:	
  Just	
  to…	
  tear	
  it	
  apart.	
  

Question:	
  {unintelligible}	
  

KG:	
  It—Well,	
  we	
  thought	
  it	
  was,	
  and	
  we	
  thought	
  there	
  would	
  be	
  a	
  sculpture	
  

afterwards.	
  We	
  thought	
  that	
  there	
  would	
  be	
  like	
  they	
  would	
  never	
  do	
  it…	
  You	
  know,	
  

that	
  it	
  would	
  just	
  end	
  up	
  being	
  this	
  like	
  really	
  cool	
  sculpture,	
  and	
  I’ll	
  have	
  like	
  this	
  

object	
  to	
  sell,	
  or	
  something	
  like	
  that.	
  And	
  then	
  they	
  just—they	
  went	
  nuts,	
  like	
  crazy-­‐
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people	
  nuts.	
  I	
  mean,	
  Rochelle	
  saw	
  that.	
  

Rochelle	
  Feinstein:	
  Yeah.	
  {unintelligible}	
  

KG:	
  They	
  were	
  totally	
  insane.	
  Yeah.	
  And	
  so	
  they	
  just—They	
  got	
  it	
  down	
  in	
  two	
  

hours.	
  Two	
  hours.	
  Four	
  tons	
  of	
  clay.	
  Yeah.	
  

Question:	
  {unintelligible}	
  

KG:	
  Huh?	
  There’s	
  someone	
  behind	
  there,	
  yeah.	
  There’s	
  five	
  people.	
  Yeah.	
  But	
  yeah.	
  

So	
  the	
  reenactment	
  thing,	
  it	
  just	
  doesn’t—it	
  doesn’t	
  work	
  for	
  me;	
  and	
  it	
  certainly	
  

didn’t	
  work	
  for	
  Marina.	
  And	
  it	
  does	
  work	
  for	
  some	
  people.	
  But	
  for	
  me	
  it	
  just	
  really	
  

didn’t	
  work.	
  So	
  you	
  know	
  what?	
  I’m	
  going	
  to	
  show	
  one	
  more	
  piece	
  and	
  then	
  we’re	
  

going	
  to—I	
  ‘m	
  going	
  to	
  just	
  stop.	
  

IMAGE	
  

Okay.	
  This	
  is	
  a	
  piece	
  that	
  was	
  just	
  recently	
  at	
  the	
  Weatherspoon	
  Museum.	
  This	
  is	
  a	
  

pink	
  wall,	
  very	
  simple,	
  architectural	
  structure;	
  and	
  these	
  women	
  are	
  in	
  there	
  all	
  day,	
  

standing	
  there.	
  And—But	
  working	
  with	
  and	
  institution,	
  you	
  know,	
  they	
  aren’t	
  

allowed	
  to	
  stand	
  there	
  all	
  the	
  time,	
  so	
  they	
  have	
  to	
  switch	
  out.	
  And	
  this	
  piece	
  is-­‐-­‐	
  

kind	
  of	
  ended	
  up	
  being	
  the	
  most	
  visible	
  piece.	
  I	
  didn’t	
  realize	
  that	
  if	
  you	
  stand	
  still	
  

and	
  look	
  at	
  a	
  blank	
  wall,	
  you	
  faint.	
  

IMAGE?	
  

KG:	
  So	
  these	
  women	
  were	
  fainting…	
  so	
  we	
  had	
  to	
  give	
  them	
  more	
  breaks	
  and	
  stuff.	
  

And	
  I’m	
  not	
  like	
  real-­‐-­‐-­‐	
  I’m	
  not	
  interested—I’m	
  not	
  Santiago	
  {unintelligible}.	
  I	
  mean	
  

I’m	
  not	
  interested	
  in	
  that.	
  So…	
  you	
  know,	
  we	
  were	
  making	
  it	
  better	
  for	
  them.	
  

IMAGE?	
  

So	
  this	
  was	
  the	
  piece,	
  basically.	
  It’s	
  just	
  this	
  big	
  wall,	
  and	
  then	
  these	
  women	
  are	
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inside	
  of	
  it.	
  So	
  that’s	
  a	
  good	
  sort	
  of	
  spectrum	
  of	
  my	
  work.	
  Do	
  you	
  guys	
  have	
  any	
  

other	
  questions?	
  Your	
  questions	
  were	
  great.	
  

Question:	
  I	
  have	
  a	
  question.	
  I	
  just	
  wanted	
  to	
  ask	
  you	
  to	
  clarify	
  when	
  you	
  said	
  you	
  

didn’t	
  want	
  to	
  intentionally	
  confuse	
  your	
  viewer,	
  and	
  you	
  wanted	
  to	
  be	
  equally	
  

{unintelligible}	
  when	
  you	
  talk	
  about	
  ambiguity,	
  does	
  that	
  mean	
  you	
  don’t	
  want	
  to	
  

leave	
  room	
  for	
  ambiguity	
  in	
  your	
  work	
  or	
  for	
  different….	
  Because	
  it	
  doesn’t	
  seem	
  

like	
  that;	
  it	
  doesn’t	
  seem	
  like	
  you	
  just	
  don’t	
  want	
  to	
  allow	
  different	
  perspectives	
  or	
  

different	
  interpretations.	
  	
  

KG:	
  No…	
  I	
  want	
  that.	
  I	
  really	
  want—I	
  mean,	
  that’s—That’s	
  really	
  important.	
  I	
  mean,	
  I	
  

think	
  it’s	
  important	
  for	
  any	
  artist.	
  I	
  mean,	
  I’m	
  going	
  to	
  make	
  a	
  big	
  generalization	
  

here;	
  but	
  if	
  you’re	
  just	
  alone	
  in	
  your	
  studio	
  making	
  this	
  thing,	
  and	
  you	
  want	
  

everyone	
  to	
  just	
  see	
  it	
  the	
  way	
  you	
  see	
  it,	
  I	
  mean	
  I	
  don’t	
  think	
  you’re	
  going	
  to	
  ever	
  

really	
  learn	
  anything,	
  you	
  know?	
  So	
  I	
  mean,	
  for	
  me,	
  I	
  am—I	
  am	
  the	
  most	
  interested	
  

in	
  hearing	
  different	
  perspectives	
  and	
  the	
  way	
  other	
  people	
  are	
  looking	
  at	
  the	
  work,	
  

and	
  bringing	
  their	
  own	
  histories	
  into	
  it,	
  and	
  their	
  own	
  experiences,	
  whether	
  it’s	
  an	
  

artist	
  or	
  a	
  person	
  who	
  doesn’t	
  have	
  that	
  background.	
  So	
  ambiguity	
  is	
  important.	
  You	
  

know,	
  I	
  have	
  a	
  thing,	
  you	
  have	
  a	
  thing,	
  and	
  we	
  all	
  bring	
  that	
  into	
  the	
  work,	
  hopefully.	
  

Wall	
  Bearer.	
  

Question:	
  {unintelligible}	
  

KG:	
  I	
  wasn’t	
  necessarily	
  thinking	
  of	
  that.	
  There’s	
  this	
  place	
  called	
  Chadwick’s—Do	
  

you	
  guys	
  know	
  this?	
  (indeterminate	
  audience	
  response)	
  Okay.	
  It’s	
  an	
  online	
  store—	
  

I	
  have	
  an	
  online	
  addiction	
  problem,	
  but	
  it’s	
  an	
  online	
  buying	
  addiction	
  problem.	
  But	
  

it’s	
  this	
  place	
  called	
  Chadwick’s,	
  and	
  it’s	
  like	
  kind	
  of	
  uniform-­‐y	
  stuff.	
  Like	
  you	
  can	
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buy	
  the	
  same	
  dress	
  in	
  like	
  size	
  30	
  and	
  size	
  0.	
  And	
  they	
  have	
  a	
  million	
  of	
  them.	
  And	
  

it’s	
  the	
  same	
  thing	
  with	
  shoes.	
  So	
  that’s	
  kind	
  of	
  where	
  I—That’s	
  where	
  I	
  got	
  the	
  

piece	
  for	
  “Bryant	
  Park”—the	
  dresses	
  for	
  “Bryant	
  Park;”	
  and	
  it’s	
  really	
  hard	
  to	
  get	
  the	
  

same	
  dress	
  in	
  such	
  a	
  diverse	
  group	
  of	
  women.	
  Like	
  you	
  have	
  a	
  size	
  0	
  on	
  this	
  side,	
  

and	
  she’s	
  probably	
  a	
  22	
  or	
  something	
  like	
  that.	
  So—And	
  she’s	
  like	
  six	
  feet	
  tall,	
  and	
  

probably	
  has	
  a	
  size	
  11	
  shoe.	
  So	
  you	
  know…	
  you	
  have	
  to	
  find	
  a	
  place	
  that	
  can—you	
  

know,	
  otherwise	
  you’re	
  going	
  to	
  have	
  to	
  get	
  everything	
  made,	
  and	
  it	
  becomes	
  like	
  a	
  

really	
  huge	
  production.	
  So	
  that’s	
  interesting	
  that—I’ve	
  heard	
  that	
  before;	
  and	
  

especially	
  because	
  I	
  use	
  a	
  lot	
  of	
  {unintelligible},	
  I	
  think	
  that	
  immediately	
  reads	
  

“bridesmaid.”	
  But	
  it’s	
  really	
  because	
  of-­‐-­‐-­‐	
  I	
  have	
  this	
  thing	
  with	
  paint,	
  yellow	
  paint.	
  

But	
  also	
  this	
  store—You	
  kind	
  of	
  have	
  to	
  adapt	
  your	
  color	
  based	
  on	
  what	
  they	
  have	
  

available	
  to	
  you.	
  Cool.	
  Oh,	
  yes.	
  

Question:	
  I	
  have—it’s	
  kind	
  of	
  half	
  {unintelligible}	
  and	
  half	
  a	
  question.	
  

{unintelligible}	
  If	
  I	
  walked	
  into	
  a—Like	
  if	
  this	
  piece	
  was	
  actually	
  {unintelligible},	
  I	
  

would	
  come	
  out	
  of	
  that	
  show	
  pretty	
  disturbed.	
  

KG:	
  If	
  this	
  piece	
  was	
  what?	
  

Question:	
  If	
  I	
  saw	
  this	
  piece—I	
  happen	
  to	
  {unintelligible}	
  I’m	
  familiar	
  with	
  that.	
  

KG:	
  (affirmative	
  sound)	
  

Question:	
  {unintelligible}	
  And	
  if	
  I	
  saw	
  it	
  in	
  a	
  museum	
  or	
  gallery,	
  not	
  in	
  the	
  context	
  of	
  

this	
  lecture,	
  I	
  would	
  be	
  really	
  disturbed.	
  

KG:	
  Why?	
  

Question:	
  Because	
  like	
  it’s	
  an	
  art	
  piece,	
  and	
  I	
  see	
  the	
  color	
  play,	
  form,	
  shape—what	
  

you	
  talked	
  about	
  in	
  video	
  {unintelligible}	
  about	
  the	
  painting	
  of,	
  making	
  it,	
  and	
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image;	
  and	
  I	
  see	
  that.	
  But	
  you	
  know	
  women,	
  and	
  in	
  a	
  museum,	
  and	
  now	
  the	
  art,	
  

{unintelligible}	
  using	
  women	
  in	
  art,	
  and	
  you	
  know,	
  kind	
  of	
  subjecting	
  that	
  body,	
  and	
  

that….	
  You	
  know,	
  and	
  then	
  going	
  back	
  to	
  like	
  {unintelligible}	
  and	
  using	
  people	
  for	
  

their	
  labor,	
  in	
  a	
  way,	
  like	
  they’re	
  getting	
  paid	
  for	
  standing	
  there….	
  And…	
  it	
  becomes	
  

{unintelligible},	
  like	
  {unintelligible}	
  

KG:	
  Well	
  that—I	
  mean,	
  that’s	
  fine—that’s	
  fine	
  with	
  me	
  {unintelligible}	
  disturbing.	
  

Question:	
  {unintelligible}	
  this	
  is	
  my	
  question	
  {unintelligible}	
  Okay,	
  that’s	
  fine	
  that	
  

{unintelligible}	
  But	
  I	
  think	
  that	
  this	
  content	
  is	
  really	
  heavy.	
  

KG:	
  I	
  think	
  that	
  a	
  lot	
  of	
  the	
  content	
  I	
  deal	
  with	
  is	
  heavy.	
  I	
  mean,	
  I	
  think….	
  But	
  there’s	
  

….	
  You	
  know,	
  color	
  and	
  humor	
  is	
  a	
  good	
  way	
  to	
  mask	
  a	
  lot	
  of	
  stuff.	
  And	
  I	
  think	
  that,	
  

you	
  know,	
  that’s	
  definitely	
  how	
  I	
  use	
  it;	
  I	
  use	
  color	
  in	
  the	
  same	
  way	
  I	
  use	
  humor.	
  But,	
  

you	
  know,	
  all	
  of	
  the	
  things	
  that	
  you	
  mentioned	
  are	
  there	
  in	
  this	
  piece.	
  I	
  approach	
  it	
  

in	
  a	
  different.	
  I	
  mean,	
  I	
  often	
  get	
  when	
  I	
  use	
  these—	
  When	
  I	
  have	
  the	
  live	
  

performances	
  I	
  often	
  get	
  people	
  coming	
  up	
  to	
  me	
  and	
  being	
  like,	
  “How	
  can	
  you	
  force	
  

these	
  women	
  to	
  do	
  this?”	
  You	
  know,	
  “It’s	
  so	
  horrible.”	
  And	
  you	
  know,	
  “Why?	
  What	
  

did	
  they	
  do	
  to	
  you	
  to	
  deserve	
  this?”	
  And	
  it’s	
  like	
  for	
  me	
  that’s	
  kind	
  of	
  saying	
  like	
  

these	
  women	
  can’t	
  handle	
  it.	
  And…	
  like	
  it’s	
  often—no	
  offense—It’s	
  often	
  men	
  who	
  

come	
  up	
  to	
  me	
  and	
  say	
  that.	
  You	
  know?	
  And	
  so	
  it’s	
  sort	
  of	
  like…	
  that	
  it’s	
  too	
  much	
  

for	
  them	
  to	
  handle,	
  or	
  the	
  physicality	
  is	
  just	
  like,	
  “Oh	
  my	
  God!	
  They	
  have	
  to	
  walk	
  five	
  

hours….”	
  But	
  you	
  know,	
  for	
  me	
  a	
  lot	
  of	
  it	
  is	
  about	
  how	
  strong	
  and	
  how	
  able	
  these	
  

different	
  performers	
  are.	
  

Question:	
  This	
  is	
  not	
  exactly	
  what	
  I	
  was	
  saying.	
  

KG:	
  Okay.	
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Question:	
  I	
  actually	
  think	
  this	
  is	
  a	
  mirror—and	
  a	
  very	
  scary	
  mirror—of	
  our	
  society,	
  

in	
  a	
  way;	
  because	
  I	
  think	
  it	
  shows	
  like	
  what	
  we	
  are—Some	
  women—Maybe	
  not	
  the	
  

women	
  in	
  {unintelligible},	
  but	
  I	
  feel	
  like	
  we	
  don’t	
  understand	
  the	
  position	
  of	
  women	
  

in	
  the	
  world.	
  You	
  know,	
  women	
  are	
  the	
  poorest	
  people	
  in	
  the	
  world.	
  You	
  know,	
  they	
  

are	
  less	
  educated;	
  they	
  are	
  less	
  in	
  position	
  to	
  rise	
  up	
  and	
  being	
  independent;	
  they	
  

are—Even	
  your	
  performance	
  {unintelligible}	
  women.	
  But	
  this	
  image	
  that	
  we	
  

finished	
  the	
  night	
  on	
  represents	
  for	
  me	
  a	
  mirror	
  that,	
  you	
  know…..	
  And	
  like	
  you	
  

really	
  showed	
  me	
  {unintelligible}	
  that	
  it’s	
  there	
  in	
  the	
  work,	
  and	
  I	
  really	
  enjoy	
  the	
  

way	
  you	
  use	
  color	
  and	
  {unintelligible}	
  and	
  humor	
  to	
  {unintelligible}	
  

KG:	
  Thank	
  you….	
  	
  

END	
  OF	
  RECORDING	
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