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Thalia Bock
Trent Centre for Conimunity Based E'ducation
Women’s Studies 383H -
Kristi Mallakoff:v Bounty
\introduction:' |
I came upon the Art Gallery of Peterborough thrqugh Canadian Studies 100. This
course had arranged a weeklong volunteer opportunity through the Trent Centre for
Community Based Education with another art community in Peterborough, the
Peterbofough Arts Umbrella. T had a really successful week and felt like I should get

involved with the art community. The program organizer emailed me a few months later,

saying that the Art Gallery was in need of volunteers for a new exhibition. I helped out

and was encouraged by the curator to take a volunteer form. After handing it in, I was

- called to help out with education programs. Tn our talks, Deirdre mentioned doing a

course with the Trent Centre for Community Based Education.

This was a great opportunity for me, because I could get a credit for volunteering

in something that I was interested in. I was also interested because I had just finished a

- course that had really motivated me to learn more about art, especially Canadian women

in art. This course had incorporated the history of Canadian women in art, and I wanted
to learn something new about a Canadian woman artist.
This involved a different process than what the Trent Centre does; usually the

organization approaches the Centre and through them, finds a student and professof. 1

- was found first, so this course was created specifically for me. Everything started from

the ground up. After getting the go-ahead, I had to make meetings with Caroline, Deirdre



and Barb in order to create a guideline. Figuring out the syllabus was difficult, as I was
not entirely> sure of what the project entailed until a few weeks into the term. I found that
coming up with assignments was difficult as well because it is hard to make the shift
from volunteer work to graded work. I was to interview the artist and create an education
guide for the teachers of grade five students coming into the gallery. But first I had to
research the artist and different types of interview methods. For this course, I would be
doing the work behind the education pamphlet; I would not acttially be designing it. This
interested me because I Wanted to learn more about art and the proéess involved in |

- working at an art gallery.

Method of Research:

In order to interview Kristi Malakoff, I needed to research different types of
interview methods. My interview needed to be qualitative, so I researched two types of
such interviews: the active interview and the long interview. I found that some of the
methods used did not apply to my form of research: it was more geared towards multiple
qualitative interviews, as used in sociological research. As I was only interviewing one
person, a person whose background I had already researched, the method that I would
shape for myself to write the questions would draw certain aspécts from the long
interview. |

An important aspect of the long interview involves the crossing of disciplines.
Interdisciplinarity is crucial in the interview process because it provides different
research angles and informs the iﬂterviewer of different opinions. Researching the subject
beforehand was integral to the interview process because it gave a necessary distance.

This distance would prove handy during the interview as to provide a new angle to the
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research (McCracken, 1988). If I was to center my research using an artist lens as
opposed to the lens of a student with a focus on research, I would have come up with
different results entirely. I was also required to research Kristi Malakoff with a feminist

viewpoint as well, because this course had been listed as a Women’s Studies course. The

long interview focused on the idea of the interviewer de-familiarizing themselves with

the familiar and recognizing the importance of bias within the research (McCracken,
1988). My research had a feminist bias, seeing as I was required to make some
ponnedtions to her work and Women’s Studies. Itried to View her work under‘ feminist
frameworks, and interpret what she said as being feminist or not. T did not have much
previous knowledge of her work or of installation art in general, and I definitely used my
research as a student, rafher than an artist.

At this point I was not sure if I was to interview Kristi Malakoff in person or not,
so I also made notes on the appearahce and body language of the interviewer and how it
can bé interpreted by the interviewee. It is important to dress formally because if an

interviewer dresses too casually, the interviewee might not answer questions in a fashion

-that is desirable. That is to say, they might view the interviewer more as a friend and

might say what they think that the interviewer wants to hear (McCracken, 1988). To me,
it seems as if the opposite were true; when the interviewer dresses too formal, a
respondent might not want to share as much because they would not view the interviewer
as a friend.

It 1s also crucial in a long inferview to ensure that the interview is not guided or
forced in any way by the interviewer; that they must be positive that the respondent does

not feel as if their answers are being directed towards a certain bias (McCracken, 1988).



his involves reiterating a question by repeating it back to the respondent in a way that
seems directed. The interviewer can also try to anticipate what the interviewee will say;

this is harmful in a long interview (McCracken, 1988). I was worried during my research

 that T would end up doing that by accident in the interview. However, believe that my

interview ended up going in a different direction than anticipated in the long interview.

In creating questions for the interview, I had to incorporate the research I had

| done both on installation art and Kristi Malakoff as well. I needed to be sure that she had

not already previously answered a question that I had come up with, so it was necessary

to read her earlier interviews. There had been a few answers from these interviews that I

was not sure about, so I found a way to re-ask them. Researching installation art was also

very helpful, as it gave me a few questions to ask her that tied into her work and its
relation to the aﬁ movement.

I learned that Kristi Malakoff would not be in Peterboroﬁgh for the interxﬁew, sol
had to conduct it over the phone. I sent Kristi the questions beforehand, so she had her
responses all written out. It was a matter of reading written material on both sides, which
was not as engaging as I had originally imagined the interview.

The Artist and her Medium:

Kristi Malakoff is very interested in fantasy and draws upon her er experiences
to create her art. He; work incorpofates the idea of transformation; she is very iﬁterested
in bringing the inanimate to life (Grahz;tuer, 2005). She uses size as an extreme as a
common theme throughout her work. Malakoff’s work is the incarnation of imagination

and fairy tales (Grahauer, 2005). Reproduction is also an important element in her work:

she uses pictures of nature to create beautiful installations (K. Malakoff, Interview,
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March 14, 2008). She reproduces these pictures as well, cutting them out to construct a
larger sculpture. I found her dedication quite captivating; as a child she used to train for
triathlons and she also planted trees (Grahauér, 2005). This intense dedication to her
work is What makes her art so fascinating.

Installation art questions the use of space in an art gallery or museum. It is usually

- temporary and transient; installations can travel to different spaces to exhibit. Installation

art developéd out of the questioﬁ of negative space in regards to statues (Reiss, 1999).
The area where the work is placed is also incorporated, not just the space itself
(Suderburg, 2000). In an installation piece, there is no negativé space; sometimes the
audience is incorporated into the work (Reiss, 1‘999). There are many different kinds of
installation art. A functional site is what Kristi Malakoff is involved with: most of her
work is transportable and changes With the space. A literal site is a sculpture that is
created for its area; the artist works with the so called negative space to build a sculpture
that involves the space (Suderburg, 2000).

Installation art gained popularity in the 1960s and 1970s. It was truly
groundbreaking because it did not just rebel against commodification, it did so by
changing the space in which to do it (Reiss, 1999). At ﬁrsf, installation art was used to
question the gallery and institutionalized space. However, this new form of art caught on,
and museums began showing certain installation pieces. Installations were used as
poliﬁcal acts; artists often challenged museums which let them change the entire structure
of how museums were run (Reiss, 1999). Installation art is still éround today, which
demonstrates the flexibility of the museums and galleries to change on demand what type

of work they decide to show.



Malakoff’s work incorporates the uée of scale; both the miniature and the
gigantic. The miniature has come to hold multipie meaniﬂgs within our culture. Making
normal sized objects smaller require more patience and skill on the part of the artist. On
the part of the audience, they view miniatures as a giant would (Stewart, 1993). They feel
as if they are in greater control of a miniature object than if it were to be normal sized.
The miniature is portrayed in a contained space, which gives an adult more of an idea of
control. These miniatures are smaller and containéd, which ﬁlakes them more perfect and
fantastical; as if to control a non natural object is to be able to create sémething beyond
the realistic (Stewart, 1993). As children are miniature adults, they are most interested in
smaller objects, feeling as if miniatures are more properly sized for them. Adults, when

viewing miniatures, feel childlike because of their largeness as compared to the miniature

“object. Being an adult, however, they feel more in control with the miniature world than a

child would (Stewart, 1993). Malakoff uses curfency as a form of miniature art; éhe
creates small worlds out of world currencies that are ‘contained within a space that shé has
set out.

The gigantic, on the other hand, is seen as the complete opposite. People s‘ee the
gigantic as uncontrollable and sometimes intimidating. The gigantic is outside the realm

of nature in its larger size, which means that humans have little or no control over it as

they do with miniatures (Stewart, 1993). With the gigantic, the space is all encompassing;

it is not miniature as it is not in a controlled world (Stewart, 1993). Art that uses the
gigantic is not seen as art unless the artist takes control of the natural aspect of the
gigantic (Stewart, 1993). Malakoff”s work with the gigantic, as seen in Swarm, has been

controlled; the butterflies are safely contained within the gallery space and are not alive.



Malakoff also relies on reproduction as a part of her process. Reproduction is a
way for art to be replicated; this way, there is more of a piece of art than just one
(Benjamin, 1993). It is common to see replicétions of artworks, including books and
paintings. Walter Benjamin argues that the original piece of art has an aura that cannot be
replicatéd, and an original loses its aura eéch time it is replicated (Benjamin, 1993). Art
has also branéhed out into using forms of replication as works of art itself; Benjamin uses
the example of photography. Photography was used to take pictures of nature, which has
an aura. However, photography is no longer a form of replication that destroys an aura;
insfead it is a form of replication that takes away the aura of the original but also creates a
separate entity of art (Benjamin, 1993). Malakoff’s work involves replication with
photography amoﬁg other mediums. She takes the pictures herself most of the time, and
her main focus in this is to bring the replication to life, as it is the closest that she can‘ R
come to actual nature without bringing nature into the gallery (K. Malakoff, Interview,
March 14, 2008).

Outcome of the interview:

The interview with Kristi MalakofF went well, provided it was my first. I called
her one afternoon and we both read off our sheets. It was still amazing to have her jump
off the page; all of my research had led to something! She threw me some answers that ‘I
had nof expected and I wanted to jurﬁp off the record and talk to her about them and go
off on a different tangent. I felt that that would nét have been a very good choice, sb I
‘stuck to the qﬁestions I had before me. I found that most of her responses were quite
surprising. I also had to use my knowledge of clarification that T had learned from the

long interview to ask her an extra question. (See Appendix)



When asked about her artistic process, Malakoff described how she
conceptualized her work. She believes that her work comes from within, and she needs
time to think about her past experiences and how »she can bring them to life through her
work, Malakoff also has an iﬁtenée pﬁysiCal dedication to her work, which she described
in her answer. She works long days, working on one show at a time in order to complete
it (K. Malakbff, Interview, March 14, 2008). I found this interesting because I admire
such dedication to one task full of repetition. Doing research on her, I learned that she
piantéd trees for many years (Gfahauer, 2005). This can explain a lot, bécausé planting
trees is very physical and repetitive and requires a lof of dedication.

Malakoff’s answers on her past work prO\}ided me with a lot of new information
that I had hot come across in ny research. 1 found her answer about her year abroad in
Chelsea very surprising. Her work before going abroad was large and difficult to move,

but as she lived there and wanted to transport her work home she decided to start working

- on a smaller scale (K. Malakoff, Interview, March 14, 2008). I found a lot of connections

that were not apparent before the interview; her work with money and her work with
butterflies seemed fo connect a bit more after talking with hef

I also asked her if she felt she was a feminist artist and her answer surprised me.
Being a Women’s Studies major, I am caught off guard when women do not feel as if
their life relates to feminism. Caroline articulated my sentiment when stating that
Malakoff or any other female artist would not be shown in any gallery if it was not for
feminism. Women often do not relate to being_ a feminist because they do not have to;
their rights (for example, suffrage) are taken for granted now. I had to email Malakoff to

clérify her answer; I felt that her phone answer did not delve into this topic enough.
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In clarifying, she feels that all groups of nature should be treated with respect, not
just women even though they deéewe respect as'well. She just feels that everyone and
everytiling should be equally valued (K Malakoff, Personal communication, March 20
2008). I believe that this is what feminism is trying to achieve; feminism is not about
giving women special treatment. Feminism realizes that the view that evéiyone should be
treated equal is not possible in a patriarchal structure. In ti)is way, feminism works to
pharige people’s opinions of women in order for women to be treated equally, as they
should be. Patriarchy should be chaﬁged and altered for women and other minorityi
groups to become equal within society. Granted, Malakoff is not a Woinen’ s Studies
major and I feel that her position was well articulated. Howevei, I still wonder if the word
‘femiilism’ is still a loaded term to her and many otheré.

’Conclusion:

I felt that this was a successful collaboration between the Art Gallery of
PeterBorough and Trent University. It was mostly research based, which I feel is an
impi)rtant component of university learning. University is very theoretically based,
readings and lectures and essays are integral in my degree. I also felt that this course gave
me a chance to apply my research to something practical, especially creating questions,
conducting the interview and helping to create the brochure. I feel that this was a goodr
way to step out of the theoretical classroom and apply my skills to something that has a
fangible effect within the Peterborough ccimmunityi

Upon beginning this project, I was hoping to go to the Art Gallery on a fairly
regular basis. I was imagining this course to be more work at the Gallery; however, other

courses and its distance kept me far away. This was not a problem, as most of my
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resgarch'was done outside the Gallery and there was no.need to-go, but I felt that this -
isolated me from my work in the community.

I also enjoyed being able to link Kristi Malakoff’ S yiew on feminism with what I
have been learning the past three years; I have a better understanding of feminism now
and could apply it to what Malakoff said in her interview. I also found it interesting, in
working with both Kristi Malakoff and Amy, a student-teacher from Queens, that I had
my own knowledge to bring to the table. With Amy, I had more knowledge of installation
art and was the ‘art consultant’ in making the é‘ducation guide. Of course, she had more
knowledge of the grade five curriculum and we worked together to create different
activities for the students. In talking with Kristi, she knew more about installation art and
Minimalism because she is an artist. But in needing to clarify the question about
feminism, she recognized that I knew more than she did about feminism. I feel that thié
made her shy away from a direct answer about what feminism entailed. I felt that in both
of these situations, my knowledge was of use to someone other than me. This course

really helped me to learn new things, and provide me with groundwork knowledge of art.



Reference List
Benjamin, W. (1935). The work of art in the age of mechani.cal reproduction. Retrieved
February 4, 2008.
Grahauer, C. (June 29, 2005). Navigating the enchanted fdrest: A conve‘rsation with
Kristi Malakoff. Retrieved January 23, 2008. http://onlymagazine.ca
McCracken, G. D. (1988). The long z’hterview. Newbury park: Sage publications.
Reiss, J. H. v(l999), From margin to centér: Y hé spaces of installation art. Cambridge:

- MIT Press.

- Stewart, S. (1993). On longing: Narratives of the miniature, the gigantic, the souvenir,

the collection. Durham: Duke university press.
Suderburg, E. ed. (2000). Space, site, intervention: Situating installation art.

Minneapolis: University of Minnesota.



R

-

Appendix

Hello, my name is Thalia Bock, today is Friday March 14™ and this is my interview with

Kristi Malakoff.
 T: Can you describe your artistic process for me?

K: Okay I'wasn’t sure if you meant the conceptualization of the Work or the physmal
making of the work, so I did both. Which part did you have in mind? Or both?

T: I think both would be great.

K: Just in terms of the conceptualization of the work I sort of have this sense that all my
feelings, experiences, visions, ideas all that are sort of inside already so its just a matter of
looking internally basically and letting these things come to the surface. I am so busy preparing
for shows all the time that they don’t bubble up spontaneously so I have to sit down and have a
quiet time to think about the all the th hings that are going on inside aiready. So often when I’m
lying in bed in the morning or before I go to sleep at night or when I'm having a cup of tea or
something that’s when the ideas come forward. But then physically, in terms of the making of
the work again, I’'m so busy so its full production zone all the time. I work twelve to sixteen
hours a day. I just power out, it’s pretty exhausting. A lot of my work is concerned with
repetition so I'sort of have this strict schedule where I time myself like how long does it take
on one plece at a tlme and also one show at a tlme s0 1t s hard for me to multltask That S
essentially my working process. '

T: What areas were you most interested in at Emily Carr?

K: So Emily Carr, in terms of studio, it was just general studio practices so we couldn t
specify like synthetics, wood metal. We had all our critical theory, history, English and on the
other side we had our studio. For sure, studio was the best, which is why I went to art school in
the first place, to get into those studios. But then, on my own, I was initially attracted to the
synthetics room I think because it was new and I had never done synthetic work before. Later
on I moved towards wood quite a bit. I find wood to be really flexible and versatile medium
and I still tend to use quite a lot of wood. I also did quite a bit of photography at Emily Carr as
well. T did a bit of metal as well but I’m not totally interested in metaiwork. We had to be quite
self directed at Emily Carr if you wanted to learn these skills. None of them were actually '
taught, so I wanted to get as much skills as I could before I left Emily Carr. I think you can
express yourself better if you have the skills to back you up.

T: Could you clarify synthetics for me please?

K: Synthetics are working with resins, like fiberglass resins or rubbers or things. I did a
lot with casting resin initially. It looks a lot like glass but it deepens [when you] add dye to it
and whatnot, mold making techniques and that sort of thing.

T: Do you feel that your year abroad in Chelsea influenced your work? ‘

K: T was actually there for six months, so half a year, it was just one semester. But it did
influence my work but maybe not in the way you were thinking. Just in terms of logistics, it
completely affected my work. So previous to going to Chelsea, 1 did quite a lot of larger light
pieces; I did a lot with fiberoptics. I used a lot of kinetics and motors and that kind of thing. My

- pieces were really large sculptural, kinetic pieces. When I got to Chelsea, number ore, I had no

money and number two; I was interested in bringing my work back again. So I had shipping
concerns to think about. Being in a new city I had no idea where to find things and everything
was so different. Logistically, things changed a bit for me there and that’s when I first started



cutting up money for the first time just simply because it was light and small and easily
accessible. Also, the Swarm piece, the piece with the butterflies, I didn’t make it in London but
I conceptualized it in London and I think that was a just a factor of the weather was so grey and
dark and it was raining and I was trying to think of beautiful things and I liked going to
butterfly gardens, thinking about that. I made quite a bit of general work, work I could throw
away at the end, or work that was done directly on the walls so I could just dismantle it and
sort of modular work. A lot of that was around the logistics of my situation at the time.

T: I know you studied at Emily Carr and you also were an Artist in Residence in
Iceland and Banff. Did you come across any influential mentors during your times in
these places? -

K: No, I never had any mentors per se; for sure I've met tons of great artists and good
friends that I’ve met along the way. I would never call any of these relationships mentor
relationships. I’'m not that interested in being mentored, T guess, I never really have. I have a
clear path already and I have my hands full with that. I find that most of the senior artists are so
busy and focused on their own work I don’t know if they have time for that kind of relationship
anyway. I don’t know if that sort of relationship exists anymore. But yeah, definitely I've meta
lot of good friends along the way.

T: I read in an earlier interview that you are not conscious of any dlrect artlstlc

influences. Other than those already cited, can you elaborate on this?

K: I’m not at this time conscious of having direct artistic influences. So of course I’ve
absorbed feelings, ideas, experiences along the way. When I create work I'm very much
locking internally into these experiences that I’ve had rather than exterior to other artists or
theoreticians. My previous life before I was an artist I spent a huge amount of time outdoors, I
worked outdoors, I lived outdoors and I've also travelled a lot. I have a really vivid and active
dream world. I grew up immersing myself in fantasy books and T also tried to be a pretty
careful observer of life. So it’s all these experiences that I have inside that I turn to when I
create my work. I’'m not that interested in other artists or other theoreticians because it’s like
they’ve already digested the world and so its already one step removed from real life. So I'm
more interested in going to the source rather than taking it from them digested already.

T: Do you see yourself as a feminist artist?

K: No, I don’t actually. It comes up a lot though, I find that interesting. But no, I don’t
think so. I was thinking about this last night: I am interested in life, all of life: human, male,
female, transgendered, animals, plants, the earth. I'm interested in all of that, not just one area -
of that. I respect all of life, I wish others would also have this same respect but sometimes it’s
lacking A lot of people like to contextualize my work in a feminist context It’s a little bit

frustrating because it sort of takes away from my intentions and I find it limits the intentions of
the work and sort of takes away from what I’m trying to say. I don’t know, I guess maybe
because I use nature a lot? Or because I use fantasy, or I have used butterflies and flowers in
my work before? I think nature is for everyone, not just women.

T: Do you feel your art relates to Minimalism?

K: This was a great question actually, probably the best interview question I've ever
gotten. It’s really super interesting. I do, actually, surprisingly. Many people might not see that
but I think that it has a lot of ties to Minimalism. I mean, Minimalism happened at a very
specific point in history and also partly as a reaction against Abstract Expressionism. In terms
of their tenants, I think that a lot of them are similar as the ones that I use. That is to say, my
work is stripped down to its fundamentals, that is, some of my work, most of my installation



work I'm talking about, not the smaller pieces. I'm not at all interested in symbolism and tend
not to have any metaphor or irony in my work which is the same in Minimalism. So, what you
see is what you get. If I want to create a beehive, or a swarm of butterflies, I do that: I recreate
a beehive or a swarm of butterflies in the most direct way that I can. That is the most direct
way without using the real animals themselves. So I don’t combine different elements in my
work: I use just one subject matter and also material at a time which is similar to Minimalism. T
am also interested in putting the materials in the foreground. Also, I think that is probably
where the similarity ends because Minimalists were non-representationalists and I do represent
real life situations. Also they were interested in more industrial type materials where I am more
interested in ephemeral materials like paper and such. They also tended to step away from
pictorial, illusionistic and fictive work and I actually directly use these methods. Besides that,
except for the respect I have for the subjects of my work, I think that I present the work fairly
objectively and devoid of emotional expressionism. So I think that’s quite similar. Also,
Minimalists didn’t want this illusionistic sort of pictorial expressive sort of work, they moved
more into sculpture work and stayed away from 2d work which is exactly what I've always
done as well. Surprisingly I think that there [are] a lot of similarities between my work and
Minimalism. I like thinking of my work in terms of Minimalism.

T: Swarm incorporates transparency photocopies of butterflies. What is your
opinion on the idea of authenticity and replication?

K: I hope I understood your question correctly, interrupt me if I’m going on a dlfferent
tangent. [In] quite a bit of the work in the last year and a half, Ive been using digital images as
a sculptural medium. Mostly I’ve taken them myself so they’re my own images but sometimes
depending on the season if I can access those things then I use photocopies of scientific
sourcebooks etc. Initially when I started this work, it was sort of a formal concern, it was
rebellion against; I felt 2d work is so powerful stiil after all these hundreds and thousands of
years. 1 find that confusing and I sort of indentify as a sculptor and stubbornly try to bring
things back into their original 3d state. That was the initial formal interest that I had; also, just
challenging the power of the symbolism of two-dimensional things like money, photographs
and such. Now it’s also the realization that the natural world is perfect already, I can’t add
anything more to it. If I want to recreate a swarm of butterflies or a beehive I need to go
straight to the source as opposed to the source that I can to do that. The ultimate artwork is the -
living creatures themselves. I would love to enter a room and have the viewers be surrounded
[by a] swarm of living locusts. This to me is the ultimate work. I think that using the real
creatures is totally ethically inexcusable so I would never do that. So I have to go to the next
best thmg, which is the actual image of the object that I’'m interested in representmg so that’s
why I do that. I have no interest at all in drawing thousands of butterflies using them instead or
plain painting an image of butterflies. I’'m not at all interested in that. 'm trying to get as close
to the original as I possibly can. : ’

T: You answered it totally. How do you feel that the-works in this exhibition relate
to your past work?

K: Yeah they do quite, they do relate very much so. I've only been pracucmg outside of
school for two and a half years so just a short time. So I'm very much still interested in many
of the same ideas that I have been in the last few years. I’'m interested in swarms and herds and
large groups of creatures, so this idea I've used before and I’'m still fascinated by it so I have a
few pieces that use that in this show. As well, I’ve used money before as a medium and I’'m
using it again for this show. I'm also doing some work with postage stamps. That’s new; I've
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never used postage stamps before. But the work I’'m doing for this show relates to the three
dimensionalising of money that I’ve used in the past. I'm also using fantasy and elements of
fairy tales. I’ve used that before; this time I’'m using more Grimm Brothers. I just spent six
months in Berlin, so I've got some German thematic-like threads through the show. I’'m using a
little bit of inspiration from Grimm fairy tales. The new element to this show that I’ve never
directly used before is the addition of death. I've always been passionate about life, so now I'm
1ooking at its other half, death. The title of the show is Bounty and that reflects both sides of
life: the bounty meaning abundance and fertility and that sort of thing but it also means the
price placed on someone’s head. If you kill someone, that’s a bounty on their head. Those are
two completely opposing ideas on the same work. So yeah, I'm interested in both death and
life. I've always been drawn to cemeteries; I think they’re really places of beauty and
tranquility. I’ve spent a lot of time in my travels going to cemeteries. I’'m looking at that side as
well. So that’s the new aspect to the show. I did a series of old German grave crosses. They
have these old baroque wrought iron grave crosses; I’ve replicated them in paper. I'm doing a
large sculpture of paper flowers which sort of relates to my time spent in Mexico last year.
That’s the new element to the show.

T: Do you think that your artwork in this exhibition will be shaped by the gallery
space?

K: Yes and no. Half the work is self contained existing pieces that can be shown in any
space and the other half will be the installation work. I have never actually seen any of these
installations in the flesh yet and I am still working on them as we speak. It would definitely, -
installation work is always influenced by the space. Once I get there and I'm actually in the
space that will guide how I install the work. I’m showing four or five mid size installations that
I’ve never seen before. So we shall see, but I’'m sure they will be shaped by the space.

T: Your past work highiights an interest in scale, both the miniature and the
gigantic. The idea of the mmlature must be quite interesting to children. How do children
respond to your work?

K: Yeah, they’re quite drawn [to] and fascinated [with] my work. I have a lot of children
in my life, godchildren and nieces and nephews and all my friends have children, so I get to
spend quite a bit of time with children. They’re always very excited and express joy: that’s
[with] both the miniatures and the installation pieces. The butterfly piece kids really love. I
think that’s great, I would have too at that age. That’s the kind of work I’ve always been |
interested in as well. '

T: So in regards to that how do you feel about people touching or interacting with
your work?

K: Nooo, I don’t like people touching my work. It’s so extremely fragile, really really
fragile and it gets damaged very easily. It’s also really labour intensive. If T expend two
thousand hours on a piece I feel pretty protective of it and attached to it. Unfortunately people
are really drawn to touch my work and also to take some of it home. Every show I’ve had, I
accrue lots-of damage. I’ve often had my work stolen as well. That’s really common with my
work especially like modular pieces, like butterflies or the flowers, always people take those
away. But it’s really hard, it’s really devastating. Because it’s just me at the end who’s left with
the pieces left to repair or fix or replace. And I’m really short on time so it’s like ‘oh no
another piece I have to repair’. I'm very happy the people interact with the piece on an
emotional or experiential level for sure. That’s why I make it; I’'m using the space as well so if



)

S

they can expenence it emotionally, that’s fantastic. Not on a physical level, it’s just so fragﬂe
that s the problem. ,
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