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I n conversation

On Friday 3 September 2004 the foll owing conversation took place between Sarah Glennie shousein Irishtown, Dublin and
the Grizedale Artsofficein England’s L ake District. Sarah Pierceinvited Adam Sutherland and Sarah Glennieto have an
infor mal discusson about Romantic Detachment, a projed based in the studio-wing of PS1 between 4 October and 7 November
2004 Sarah Glennie and Sarah Pierce spoketo Adam Sutherland over the phone.

6arah Pierce | want to have a onversation

with the two of you abou your ideas for this
projed. Adam are you comfortable?

Adam Sutherland: | am.
Sarah Pierce What are youweaing?

Adam Sutherland: I'm not weaing anything
extreme today. | am weaing some dedked
trousers and a purple shirt.

Sarah Glennie: Does the purple shirt have aly
logos onit? Any animals?

Adam Sutherland: No. | could pretend... A
cowboy shirt with a scene of American soldiers
and American Indians. A battle scene with those
soldiers in blueooats, | can't remember their
name.

Sarah Pierce The Battle of Little Big Horn?
Something like that?

Adam Sutherland: Sure. Like you would seein
the films.

Sarah Pierce Andare youweaing a hat today?

Adam Sutherland: I'm not weaing a hat. Not
indoas. Not indoas or in front of my girlfriend.
| can orly wea hats when | go away. | smoke
and wea hats when | am out of the courtry.

Sarah Pierce All very important details for us
and for this document. This $how involves ideas
of Romantic Detachment. The two of you are
curating the projed together. Are there awy
romantic fedings between you?

Sarah Glennie: | think we can probably say
no...

Sarah Pierce Adam?
Adam Sutherland: Yes?

Sarah Pierce Do you agree with Sarah's
estimation here?

Adam Sutherland: Yep.

Sarah Pierce So, the two o you are
romanticdly detached... from eat ather.

Adam Sutherland/Sarah Glennie: Yes.

Sarah Pierce Where then dces ‘the romantic’
arise from in your projed?

Adam Sutherland: Having to focus on the
romantic over the projed has been interesting. |
don't for a moment imagine that | am nat a
completely clichéd romantic myself. | have
always been driven by romantic ideas, which are
drawn ou of my own badkground. The idea of
Romanticism, as in the Lake District in England
where Grizedale is locaed, is again a very
clichéd verson d Romanticism instigated by
Wordsworth and the original Romantics—the
invention d the individual and the replaceament
of the priest and religion with art and the atist.
Those idess are very strong in the Lake Didtrict’s
culture. The projed itself as it is happening in
America mirrors what happens in the central
Lake District. It's a placewhere alot of tourists
come and also where there ae these very intense
bodes of cultures and spedal interest groups.
This is English Romanticism. Then all along the

western seaboard and the periphery of the Lake
District there is a fixation with American
Romanticism, or a romanticization d America
So 25 miles from Grizedale the allture is all
abou line dancing, world-wide wrestling,
demolition derbies, weaing cowboy bods,
listening to courtry music, and diving cas that
aren’'t adually American cars, bu that are trying
to look like American cas. It's mething a lot
of artists have worked with over the last few
yeas—the dialogue between two extreme places.
The idea of extending that to New York was a
way of fulfilling a lot of British and European
artists naive vison d America, and | include
myself in that. There is a fantasy built around
going to New York and experiencing a ‘red’
America, world-wide wrestling, fundamentalist
religion, people that say ‘sheeed’ and ‘you
looking at me’ and then we arive and find a
culture that is fixated with Europe, that knows
more &ou Wordsworth, Caspar David,
Huysman than we do.

Sarah Pierce So British people ae naive ébou
New York and dorit know a lot abou
Romanticism?

Adam Sutherland: Well, for example, the
Huysman inspired ‘Feast Against Nature’ (Emily
Wardill) is happening here this weekend and in
New York in two weeks. | can pretty much
guarantee that everyone involved in Britain
spe&ing at this dinner party has nat read the
book. Perhaps there ae &ou four who have
read it out of twenty.



Sarah Pierce What book?

Adam Sutherland: Against Nature.
Sarah Pierce What isit? Whowrote it?
Sarah Glennie: Neither of us have red it.

Adam Sutherland: It was written by JK.
Huysmans. It's a decalent but romantic text. For
the American party, all the speakers and all the
guests have read it and know it redly well.

Sarah Glennie: It's a kind d classc 19™
Century French Romantic novel.

Sarah Pierce Are people invited to the dinner
party becaise of their knowledge or relationship
to thisbook?

Adam Sutherland: Y esVa

Sarah Glennie: Well, more becaise of their
relationship to the atist, Emily Wardill, who
invited them because of relationships $e found
to them out of the book, rather than because of
their relationship to the bookitself.

Adam Sutherland: Lots of people, like Sebastian
Hordley for example, are living out a Huysman
generated idea of the decalent romantic. He
amost lives an aesthetic that is laid ou in the
book.

Sarah Glennie: Which is all abou the Parisian
flaneur, isn't it? Or am | wrong?

Adam Sutherland: Sorry?

Sarah Glenniee The book, isn't it al abou
Parisian dandyism? The decalent dandy?

Adam Sutherland: Yes, it's dandyism so it's
decalence and it's anti -nature. It's a readion
against Romanticism, bu it adually fuels that
whole ideaof the romantic as an individual, and
an artist.

Sarah Glennie: This Sebastian Hordey is an
aristocratic lay-abou redly isn't he? He just gets
stoned.

Adam Sutherland: If he's an aristocratic then
I'mYa

Sarah Glennie: Are you going to pul rank on
him?

Adam Sutherland: He's written a speed that's
all abou going to Amsterdam to this brothel
where you can have sex with people with
disabilities. He brought a photograph d him
adually having sex with somebody, just to prove
it'snot farcicd or untrue. Thereis anather part in
the speed abou the malaise of life, where he
says when life is st “just go to the lavatory.”
He acually uses the word “lavatory' in a speedh
abou sitting in your own shit.

Sarah Pierce Right, the word “lavatory' kind d
blows his cover.

Sarah Glennie: "Lavatory' is very subtle English
word, it is more midde-classthan “toilet'. Nice
people say lavatory; nasty people say toil et.

Sarah Pierce What do you say Adam?

Adam Sutherland: | try hard to say toilet but |
can't redly get it out. | just avoid using any word
atall.

Sarah Glennie: | say “loo.

Adam Sutherland: Yes, loois dright if youre a
woman. It works on accasion if your looking for
diredions. | usualy just piss outside on the
excuse of having a look at the stars, my father
always liked to dothat, bu as he dways pissd
al over the dogsit rather gave the game avay on
his return, we & children became very cautious
about patting dogs.

Sarah Glennie: My grandmother said “lavatory’,
very definitely. You weren't alowed to say
“toilet'.

Sarah Pierce To Americans ‘toilet' is an ojed
not a place "No smoking in the toilet' sounds
overly literal, more &in perhaps to Sebastian's
take on sitting in your own shitb Adam, what do
yousay in New York when you have to go?

Adam Sutherland: | have occasionally got down
to the word “john.

Sarah Glennie: | can't imagine you asking for
the “john.

Adam Sutherland: It isimpossblein New York.
There is absolutely no where in Manhattan to go
to the% there is no publicv if you real to use
theYa

Sarah Pierce The bathroom. Americans san
to prefer this euphemism. Have you tried Barnes
& Noble?

Adam Sutherland: But that's a shop.Isn't it abit
rudeto use it and nd shop?

Sarah Pierce No, it's fine. Barnes & Noble is
well i ntegrated as the pubic toil et for New York.
Notice how many of them there ae aoundthe
city? So, Romantic Detachment starts with a
dinner party?

Adam Sutherland: Yes, the Blad Dinner Party
tomorrow night. All blad dinner party, al black
food, everyone dressd in bad, etc. And then
next Friday, there is smething happening cdled
Sdterthwaite Night Live, which is a @medy
event in a pub in a tiny village of about 12
houses. It is a stand-up open-mic event. We were
going to do it on Saturday night, bu nobod/
noticed when we were planning it that it was the
11" of September. So we ae doing it on Friday
night. It is webcast into a dub in New York, so
there is a mix of material from comics in New
York and the locd village peopleb not to be
confused with the "Vill age People'.

Sarah Glennie: But probably not al that
dissmilar¥a

Adam Sutherland: No, very similar it's © na

red. So people from the vill age do their stand up
and then people from New York do their stand
up. It will be filmed and the film incarnation will

be presented in New Y ork.

Sarah Pierce What have the readions been so
far from American artists to this invitation? Not
in terms of their idess, but more in terms of how
they have readed to thisideaof the romantic. Do
they read it as bound upto ndions of the
courtryside or the indvidual artist as in
Romanticism?

Sarah Glennie: | thinkinitially it was hard to get
pased the historic idea of romanticism, its
seaned dfficult for people to take on the ideaof

the romantic as the basis for the atist and for
artists to accept that they are working in the
romantic tradition and that tradition is the
international art style.

Adam Sutherland: In away that dialogue iswith
PSL as an indtitution. PSL represents the
institution focused onthe international art style,
with its Eurocentric orientation, which also
serves as akind d fortressagainst the immediate
locd culture, in PSl's case in avery |iteral way.
Our dedings with them have somewhat
reinforced that essence or impresson.

Sarah Pierce How do you think PSL imagines
its role in this international or European art
world?

Adam Sutherland:  Through very romantic
nations abou bringing European culture into
America

Sarah Glennie: | dont think it is just abou a
European culture, more a international
contemporary art style that ill adheres to
European romantic nations of the atist.

Sarah Pierce So what you describe & “the
international art style' perpetuates European
Romanticism through its relationships with
artists and through what you describe & a neal
to propagate arole for artists that is adually very
out-of-place? Is it a nation that art and culture
are good fundamentally, and so they make
people and daces better?

Adam Sutherland: Well, we ae taking a sort of
nave outsider stance to confront that. A lot of
what we have been trying to do here rubs against
the idea of the romantic atist, and to say that
kind d pradice has had its time, that there is no
role for that heroic visionary dysfunctional artist
figure in contemporary society. Quite a few
projeds form a quite blatant attadk onthat idea

Sarah Pierce Has it occurred to you that this
projed takes placeright as the PSL international
studio program comes to an end? On the one
hand, this abandoring d the studio corresponds
with what you are saying abou ridding the
museum of the romantic nation d the atist. On
the other hand, | think that the studios never
really mattered to PSL, they mattered to the
artists from other courtries who used them. So,
Grea Britain, who rever had an international
studio at PSL, is now infiltrating the spacewith
artists who probably always wanted to be here,
only now everyone dse has gore. Why use the
studios?

Sarah Glennie: The dedsion to use the studio
wing was informed by a series of circumstances
but once the dedsion was made it has worked
well for usb it has given us the freedom to work
beyond the standard exhibition model and
encourage the atists to work produce socialy
engaged works in New York and through ou
America using the studio wing a PSL as a
production bese.

Sarah Pierce PSL liked the idea of artists
working in the museum, it fulfilled an
ingtitutional self-image, bu romance relies on a
catain dstance Perhaps now that the studio
program is gone PSL can idedise the atist
withou having to experience ay of the
annoying turn-offs.

Adam Sutherland: | think it is a very interesting
idea aratorialy for PSL to use this projed as a
purctuation mark to the ongoing use of the
studio wing space

Sarah Glennie: Yes, | think ather institutions
could usefully re-evaluate their suppat of artists
pradice and whether studio programmes are now
the most relevant way to do this, looking at the
artists on the Romantic Detachment projed there
are very few if any that adually use astudio.



Adam Sutherland: The projed is very much
abou defining the divisions between cultures at
the same time & incorporating them. Not like
that's a new idea because it's been around for
yonks. It's just abou how you doit, and haw it's
been dore in the past. It's not abou assmil ating
folk culture or pop culture into the contemporary
art mainstream. What we try to do rere is not
simply assimil ate it, bu give it its own space It
refleds how a lot of yourger artists we ae
working with want to work. The hand d the
artist in alot of the projedsis virtually absent.

Sarah Pierce It's fine to conjedure that
different ideas and reference points feed into the
projed; that artists here ae exploring their ideas
pubicly outside of an exhibition. Redly though,
is that the cae? I'm inclined to be suspicious;
what does my output represent here? The
curators? Grizedale? PSL?

Adam Sutherland: It's trying to make people
think abou contemporary art culture & one
minority spedal interest that sits alongside many
others. | think cultures are most interesting when
they are adive, in progress rather than thinking
abou what "doing it' might result in. There is
that similar approach to all the people we work
with to tease out a thinking process bah from
the nonrart mainstream and within the at world.

Sarah Glennie: When people start to work with
Grizedale they begin to wonder abou what it
means to be a artist, how they can function,
what it means to them to creae work, how they
can control that, how it's een, their ownership of
it and its relation to ather people. | think that is
quite tough for some people.

Adam Sutherland: Anacther challenge that some
artists are ompletely comfortable with and
others are very uncomfortable with, is that work
they are generating is given upto the whole, and
being subsumed and changed and altered in the
process

Sarah Glennie: Right, the Gary Phelan resporse,
“ | must be the end d the line and keep control!”

Adam Sutherland: But someone dse is always
going to be & the other end d the line, and they
can assmilate dl that material and regurgitate it.
It's what Damon Padkard is doing with all the
film, cutting it al up to dsperse it with ather
material and then to present a piece that is
ultimately his piece redly, just made out of
everyone dse's work. But we haven't adually
asked him that yet.

Sarah Pierce How does that "give work up to
the whale' thing work?

Adam Sutherland: Within this projed there ae a
myriad of exchanges between artists and works,
the "whale' is a mmplex web drawn from the
group and its many interadion with the
participating audience ldedly, it's ever-
changing and developing and there is no full-
stop. There ae points where you dfer aview, an
accesspoint, bu it's not the end. That is how |

seethe projed and hav Grizedale works. It's a
dicein time. A presentation d what's going on
and the ideas that are aroundat the moment. And
next yea again there will be another one, ancther
snapshot.

Sarah Glennie: With ather tie-insto this.

Adam Sutherland: It will be adired evolution
out of this projed.

Sarah Pierce The Americana surroundng
Grizedale, in this moment in time, interseds with
al the people walking around Manhattan in
cowboy bods.

But it's a rather flat observation though isn't it,
that American culture is everywhere, even in the
romanticaly withdrawn Lake District?

Adam Sutherland: Certainly that would be a
rather flat observation, bu of course what is
interesting is how American culture sits
alongside other cultures in every different place
it means omething very different, it's a
changing relationship, and its frightenly
complex, the evolution d the love hate
syndrome. Art people in cowboy bods in
London @ New York it's the same ded, irony, a
wish to complexify, reference, critique but boas
in the Lake Didtrict say isawhadle different ded,
its adually seen as a confrontation a challenge to
the dominant culture, impradicd, pretentious,
youd get laughed outa town, the bods are a
kick in the facefor the “appropriate’ culture. It
may sean absurd bu you know its true, the
finest detail that marks a person ou as different
is highly provadive particularly in the non uban
environment — how many people have been
brutally murdered for having an inch to wide
flair - more than there ae starsin the sky. One of
the ideas that fed into this whole projed was to
do with Music, an Artist at Grizedale, Nat
Mellors did an LP and install ation cdled Prince
Lightening a fuson d white disaffeded UK
courtry boy and tough urban American hip hop.
If you look at music, there is this UK northern
sou phenomena which is basicdly an
romantiziation and lionisation d 60s blak
American music. It isnow big bad in the States.
Rare groove, which was a dightly later eighties
phenomenonin Britain, isa cmpletely romantic,
obsessve nonunderstanding of bladk American
music. And again, now it's becoming redly big
in America

Sarah Glennie: So a misunderstanding has been
sold badk.

Adam Sutherland: Well, a romanticization hes
been exchanged. That is a natural evolution. At
an ealy stage in this projed | was thinking abou
the relationship between the development of
porcdain and the development of music aulture,
If that sounds a bit far fetched | can explain a bit.
In the 17" century porcdain was first seen in
Europe & awaste product imported from the eat
as a ballast for tea Teawas the valuable import
the porcdain was just along for the ride. So this
amazing white porcdain which you couldnt
producein Europe showed what must be possble
so they started trying to copy it. Youend upwith
this to-and-fro between Europe and Asia which
culminated in the Will ow pattern blue-and-white
wed, Delft and so on.It isa combination d two
cultures. Europeans were doing drawings and
designs and sending them out to China, and they
were being copied and "Chinesified' and then
coming badk, and then the Chinese version was

copied in Europe and so on. This also knacked
on in more ohlique ways into the wider culture.
Well, the same thing happened with records
between American and Britain in the fifties and
sixties. The old 78 and 45slargely bladk music
was used as ballast for light but more valued
cagos. The rewords were regarded as waste
product, very heary and easy to move aound,so
that is how music travelled. That it shoud have
been Hadk music isinteresting | guessthere was
a kind d suppresson, kad dstribution and the
dominance of the major label more interested in
breking white atist versions of the waste
material, anyway you end up with this
unbkelievable body of work lost in warehouses
aaoss America So anyway it's not strange that
R&B music was coming out of Liverpod, it's
were dl thismusic was landed. In additionto this
music's influence on the mainstream there were
also the minority cult interests like northern soul
and rare groove drawn originaly from the same
source, this ballast cargo. These interpretations
of bladk American culture then fed very diredly
into Eledro and Dance music and the history of
those exchanges between Europe and the US are
relatively well known culminating in howse, hip
hopand all, and redly contemporary R&B athe
massvely dominant music aulture, arguably the
world daminant culture and set of aesthetics.

Sarah Pierce How would this projed happen if
it was in a small town in Indiana? None of this

irony would apply.

Adam Sutherland: That is how it is here in
regional Britain as well. There is nathing ironic
abou the interest in Americana outside of a
knowing minority.

Sarah Glennie: But if someone in Hoxton daes
it, it isknowingly ironic.

Sarah Pierce Right. When artists wea trucker
hats, or for that matter when curators wea
cowboy shirts, the irony lies in identifying with
individuals who are nat artists, who are nat the
“art world'. Bruce Nauman is a red cowboy. He
isa owboy wholivesin New Mexico.

Adam Sutherland: I'm nat trying to look like a
cowboy thouwgh. | always thouwght that cowboy
shirt thing with loud trousers was more a70s
bladk look, like Blaxploitation style.

Sarah Pierce Have you been mistaken for a
cowboy?

Adam Sutherland: A coupe of guys were
laughing at me in New York the other day saying
Rhinstone cowboy and so on, | explained that |
was English and consequently an urred cowboy,
they seamed to like that and we had a bit of a



chat abou style, they were weaing huge plain t
shirts and their mother's tights on their heals,
but they looked pretty good if a little
washerwoman like.

Sarah Glennie: Two o the atists in the projed,
Graeme Roger and Kevin Reid are taking a road
trip to Memphis, Tenneseeto try to see places
outside of New York.

Adam Sutherland: They have used their parents
and grandparents relationships with America to
key into America there ae lot of Scottish
immigrants in the states, most people in Scotland
have relatives over there, they would most likely
be stalwarts of the extreme right wing American.

Sarah Pierce Wow, will anyone understand
them?

Sarah Glennie: Sexin the City was on the other
night and Samantha shagged a Scottish guy and
coudnt understand a word he said. | was
thinking of Kevin and Graeme because the guy's
accent was very like theirs.

Adam Sutherland: We have dore presentations,
which are dmost like having a number of artists
speaking in tongues. At the Ikon, which is an art
spacein Bimingham, UK, Kevin gave atalk that
no ore could understand, followed by a Welsh
artist Bedwyr Williams who no ore oud
understand, followed by someone dse just taking
noreense, adualy that may have been me. |
loved it and the comment it made @ou the
exotic, the way the ingtitutions cherry pick
exotica, missng what is right there under their
Noses.

Sarah Glennie: If you look at our list of artists,
they are very un-East End o Londonaren't they?
There ae afew, bu it is not like they are dl
coming from the ceitre. In New York people
might just think we ae dl from London.

Adam Sutherland: Interestingly people insist
even locdly that Grizedale only worksisLondon
artists and it is © far from the truth. We dont
exclude London ba we work with a red cross
sedion d the ourry, which in Britain is
incredibly hard to dosince the focus of so much
adivity isin London.

Sarah Glenniez And in Scotland there ae
people, like Kevin and Graeme, who aren't from
Glasgow...

Adam Sutherland: Well, Glasgow is just an
aping of Londonredly isn't it? In the provinces
there is virtually no contemporary international
art. There ae quite afew contemporary artists
who live out in the sticks. They just dorit do
anything there. They do everything outside of
Britain or in London.It aimost validates them if
they dort do something regional. To do
something locdly, provincially doesn't fit with
the ontemporary international art superstar
model.

Sarah Pierce Isthat partly what you are trying
to complicate by having this $iow, this projed
sorry, occur at PSL? It might be real through
binaries of courtry-city, British-American, h-lo,
but it isadually abou overlaps that exist already
between cultures because people move aound,
andimitate eat ather, and adapt.
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Adam Sutherland: We tried nd to get people
whose work or thinking is polarised, bu in faa
the projed can be cdegorised by the extremely
polarised. There is a relationship payed ou
between England and Americasure, bu there is
a big emphasis on Hadk-white, good-evil, and it
is never introduced though a midde-ground,it is
al extremes. Which has kind d evolved. It was
not an ambition for the projed.

Sarah Glennie: Theinitial starting point thouwgh,
which has difted enormoudly, was this st of
extremes between New York City and the Lake
District.

Adam Sutherland: That's true or adually its not
as it turns out the similarities are extraordinary,
the small vill age fed and the relationship to the
global, the myriad cultures and speda interest
groups | could go on, nothe same but not so
different, just the taps, the light switches, the
locks turning different diredions.

Sarah Pierce Which are you Adam, good «
evil?

Adam Sutherland: I'm just about in the midde.
| wish | was more good.
Sarah Glennie: I'm good.

Adam Sutherland: | seeother people and | think,
god they're so good.

Sarah Glennie: | think we're both pretty good.
We oould dowith abit more evil.

Adam Sutherland: You mean curatoria evil.
Where does curatorial evil li €?
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