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Tony White: I’d like to welcome Savinder Bual on my far right, Margaret 

Salmon and Karolina Glusiec, who are three of the four 

animators who have made work for Out of Site.  

 I wanted to kick things off by asking each of you in turn to say 

a little bit about your films and to introduce them. Could you 

say a little bit about how it looks and the physical fact of it as 

well? 

Savinder: The work here is called Wing and it’s a flick book - on each 

page there in an image of a wing, and on each page it’s 

identical. I used a hand held fan, at the side of the screen, as 

I’m recording, and the image of the wing is flipping as the 

pages flip over. I hope it gives a suggestion of flight. 

 I’m interested in the interplay between movement and stillness. 

When I’m making work I like to imagine myself to be a cinema 

pioneer making the still image move, and here, only one still 

image move. 

 I’m really interested in pre-cinematic devices, such as the flip 

book, zoetropes, things like that. Because they’re very 

tangible, they’re made of paper and card, in a time where now 

paper is disappearing. So I quite like the idea of the flip book, 

or a book, juxtaposed with the video screen. 

 I think pre-cinematic devices also provide a space for the 

viewer’s imagination. For example, the slits in the zoetrope or 

in the case of film projectors, the shutter that rotates around it. 

A gap, I think, for the viewer to use their own imagination, and 
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invest more in the moving image at a time, now, where I think, 

that computer generated imagery can smooth the moving 

image and it fills in all the gaps, like poly-filler.  

 Actually, I think all four works in the show have these spaces 

in them where the viewer can invest their own imagery, add 

their own imagery and movement to the pieces. In mine, I’m 

hoping that you are almost drawn to the beginning of flight 

yourself, and that’s the beginning of the story and you go 

wherever you like. 

Tony: That’s a kind of paradox. because the image of the wing is the 

same on each of the pages, whereas we’re used to a flip book 

where the image changes - from the eyebrows going up and 

down or the ball bouncing. Here the wing remains the same 

but the pages flip over and this creates a different kind of 

movement, but it’s a paradox. 

Savinder: Definitely. In a lot of my work I use just one single photograph 

and animate it. Otherwise there is no point being a 

contemporary film pioneer - if I wasn’t trying to do something 

that was a twist on something someone did years ago! 

Tony: Can I ask you, Margaret, to introduce your work? 

Margaret: Sure. It’s funny that you introduced us animators, I’ve never 

been introduced as an animator before, so it’s quite exciting. 

Tony: Would all of you normally describe yourselves as artists who 

are making animations or...? 

Margaret: This is my first animation - that’s part of why I brought it up, 

because usually I’m working in a much more different realm. 

Though it’s actually the same language, in a way.  

 A lot of my previous works have been concerned with every 

day narratives and, I would say, realistic portraiture. There’s a 

sort of natural history strand that runs through there as well. 
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It’s sort of the sceptical, wonder and poetry of every day 

moments, characters and life in general. 

 This animated piece, well, I wasn’t sure if it would work, but my 

idea was to make a very simple piece that was somewhat 

autobiographical, self-portrait perhaps. Essentially, it’s my 

housework being done magically. I chose four scenarios that I 

experience on a daily basis, and that I would imagine quite a 

few people similarly experience. So..there’s my bed being 

made by itself, my children’s toys being put away. Then food 

swept up off the floor and dishes being washed.  

 It’s tongue in cheek, but it’s also serious. I hope it has a wit 

about it that comes from a very deep feminist anger, perhaps, 

about the state of my own role and other women in the house. 

It’s looking at these traditional things that, perhaps, women are 

engaging in and making a bit of a joke about it. 

Tony: Karolina, would you like to introduce your work? 

Karolina: I’m mostly working with drawings and not animations, the 

reason for that is because I prefer to work with very basic and 

organic, which I can control from the beginning to the end. Like 

Savinder, I’m also interested in pre-cinematic devices, possibly 

because as she said, they leave a gap for the imagination of 

the viewer. 

 My piece for Out of Site commission was inspired by the works 

of the scientist Etienne Jules Marey. 

http://en.wikipedia.org/wiki/%C3%89tienne-Jules_Marey 

During his research process he invented something which was 

really useful for photography, and for animation in the end, 

altering the shutter of his camera so he could capture the 

entire movement of animals or humans, and this could be 

shown on a single image.  
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 I was interested in the idea that you could you produce 

something that could be a still imagine and an animated film at 

the same time. Taking this as an inspiration, I have made a 

series of animated sequences that are depicting the flight of 

birds or animals, and also the completely abstract movement 

of... I don't know, motion, just some abstract motion! That’s 

pretty much it. 

Tony: There are movements with the fleeting imagery of a cat, and a 

bird. 

Karolina: I am really interested in photography, the whole aspect, 

because I'm a terrible photographer myself. And what is visible 

for the human eye - it’s impossible to capture the entire 

movement of bird flight because it’s happening in a split 

second. 

Tony: It is interesting, I don’t know if anyone has seen Marey’s work 

that we produced, does he precede Muybridge or is it around 

the same time? 

Karolina: It was around the same time.  

Tony: With Muybridge we see frame after frame and something that’s 

a bit more like a contact sheet of cinematic frames. With Marey 

it’s a flowing movement on the same plate isn’t it, which 

captures something very different to the work of Muybridge? 

Karolina: Yes, it’s very fluid and it captures the motion in a very unique 

and very true way. 

Tony: Savinder, this idea of the pioneer is quite intriguing. Is every 

artist a kind of pioneer as they discover a new technique, do 

you think, or is it retaining something?  

Savinder: I think so, but for me I almost feel like I’m going back in time, 

then I’m trying to animate something. My work is quite playful:  

I’m being a cinema pioneer like someone would be a big kid, 
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believing I’m doing something fantastic, when the work works -  

because my work is very experimental, then I do feel like I’ve 

discovered something massive.  

 But yes, of course, a lot of artists struggle and when they find 

what they’re looking for then they look for something else. It’s 

like going up a mountain and then you want to go on to 

another mountain, you want to go higher and higher. I would 

say that all artists are pioneers in a way. 

Tony: Do you call yourself and artist or do you call yourself an 

animator? 

 

Savinder: I call myself Savinder. The reason I do that is because, yes, I 

am an artist, but I am also an educator, I’m a yoga teacher. I’m 

everything. I think for artists in general, we wear many hats.  

Tony: What you were saying about process reminds me of 

something that Karolina was saying, around how the process 

is as important as the outcome, almost more important 

sometimes, and the outcome is a by-product.  

 What about your process, or processes, Karolina?  

Karolina: I think it’s important because I finished my MA not that long 

ago and I think everyone who studies fine art or art related 

subjects at college is taught that what is really important is 

your work - something that you can show. This is what 

represents you. 

 I think process should be an integral part of it. It should be the 

most important part of it, actually, because this is what you 

learn and this is what you go through. Not necessarily that we 

should reveal everything, our mistakes, faults and drafts that 

were not that successful. But to me it seems that this is really 
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what makes us say more about what we meant by our work 

than just a single print of it, or just the final piece. 

 The most important thing that you do in your final year of 

college is your final piece, and once you’ve finished that, it’s 

the end of something. But it should really be the start of 

something, and it should be where your process continues to 

develop and where you can develop your future work from.  

Tony: Thinking of the same questions about processes - it’s been 

interesting for me working with Animate over the last little 

while, and earlier in the year, working with animators who were 

wanting to develop their writing. One of the animators who 

works commercially, producing animatics, taking animatics to 

budget meetings. Which contrasts quite markedly with 

something that Margaret was saying, to do with spontaneous 

methodologies, which I think is something that crops up very 

explicitly in Karolina’s work. We see the spontaneity of the 

mark. But Margaret, could you unpick what you were saying 

about spontaneous methodologies in terms of your work?  

Margaret: It’s part of why I work on film - in this instance I shot on my 

Bolex camera, on a 16mmm film. It was literally stop motion - 

taking pictures - and my background is in stills photography. It 

was interesting for me because I hadn’t really done stills for 

years. 

 For me it’s about a cinematic language - a conversation, 

perhaps - that I’m having within my work and with other works 

that have been done historically, or even with other 

contemporary filmmakers. There is a layered reasoning.  

 Initially, part of the emphasis to work on film for me has to do 

with the serendipity of the process of actually making 

mistakes, of messing up, so to speak. Often my mistakes, or if 

I’m filming something in celluloid, life will be transformed 
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through that medium. It often looks better than I could’ve even 

imagined it. 

 In a way, it ties into what you were talking about earlier, about 

being a pioneer. In a sense I enjoy the risk involved in throwing 

caution to the wind and trying to measure the light, focus the 

camera and set everything... There are so many elements, so 

many variables. Perhaps, if you have a huge crew you can 

contain all of those possibilities and focus them. But the way 

that I work is independently, so on my own, or in this instance 

getting various people to randomly hold things for me. 

 For me, it’s throwing caution to the wind and having a kind of 

dialogue with the film itself, seeing where we meet, where my 

intentions meet the medium’s restrictions and possibilities.  

Tony: There are differences working with digital media and working 

with film, different kinds of spontaneities I suppose? 

Margaret: I edit digitally, so I would say that in a way I’m more married to 

the process and also the results. I’ve not really filmed but 

digitally so I couldn’t really say. I like the restrictions of film. I’m 

not a designer, so for instance, for me it wouldn’t be interesting 

to sit in front of the computer and change everything. I’d rather 

make my decisions in the moment and then have that be the 

law that I’msubmitting myself to creatively, and so those 

decisions carry on. 

 In this case, in Housework’s case, if I made the wrong 

decisions I’d have to reshoot. That’s my process. That doesn’t 

mean I wouldn’t be open to working digitally later, but right now 

that’s what excites me and gives me the results that I’m 

looking for. 

Tony: Savinder, could you tell us a little bit about how you responded 

to the challenge of the work being situated in the street? 
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Savinder: It wasn’t really a challenge! I see the work I make as almost 

looking out of a train window or something, or looking at a 

screen saver. You can drift off into your own imagination, as I 

said before. 

 When I saw the brief I felt like it was written for me - because I 

think of the people looking at my work as looking at it briefly, or 

they can spend as long as they like standing in front of it. I was 

really excited by the fact that the audience in this case would 

be moving themselves, that’s quite unusual. They’d be moving 

past the work and the work is moving. 

 I thought this was amazing. I didn’t see anything as being 

difficult.  

Tony: It’s a bold, simple image on the face of it, but subtle things are 

going on within it. Were you worried how it would compete with 

the other visual clutter of the street? 

Savinder: Not really, no. I mean my only challenge was that I’d made the 

proposal, but I hadn’t tried it out. I was a bit scared that maybe 

it wouldn’t work.  

 The great thing about digital, for me, is that I don’t alter 

anything digitally afterwards, but to shoot something like this... 

I shoot something about 300 times, and then I pick the one 

that works. I can’t do that in film.  

Tony: Karolina, how was the street situation for you?  

Karolina: Well for me it’s also fascinating to have people just passing by, 

and eventually someone’s going to look in the direction of the 

windows. I like that the works are not being shown at the same 

time, they seem to be popping up randomly. 

 It comes back to this idea that art should be part of everyday 

life and that it shouldn’t be restricted to the gallery or the 

museum. We can just take a look at what’s happening around 
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us and this can last for the blink of an eye, but sometimes we 

can really see something for ourselves. 

 I’ve had this idea of images that animate themselves. What 

you wrote in your story, images that animate the viewer, so 

something is stimulating not necessarily because you’ve seen 

it from the beginning to the end.  

Tony: Yes, that idea of the thing animating you as the viewer. Using 

the word ‘animate’ to describe the process in the viewer. When 

I was writing the story I was trying to respond in that way to the 

work.  

 Margaret, you were talking earlier about a kind of resurgence 

of stop motion. This is the technique that you’ve used, which is 

a timeless technique in some ways.  

Margaret: I did a project with my daughter as a test for the housework 

film. It just happened that she was doing a project about Alice 

in Wonderland so on my iPhone we did a little stop motion film 

about Alice getting bigger and bigger when she takes a bit of 

the cookie. 

 And if you look up Lego on YouTube there is an insane 

amount of Lego stop motion films being made by children. I 

think this period is interesting now because a lot of fascinating 

things are happening, with cinematic language being taken up 

in very usual ways. This revolution of technology and the fact 

that if you have a cellphone, you have a movie camera, has 

enabled these kinds of genres to have a resurgence in unusual 

places. 

 I think stop motion is really interesting in teaching children, in 

particular, the principles of film making. It’s also a very user 

friendly technique in which to begin telling stories. I was 

fascinated as I was staring to do research for Housework just 

to learn about how many children knew more about it than me.  
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 It’s wonderful to see the process being taken up, because it’s 

not super easy. It is when you work on an iPhone, but it still 

takes quite a lot of effort to move the objects and to decide 

what’s going to happen. 

Tony: Are stories important? Savinder, do stories come into your 

thinking about your work? 

Savinder: Not really. I think I mentioned that the viewer might enter their 

own story or something. Normally the way I make my work is 

to find images and then hold onto them. I look at them and I 

see movement in them already. Then it takes me a while to 

figure out what I’m doing with them. I experiment with them, I 

move them around and I make contraptions. I bounce up and 

down and eventually something happens.  

 I don’t just think about stories.  

Tony: You were saying that you work as an educator, I’m quite 

interested in this idea of how people manage to keep their 

practice going when you leave college. All of you have left 

college in the last ten years or so. How difficult is that? How do 

you manage to do it?  

Savinder: It’s just as hard as it was when I first started freelancing, which 

was about ten years ago. That’s what I meant about wearing 

many hats. You’re juggling all the time. Sometimes you have a 

little bit of a breath, like this commission gave me, to actually 

stop working for a bit or stop thinking about working in other 

areas and just to concentrate on this.  

 I started as a runner in a production company. I accidently fell 

into education because I was doing a job for a camera 

operator, holding his tripod, and being quite miserable. We 

were filming in a school and the school wanted me to come 

back to make little films with the children as part of the 

curriculum.  
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 I started doing that and thinking, “I don’t really want to be doing 

this. I want to be an artist” at that time. Then I realised it 

actually fed into my work. I have a different attitude now to 

being an artist. I don’t think it would be the same now if I hadn’t 

been in education for so long. 

Tony: Karolina, how about you? How have you managed to keep 

going and keep making work? 

Karolina: I have to say that I’m struggling a lot. Once I was about to 

finish college I was thinking, “How am I going to ever get 

anywhere with my work?” Not only because what I was doing 

wasn’t commercial animation, that I could put in my show and I 

would get a job instantly at an animation company. Then I just 

thought, “This is not what I would like to be doing.”  

 Also I’ve been thinking about, while working on in education, 

about the process being the most important part of what you’re 

doing. 

 I think the best advice for people who are thinking about 

studying fine art or studying animation, and not really doing 

digital/commercial works is that they just keep doing what they 

would want to do, and keep doing little experiments. 

 It really helped me when I was doing miniatures, after I 

finished college, that some people saw it and really liked it. By 

chance they wanted me to make a little another video for them. 

I was extremely surprised, because someone like me, working 

without a light box and working on paper, was not really likely 

to get commissions like that.  

 I was extremely lucky, that’s it. 

Tony: There are lots of changes going on in higher education at the 

moment, particular around the humanities and the arts, and 

the way that that’s funded and the way, perhaps, access is 
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being restricted to higher education through the fees going up 

and things like that.  

 Do you have any kind of contact with that kind of world 

Margaret? 

Margaret: I’m American so I’ve always paid through the nose for my 

education! I’m still paying off my student loan.  

 In a sense, because of that... I don’t want to play devil’s 

advocate, but for me going to school was a huge investment 

so I felt pressure to make the most of my time and the access 

that I had to the equipment and the resources of the university.  

 I think that the technical training that I had has always been a 

great asset.  

 If you’re a student I would try to have as much experience 

using various tools so that you have a range of skills that you 

can rely on between selling work, showing work or whatever 

commissions you’re getting. 

 Other than that, becoming a painter might work out better than 

experimental film making!  

Tony: I’d like to involve the audience. We’ve got a great group 

who’ve come along on this Saturday afternoon to PEER. I’d 

quite like to open the conversation out to all of you and include 

you.  

 I wonder if anyone has any questions? 

Ingrid: I’ve got more of an observation. It’s only really I think in the last 

10 or 15 years that the single screen projection has valid place 

in the gallery situation, often as long narrative films which 

people can walk in and out of, even though the film does have 

a beginning, middle and end. I think there is the blurring 

between the boundaries of what gets framed within gallery as 
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an exhibition and what can only be shown in a screening 

situation, which is controlled, you go in, sit down, watch it, and 

go out again.  

 A lot of people I’ve spoken to, who don’t work in the visual arts, 

find it very annoying to be in a gallery situation where there’s a 

single screen projection and you find yourself going in halfway 

through and then coming out. 

 I’m interested in how experimental film has also found its way 

into the gallery. John Smith is a good example because his 

work was primarily seen as something to be shown in a 

cinema situation. And then Steve McQueen has become a film 

director. 

The next exhibition at Whitechapel is Chris Marker, somebody 

who the visual art world have never heard of, extraordinarily 

enough, until quite recently.  

 It’s really about how you define how things are looked at. How 

do you identify something as art, or not being art, or what does 

it do? I think people without a background or knowledge about 

contemporary art practice might confuse it with something 

else, it could be advertising or it could be kids having some 

fun. That ambiguity of when you don’t have the frame of the 

gallery space or of the cinema space, and if things aren’t 

framed they become fair game for all sorts of different reasons.  

 I imagine that Out of Site would be a very tough project for the 

art press to respond to because they wouldn’t know how to... If 

this work was inside the gallery the press would come and look 

at it and they’d have a response. Because it’s not in the gallery 

they find it confusing, it hasn’t got that... 

 I enjoy that confusion and ambiguity. It’s something which 

PEER has always wanted to exploit. I think in a way Karolina’s 

cracked that, because the film is next to the cash-machine it 
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probably gets a few more hits than the others because people 

are standing at the cash-machine.  

 It’s not a question at all, but... 

Tony: It’s insightful though and useful to hear. People do stop 

outside. Chris Dorley-Brown’s stop motion film, time lapse film, 

of the street outside shows that lots of people are stopping, 

they’re looking at the work, and they’re talking about it. When I 

came along this afternoon here was a mother with a child in a 

pushchair and they had stopped in front of Margaret’s piece 

and then they moved and they stopped in front of Karolina’s 

piece. They were obviously working their way down the street. 

Gary: I don’t think the public has a problem with engaging in all kinds 

of different things. I was asked to talk to some Arts Council 

executive people at the end of their away day once, about the 

digital. I was saying, “Our online audience is looking at 

Animate and then they’re buying something on johnlewis.com, 

then they’re looking at something on YouTube. People could 

always go to the London Filmmakers Coop, and see an Arnold 

Schwarzenegger film, and not be confused about those two 

things.” 

Gary: Also, I remember as a child going to see a Carry On film, and 

we went in half way through the film, we watched the film end, 

we watched it start again, and we left when it came to the point 

that we walked in. That wasn’t an uncommon thing. That was 

how people watched films.  

Tony: This image of Gary as a child watching films makes me come 

back to our artists here and pick up on your early encounters 

with film or moving image.  
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Savinder: My memory’s really bad. I can’t remember. I just remember my 

mum saying, “You can’t watch TV, you can only watch ‘Blue 

Peter’.”  

Tony: Did you watch Blue Peter because that’s all there was, or did 

you hate it? 

Savinder: It wasn’t that great. Even so, I was sticking things together with 

cellotape and quite ‘Blue Peter’ type things, so it’s obviously 

had an influence somewhere down the line. 

Tony: Margaret, how about your early encounters? 

Margaret: Definitely some really strong encounters. I grew up in the 

States with the emergence of cable television. There weren’t 

as many channels available as now, but at the time what was 

there was desperate for material. For instance, the children’s 

TV station, Nickelodeon, showed really random British 

productions like Bagpuss and The Clangers. There was a 

whole assortment of material that I encountered as a child.  

 Now they wouldn’t be showing that because they’ve got so 

much programming to choose from. There were also the 

classic movie channels. I had a huge education just watching 

films on cable, with my mother in particular, and being 

exposed to all the great directors really. 

Tony: Karolina, can I ask you the same question? 

Karolina: I remember when I was five or six I was thinking of how the 

moving images in cartoons were actually moving. I remember 

that in my head I had imagined a quite complex process of 

people actually moving the images and the backgrounds. 

 I really wanted to learn how to make animated films, but as I 

come from a really small village in Poland there were not a lot 

of resources about how things were being made.  



16	  
	  

Tony: It’s this kind of collision between what you might’ve seen as a 

child and those moments where you discover that you have 

some kind of creative agency yourself, something that 

animates you to start making work.  

 Savinder, you’ve been working with people at a local school?  

Savinder: It has been really fascinating. I just said, “We’re on the same 

level now, so it’s up to you what you do.” These are students 

that I’ve been working with since year two, so really small, and 

they’re now in year five. 

 I gave them zoetrope images digitised on YouTube so they 

could see them moving, and I played ten minutes of that to 

them. They were laughing and they were amazed by it. It was 

amazing. We’re talking about things that were made 120 years 

ago and they’re keeping them entertained at a time where a lot 

of them are on touch screens and they can’t sit still. 

 I then asked them to respond to that by making their own 

animations. It’s great to see that some of the kids who are a bit 

livelier and can’t sit still, are then the ones who were managing 

to keep still, not knocking the tripod and things like that. 

 I only did this last week so I haven’t had time to unpick, but just 

from what you were saying about stop animation, children or 

people in general using it now, there is something about it 

which is really amazing. For me that educational project was 

fascinating just because I could see that they were so excited 

seeing the same thing go round over and over again.  

Tony: Have the children you’ve been working with have they ever 

seen the outcome of their stop motion work there and then? 

Savinder: The other fascinating thing was that I didn’t tell them very 

much about how to do anything. Then they were looking 

through on the camera and started deleting parts where their 
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hands were in there, which is something I would’ve done 

afterwards with them. They saw it like that, but they haven’t 

seen the final films. They’re going to see them this 

Wednesday. 

Ingrid: They’re going to be projected on the windows here so we’ll be 

mobbed by the kids that took part. You can all come if you 

want to come. They’ll be bringing parents and mums and stuff, 

dads and...  

Tony: I just saw them on screen, they look fantastic. Definitely worth 

seeing them on the window. 

Savinder: They’ve already specified they don’t want their work shown in 

black and white. 

Tony: Tell me about the black and white, as part of the installation 

process there was a decision made that all the films are black 

and white? 

Ingrid: Not really, that came about... I can’t remember. Savinder’s was 

delivered first and that’s monochrome. Karolina’s was next and 

that’s monochrome, made using white and black. Then 

Margaret’s could have been either, but she’d sent us a test film 

to just try it on the windows as black and white. Similarly Kota 

had sent his as a test to work with in black and white. 

 Then he sent the colour version, and in the end because his 

was the only colour one, we thought it looked good in black 

and white. We’d painted the front of the building grey, and 

we’d painted the wall for the signage black with white 

bordering. Everything was monochrome out there. As a way of 

framing the films so that the focus would be on the film rather 

than lots of different colours outside. We did that without then 

knowing that the films would end up being black and white. 

 



18	  
	  

Gary: Savinder used digital technology but her work is analogue, and 

it’s a single image. Whereas Kota’s is digital, and in colour,, 

and it looks extremely digital. It’s not a competition, but the 

digital colour is always going to stand out, alongside 

monochrome, or unbalance things, or work to its disadvantage.  

Ingrid: We proposed that he might want to think about it being black 

and white to tie in with not just the other three films but the 

general environment which is two tone/monochrome, 

whatever, he said, “Yes definitely, let’s go to black and white.” 

He was really keen. 

 It wasn’t planned that way it just ended up that way. 

Gary: I think that’s what’s interesting about it as a process, that it 

wasn’t planned but it’s quite an important decision none the 

less. 

Ingrid: Someone did say “Don’t you think black and white’s a little bit 

depressing for January?”  

Female: I just wanted to ask if it’s possible to talk a bit more about this 

idea of context specific that you mentioned? You mentioned 

that the work was context specific rather than site specific? 

Ingrid: I just think that the way I understand the phrase site specific, is 

that it means something in response to something quite 

specific to that site. It may be responding to the fact that we’re 

next to a post office or it may be responding to something that 

maybe an artist is responding to something to do with the 

history or the demographics of a place.  

 We simply wanted artists to consider the context in which 

people would encounter the work. We didn’t specify how long 

the work should be; just it should be something would be 

encountered on the street, and that it would be silent. When 

we were reviewing the applications we were aware of the 
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context because we know the gallery and we know the street, 

we wanted to invite work which wasn’t prescribed in any way 

but would work very well in that context.  

 I think all of the four works are very, very different but they all 

do fit well within the context. That sort of thing, it’s nothing 

more complicated. 

Tony: The selection process you were discussing, you were selecting 

from a list of artists that you had approached? 

Ingrid: We wrote to 50 or so artists.  

Gary: The other challenge was asking people to make proposals for 

work that would be shown on the windows, and also online. It’s 

easier said than done, I think, to come up with something that 

works in both those ways. 

We’re writing an application to the Arts Council at the moment, 

and thinking about what we are and what we do. We began as 

a commissioning scheme for TV. It’s always been the case 

that we’ve asked artists to make work for a particular context 

or situation. It’s never been, “You’re an artist, what would you 

like to do?” It’s always been, “You’re an artist, what would you 

like to do for this context?” That’s how we’ve gone on, partly 

because we haven’t got money to give artists to do whatever 

they’d like to do, but also because it adds to the purpose of 

what they’re doing. 

Savinder: I just wanted to mention that the works are online as well. I just 

think it is fascinating when I saw your work in the street context 

and online, they’re totally different. I found that fascinating that 

a work could look so different in both these contexts. 

Karolina: Online, my film has sound. I just thought it would be nice to 

work with a sound designer or a composer using a very basic 

technique. It was more about collaboration with a specific 
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person than that the sound would have a big impact on the 

image. 

Tony: Was collaboration part of your work Savinder? 

Savinder: No. I work very much on my own. I try to collaborate but it’s 

never worked!  

Tony: Margaret, you were talking about various people being 

involved in the production of Housework, but do you ever 

collaborate with a musician or with other practitioners? 

Margaret: Yes, I’ve got a relationship with an electronic musician, 

Matthew Herbert. I’ve done some things with him. I’ve done 

music promos in the past.  

 It was very interesting in this instance, I consider myself 

fiercely independent and very proud of being able to do 

everything from beginning to end. I don’t process the film 

myself, but I do pretty much everything else. 

 I felt quite vulnerable because I realised I couldn’t do 

everything myself because I would probably pass out from 

exhaustion, running, moving and then coming back. I finally 

had to outsource slightly, or ask for help from someone, which 

was really good for me to finally do after all these years. 

 Because they were elaborate things. We had invisible string 

that magicians use which an assistant and I had to rig it up to a 

pole overheard, a broom or something, and have it standing. 

Then we’re trying to move the little finger puppet. It was very 

mind-blowing tiny little things that would constantly go wrong. 

 I had my mother at one point move a spoon with magic string 

and a pole. I was reshooting during the holidays and I was 

visiting my mother in New York, and I was like, “Right, we’ve 

got to do this.” It was a fun thing. She was actually very good, 

so it helped. The things you do for your children!  
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 That was a collaboration which was very interesting. In a 

sense, because the film was about a wish fulfilment of these 

things happening by themselves, it became quite slapstick. It 

took me so long to do my dishes, to do the over and reshoot it, 

and do all of this, that it became a sort of torture in a way.  

 The process and the performance of moving the objects was 

really fascinating, and I needed help. That was collaborating.  

Tony: Can I ask all of you what you’re doing next and what you’re 

thinking about doing next?  

Savinder: I don’t know. I have no idea.  

Margaret: I’m working on a film about oysters off the coast of Kent, and 

I’m training to film underwater. The native oysters which are 

very rare now, but still in existence, so I’m going to be filming 

them off the coast and filming a narrative about the men that 

work the waters there. 

Karolina: At the moment I’m just completing a film for a music evening 

that I was commissioned for. And I’m just about to start 

working on a new project, my independent project, which will 

be three animated films.  

Tony: Good luck with that. I think time is drawing to a close that we 

have available to us. Can I ask you to thank first of all Animate 

Projects and PEER, and we should also thank Arts Council 

England who funded this project through Grants for the Arts. 

Most of all join me in thanking Savinder Bual, Margaret 

Salmon and Karolina Glusiec for a fascinating discussion. 

Thanks very much. 

END 

	  


