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Conversation between Mackay Butcher,
Cylena Simonds and Susan Collis

MB: Let’s start with a general question about materials – reading through the precious
materials in your work, it strikes me that one of the few places that you come across
a list like that is in the Bible. I wondered about the way in which you use materials
and the myths that surround them?
SC: It’s funny you mention the Bible, because recently I was looking through the Song
of Solomon. I want the materials to have a lot of weight and significance, as well as
just being precious. There are a lot of materials that are precious but don’t have that
poetic sound.
CS: You used the word ‘sound’ and it made me think of resonance – there is a historical
or literary resonance in the sound of these names for materials, almost like a texture
to the words. You don’t necessarily have to know what the materials actually look
or feel like because their names have assumed their value.
SC: Absolutely. I think there is a lot of weight attached to those particular words. Some
of the materials I have been using recently include cedar of Lebanon and acacia.
The Bible is an easy reference in a way, but it’s something that I am very familiar
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with because I grew up in quite a religious household. Having said that, I do not
want my work to have religious overtones. At the moment, I am starting to use
crushed lapis lazuli pigment, which points to a very traditional way of painting,
tapping into another value system.
MB: I guess it is the myth of the material and what those words evoke – I don’t know if
I have ever physically encountered smokey topaz, I am not even sure I know what
it looks like, but I have a clear sense of what it represents culturally and historically.
So you’ve got the myth on the one hand, and the actuality of the substance on the
other. What is it like working with the substance? Does it give itself to the myth?
SC: One thing that surprised me is that a lot of the gemstones are cheaper than I
expected them to be. I suppose that’s because I am often using quite small stones
and I’m not going for the best quality, but they still sound exotic. People are always
asking how much they cost and I think they imagine that it would be several thousands but it isn’t. But somehow they become more than the sum of their parts.
CS: What you are saying about value is really interesting in terms of the relationship
between the materials you use and the objects that are made. In terms of labour, is
that something you think about in that process? Do you start with the work, the
process, the labour, or do you start with the materials?
SC: At the heart of it all is the word ‘balance’. I guess my guiding principle is to get to a
balance between something that is very lovely or very ordinary and then the
absolute opposite of that. At the beginning of my practice the way I tried to create
that balance was with the workmanship. Having taken something that looked very
ordinary, very quick, like a mark that had been randomly made, I tried to recreate
that with a very intensive labour process. From there, I went on to using materials
that have a precious quality to them, but started with the idea of workmanship more
than materials. I think now both things are going on, sometimes more of one than
the other. The series of hand-drawn bags, begun in 2007, don’t rely on any type of
precious material, it is almost the opposite, it is more to do with the labour and time
expended, while a lot of other pieces rest on their materiality. With some projects
like the inlaid pieces it is both the precious materials and the craftsmanship.
MB: Throughout your practice, even in the very early work, there is a fascination with
the discarded cultural refuse that you move to centre stage. You take as your subject
the extra splatters of paint that miss the canvas, or the bits of veneer that are missing

Work on it
2002
New wooden table, adhesive vinyls
28.7 x 45.3 x 30.1 inches (73 x 115 x 76.4 cm)
Private collection, UK
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from the surface. So the approach has been consistent, but the shift in materials
from vinyl to precious gems has been dramatic. Is that something that evolved with
the development of your practice in a certain direction, or was it driven from an
economic point of view?
SC: It definitely starts with trying to be specific to each particular context but I did use
a lot of vinyl when I started out and maybe it was an economic thing. When I did
‘Don’t Get Your Hopes Up’, my first solo show at SEVENTEEN, I started looking
at what was left over from the previous show, what was actually in the gallery
already. I thought ‘there are holes in the wall, there are these screws, and what if I
could turn matter around?’ I was trying to recreate that layering of history on the
surface, which is the same as with the table called Work on it (2002), a table with
veneer in sticky vinyl. I like working with those very poor materials.
MB: There is also an interesting relationship of scale – where the smaller objects often
seem to have the more precious material whereas the larger objects or installations
use more disposable materials.
SC: Yes, although in the show at the Victoria & Albert Museum I did use the precious
stone inlay on a table [Cursed with a soul, 2007]. I like Work on it though, because
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Detail of Work on it
2002
New wooden table, adhesive vinyls
28.7 x 45.3 x 30.1 inches (73 x 115 x 76.4 cm)
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it seemed like this cheeky way of doing marquetry, where you can just cut it out and
stick it on top. This is linked to another piece that was in the Beaconsfield show
called Everyone felt fine (2004), which used Dexion shelving – it is the shelving you
buy to put in the garage, you can get it from any DIY shop. I went to the V&A and
was looking at all their opulent tables that are made with an ‘intarsia’ technique –
the cutting and jigsawing together of diﬀerent marbles. So I made my version of
that with marble-patterned vinyl, but unlike Work On It, I was quite strict about
inlaying the shelves, rather than overlaying which would have been really easy.
CS: They clearly allude to the fantasies and aspirations associated with real marble.
SC: It is an example of using a poor material and trying to tart something up that has
got no intrinsic value whatsoever. This relates to something I’ve spoken about in
previous interviews – the influence that Charles Ray has had on me – but it’s only
recently that I’ve begun to really appreciate his very early work and the sense of
balance in it. I went to a talk he gave at Tate Modern some years ago in which he
spoke about how influenced he was by Anthony Caro, which I thought was
surprising, but it made me go and look again at Early one morning (1962) in particular. Glenn Adamson gives a really good description of it in his book Thinking
Through Craft that turned a light bulb on in my head. I knew the whole thing about
how the piece changes as you walk around it and you get this three-dimensional
picture, but Adamson points out how the choice of materials and the decisions
behind their positioning in the piece are what give the work its conceptual thrust –
nothing is quite what it seems in that there is an inversion of normal material usage.
Areas that seem to stand free of the piece are actually the main supporters, materials
that are usually used as hidden strengtheners, or rebars, become the gestural parts
of the sculpture – therefore the materiality of the piece is crucial. I suppose that is
what Charles Ray got oﬀ on, and even though my work isn’t to do with that kind of
actual support, it is to do with weight. It is not really a conceptual weight… a
symbolic weight, maybe? So those materials provide that symbolic weight and
counter something that has no worth, no symbolic weight whatsoever.
MB: In some ways you have inverted the relationships Ray sets in play between mundane
materials and grand sculpture, by using grand materials to make mundane objects.
With your gemstone pieces it would be easy to think of the artwork as just the
jewelled object, but actually that is the object in its inert state – it does not fulfill its
potential. A bit like if you hold a DVD in your hand, it is the literal object but it does
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As good as it gets
2008
18 carat white gold (hallmarked), white sapphire, turquoise, onyx
Edition of 10
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not function. With each there is a dependence on a peripheral element that supports
it, that is required to make it active. In your case, the means of support for the
gemstone rawlplug [screw anchor] is the wall, and it is absolutely necessary as the
basis for the symbolic weight. There is a fascinating dependence of the object on
its support.
SC: There’s a lot of weight involved in the notion of craft as well. I’ve been rather thrust
into the world of craft due to my use of materials and techniques, especially since
the V&A show. Whether I want to see myself as any sort of craftsperson or not, I
have had to deal with the craft element in my work. It is another weightiness.
Adamson also speaks about craft’s associations with amateurism, the drive that
would make someone go into a garage and make the Houses of Parliament out of
matches or something. I think that impulse is present in something like the bags.
CS: With the bags I always thought you were also referring to this idea of the ‘art factory’
Warhol-style, as well as the sweatshop. The exhibition at SEVENTEEN was called
‘Sweat’ and made links between contemporary art production and de-glamorising
the notion of the ‘factory’. Could you tell us about how that project came about and
how it worked?
SC: I can never quite remember what came first. Sometimes I start making work and it
raises so many questions that I can never remember what my initial thought was.
But I suppose that my practice is self-reflexive in a way and I am fascinated by the
whole idea of art-making because I came to it quite late. For me, people’s careers
and how they make work is still really fascinating. With ‘Sweat’, I suppose I was
coming to terms with how art gets made in studios, when you are under a bit more
pressure to produce for shows and for collectors, and the fact that I had started using
assistants. I was thinking about how coy artists are, on the whole, about the production of their work and how so many people outsource it, and yet people are very
shy talking about it. In a way, that is why I wanted to have that show and just lay
bare a production process. I was working with a lot of volunteers who were coming
into the studio and helping me and that sowed the seed of thought for the sweatshop, as there is no way that I could make all these things myself.
MB: It is obvious that someone like Richard Serra depends on a massive scale industrial
process, but with paintings and other kinds of handmade work people really expect
the artist to have done everything. I wonder if Agnes Martin drew all those lines
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herself?
SC: With drawings in particular, there are certain things that feel so personal, like the
way you put your pencil on the paper, if it is gestural at all, and so on. How can you
give that to someone else to do? So maybe that is another thing about those bags,
they are so absolutely ungestural, they are so much about drawing out a grid and
filling in the squares. When assistants would come to the studio I used to spend half
an hour apologising to them, saying ‘this is what you are going to be doing today, I
am so sorry that I thought this up and that you’re going to have to do it!’ It feels like
bringing somebody into your madness, but they absolutely loved doing them: it is
a basic thing, filling in boxes, listening to Radio 4, and just chatting. I used to be
there at the end of the day saying ‘right then, it is time to go now’, but the volunteers
would say ‘I won’t be long, I just want to finish this bit.’ There is something very
addictive, although that is not quite the right word…
CS: It sounds very compulsive, like playing a video game or doing a puzzle: you get into
this zone where it becomes meditative and you become detached. There is something soothing about that mental space and process.
SC: Yes, it is compulsive. I think that it links to my thoughts about craft. Before I became
an artist, I would have done those things like buy a kit of some God-awful cushion
cover or something like that, and bought into the idea that you are making something, having some sort of creative life, but in reality you are just filling in squares!
There is something very odd about that. What drives that creative urge to make you
sit there night after night doing an utterly repetitive action to a proscribed format
and then have this thing at the end where you can say ‘I made that’, even though
you had no part in the design and there has been no real creativity expended whatsoever? What it is all about is having some sort of ownership over the object. I find
that really fascinating, and I guess that is what those bags are like.
MB: You could have aligned the project with a very diﬀerent mode of production – for
example, if it was a jewellery studio with ten people working on the stone rawl plugs,
it would have had very diﬀerent connotations. How much did you have to think
about what product to produce in your sweatshop, or did the product come first
before putting it into mass production?
SC: The bag came first. I think I was just sitting in the studio and I had been looking at
those bags for ages when I had one of those moments. The whole cultural signifi-

100% cotton
2002
Boiler suit, embroidery thread
63 x 18 inches (160 x 46 cm)
Private collection, UK
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cance of those bags is really fascinating. I even did some research into why they are
tartan. Some researchers say that tartan originated in China while others believe
the Scots went to China and left tartan there. Whichever it is, tartan has been around
in China for ages. So there is already ambiguity in the pattern, and you think about
identities, and the fact those bags get used as luggage, so that immediately on seeing
someone at the airport with one of those bags you make an assumption about their
economic status.
CS: I have even heard them referred to as ‘Gypsy Bags’, which implies a kind of impermanent or transitory status on the part of the user, as well as an ethnic association.
SC: Another thing I heard was that they are given names in diﬀerent countries that will
relate to the immigrant population of those countries. In Germany they get called
‘Turkish Samsonite’ and in Africa they are called ‘Ghana-Must-Go Bags’ – the
Ghanaians were expelled from Nigeria in the early 1980s and had to just get their
possessions together quickly and go. Those bags carry so many rich associations,
so I think that is what came first. I was going to make one for the V&A show which
I thought would add another layer of significance with this whole thing of ‘don’t
leave bags unattended’ in the middle of the museum in case it is a bomb. I started
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to look at my studio and these people beavering away – it was so funny, all along
this long bench, three or four people scribbling away, I think that is where the idea
of laying that process bare came from.
CS: In terms of the bags, it seems to me that the value is in the labour rather than in the
materials, even though it is intangible. In the other work as well there is that aspect
of something secret or hidden, the value is something that is not immediately
apparent – it is camouflaged.
SC: That has happened in the wooden pieces that I am making at the moment. They
will be made of lovely woods and be studded with platinum nails and silver or white
gold screws, so it is going to be interesting to see what they look like because they
will look new. That is going to be quite odd as they are going to announce themselves in a diﬀerent way than the other work, like the turquoise rawl plugs, which
don’t draw your attention so you might never know they were there. I like both in
a way. I like that you have to take a bit more on faith, but it is also nice to have some
pieces that will alert you to the fact that there is something else there.
CS: Earlier you mentioned pieces like the stone rawlplugs referencing mundane activities. For example, putting in nails or screws is not the exciting part of building an
exhibition: it is the support. I can see this as a thread throughout your work. Waltzer
(2007) is another example where an aspect of overlooked labour is given a hidden
value.
SC: Metaphors!
[Laughter]
CS: Ah, yes, embroidery thread! There is always this feeling that you might miss it with
your work, that you might miss the point or even miss the work altogether. Are you
constantly trying to keep that level of ambiguity so that as people become more
familiar with your practice, they arrive looking for the secret?
SC: Yes, I think I am going to have to start addressing that now because the more
familiar people become with the work, the more their relationship to it changes. I
initially courted that moment where you had a shift in perception, but now there is
a danger that it could change to being more like a treasure hunt, which is a phrase
that the curator Vincent Honoré used: ‘right then, where’s the Susan Collis in this
room?’ That does not have the same charge for me, so maybe that is why the current
Any old music will do
2009
Wooden broom, red carnelian, diamond, black diamond, emerald, mother of pearl,
conch shell, cultured pearls, freshwater pearls, white howlite, labradorite, Brazilian opals,
citron crysoprase, white opals, garnet, rose quartz, turquoise, amethyst, peridot
59 x 20 x 61 inches (149 x 50 x 15 cm)
Private collection, The Netherlands
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Cursed with a soul
2007
Wooden table, diamond, fresh water pearl, oyster
pearl, mother of pearl, conch shell, Brazilian opal,
white opal, white howlite, fossil coral, magnecite
94.5 x 33.5 x 23.5 inches (240 x 85 x 60 cm)
Private collection, USA
Installation view, Victoria and Albert Museum,
‘Out of the Ordinary’, 2007

Better days
2007
Dustsheet, embroidery thread
94.5 x 47 inches (240 x 120 cm)
Private collection, UK
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work is more related to materials, why it is made out of diﬀerent woods. I think it
announces itself more as an artwork – because as I put these pieces together they
become, not exactly constructions, but I am deciding how to place these pieces in
relation to each other. For me, this moves it on from trompe l’oeil where the artwork
is not what you think it is. In every single article about my work, every single interview, that phrase ‘upon closer inspection’ always comes up. I know it is what the
work hinges on, but I am ready to stop doing that now. I definitely don’t want to
carry on making trompe l’oeil work for the rest of my artistic career, because it
would lose its charge for me and other people, wouldn’t it?
MB: There is a danger that it becomes more like a brand rather than an intellectual
process: ‘what else can I turn it into? How can I diversify the product?’ That is why
I think ‘Sweat’ was such a bold piece to make. It completely confounded my expectations of what the show would look like – I went in for the treasure hunt and
instead every aspect of the process was literally laid out on the table. That was fascinating and made me realise something about your practice: I hadn’t ever thought
about your work in terms of drawing until I saw the first bags that you made. When
‘Sweat’ was on you also showed a few large drip drawings where, again, you
construct this spontaneous-looking gesture in negative, so everything but the shape
of the drip has been meticulously coloured in. What role does drawing have in your
work?
SC: I saw my practice as a drawing process from very early on. Starting oﬀ with the vinyl
pieces and Work on it, that table we talked about. I definitely saw that as a drawing
process. Maybe it is to do with minute observation and finding a diﬀerent way to
use the process, challenging my own ideas of what drawing was. I thought a drawing
was something that attempted to recreate something else as an image. I suppose
that is where some of the original subject matter came from, things that would not
normally be deemed particularly worthy of a really intense observational drawing
process.
MB: There were three splash drawings in the show and they looked very similar but they
were from a wide timespan over a period of a few years, so you keep coming back
to this as a template of how to make an image.
SC: I’ve always got a drawing on the go; there is always something out on the table.
Funnily enough, drawing is something I tend to do at home as well. In a way, they
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are endurance drawings, which comes back again to the craft process. It is the
cushion cover maker again, it is an evening craft project…
[Laughter]
MB: Yes, but a hardcore conceptual cushion! Another drawing project with an ambition
and scope that is almost incomprehensible is the hand-drawn animation you were
making of a digital clock.
SC: It is still going on; we are going to try and get 12 hours of it done for the next Armory
fair, which is going to be quite a challenge!
CS: Is the clock drawn in graphite?
SC: No, it is biro.
CS: One of the things the bags and the drip drawings make me think about is being
seduced by the materials that are used to make art, the types of paper, of charcoal,
all the diﬀerent textures. But you don’t use any of those kinds of materials to
produce your work. You use biros, which are not exactly nice pens to use for
anything! Yet you create something that I find aesthetically seductive out of these
materials even though they are not the usual ‘artist’s materials’.
SC: Those other materials are the kind of things that you would use to try to create a
chiaroscuro technique – they’re quite grand in a way.
CS: Well, you wouldn’t write your shopping list with a charcoal smudge!
[Laughter]
SC: A chiaroscuro shopping list in charcoal, I like it – that is a piece of work!
MB: With the drawings for the clock it is almost as if the process of labour is constructing
the condition of its own regulation and oppression – as soon as the labour of
producing the clock is done, that clock can then be used to regulate the labour of
people who are working on other things in the sweatshop.
SC: I must admit that after ‘Sweat’ I did think it would have been a really nice, claustrophobic idea for the future to have the workers drawing those digital clock templates
so they are actually producing time. I think that could be a really interesting piece,
as the work progresses, the workers are adding to the length of time that the digital

Detail of For all the things we thought we’d love forever
2009
Cedar of Lebanon wood, cedar of lebanon, ebony and
holly veneers, smokey quartz, black diamonds, silver
Dimensions of installation variable
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clock can go on that day, they are actually making more time.
MB: You have a close sculptural engagement with the conditions of the studio, but at
the same time your work is not just a sculptural practice. The sculptures are of other
materials, like paint drips. Sculptures that are fundamentally about the process of
making sculpture but also about other art forms as well – it is sculpture about
drawing, sculpture about painting, sculpture about construction, DIY, and so on.
Do you see yourself as a sculptor?
SC: I suppose I do because that is what I studied. I like that rigour of starting with
nothing. I couldn’t imagine what it would be like to be a painter, as most painters
start with a canvas. I like starting with absolutely nothing, where nothing is preordained and you just have to make the decisions at the very beginning: what
material am I going to use? What is the form going to be? So yes, I definitely see
myself as a sculptor, but one thing I never felt that I was particularly great at was
dealing with three-dimensional space, so I make my things in the studio and sometimes when I have put them in a space I’ve been disappointed with how they looked.
Other people who I was at the Royal College with seemed much more conversant
with that whole idea of how the thing is going to fit into the space, but I guess I have
understood that about myself and that is maybe one of the places that the work
comes from.
MB: It is almost like a two-dimensional sculptural practice, where you are always working
on the surfaces. Especially with the bags, which begin as drawings, but even with
Waltzer or the embroidered overalls [100% cotton, 2002]. These are sculptures
where the facture is always on the surface of found objects.
SC: Yes, it is true, it is the surface that is being dealt with all the time. I think that with
Everyone felt fine, the idea of how surface decoration can aﬀect functionality was
one of the things that really interested me about making that piece: it hovers
between being something functional and something decorative. In a way, the only
function those shelves have is to hold up their own decoration. That is another craft
versus fine art concern: the function/decoration concept of where does function
end and decoration begin? I suppose it has started to veer away from that with the
new pieces where the choice of the actual thing from which they are constructed
has to be made, rather than starting with a found object – I really have started with
nothing and I am fabricating a discarded piece of wood out of cedar of Lebanon,
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walnut and all these diﬀerent things.
CS: So the new work is a big departure?
SC: It has made a big diﬀerence making those choices right from the start, but I can see
that for other people it probably does not look like such a big departure. There are
two things that have made a diﬀerence: I am choosing the materials and making
the piece from scratch, but also I am trying to make all my work abstract somehow.
I am trying to move away from simply giving each object this surface treatment.
For all the things we thought we’d love forever I (2009) is a piece of cedar of Lebanon
that is inlaid with white holly to simulate the paint residue on old pieces of wood
which have been ripped from houses during refurbs. White holly is really hard to
get hold of – it is the whitest wood that you can find and has hardly any grain in it,
so musical instrument makers really love it. For me, making these things that are
quite abstract is a departure. They might suggest a bigger whole, I suppose, but they
are not particular things in themselves and in this way I think I’m moving further
away from the assisted readymade that’s been present in a lot of the work to date.
For the last group show I was in, I arranged three of these pieces on the floor and
that felt like a new thing for me, to make that decision so it became almost like a
constructivist arrangement. Even the drawing that I am doing at the moment has
got this somewhat abstract, not-so-considered element to it.
MB: Having discussed Anthony Caro earlier, perhaps this new direction of the arrangement of abstract elements on the floor is an interesting point to end on.
SC: Thank you both.
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Also ran
2008
Wooden stepladder, mother of pearl, white opal, brazilian opal, fossil coral, marble, seed
pearl, freshwater pearl, cultured pearl, diamond, white howlite, tree agate
40.5 x 28 x 14 inches (103 x 71 x 35.5 cm)
Collection: Museum of Israel, Jerusalem

Sweat

SEVENTEEN
10 September–18 October 2008
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Sweat
2008
Performance
Six weeks, 11am–6pm daily
Sweat was a six-week performance carried out by volunteers. Workers were asked to
copy the grid-like patterns found on the ubiquitous woven plastic bags. Using coloured
ball-point pens and following stricts guidelines, they drew from 11am–6pm daily.
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One day…
2008–present
Digital animation from hand drawn cells
Edition of 3
24 hours
This piece uses thousands of biro drawings shown at three frames per second to create
a 24-hour clock animation. As each frame is unique, the background moves and shifts and
the central white dots pulse each second. The piece was used to govern the working day
of the performers at ‘Sweat’, Collis’s second solo show at SEVENTEEN.
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Tony Amore
2009
Biro inks and pencil on paper construction
20 x 24 x 12 inches (50 x 61 x 30 cm)
Private collection, UK
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Ruby
2009
Biro inks and pencil on paper construction
15 x 13 x 5 inches (38 x 33 x 12 cm)
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Bessie
2009
Pencil on paper construction
16.5 x 20 x 11 inches (42 x 50 x 27 cm)
Private collection, UK

Clockwise from top left: On vacation (2008),
Boris (2008), Refugee (2007)
Biro ink and pencil on paper construction
20 x 24 x 11 inches; 15 x 13.75 x 10 inches; 20 x 24 x
11 inches
Private collections, USA and UK
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Stills from One day…
2008–present
Digital animation from hand drawn cells
24 hours
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Detail of One day…
2008–present
Digital animation from hand drawn cells
24 hours
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Detail of Tony Amore
2009
Pencil on paper construction
20 x 24 x 12 inches (50 x 61 x 30 cm)

‘Sweat’
Installation view with Monarch and portrait of the
gallerist, commissioned by the artist from a
painter-decorator and amateur portraitist.
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Substance misuse VI
2008
Black biro ink on paper
36 x 27 inches (92.7 x 68.5 cm)
Private collection, UK

Substance misuse V
2006
Black biro ink on paper
26 x 33.5 inches (66 x 85 cm)
Private collection, UK
Detail of Substance misuse VI
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Don’t get your hopes up

SEVENTEEN
1–31 March 2007

44

Exhibition view of ‘Don’t get your hopes up’

Details of Long gone
2007
Turquoise, smokey topaz
Edition of 3
Installed length 53 inches (135 cm)
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Without you the world goes on
2007
Plastic bucket, water, pumping system
Edition of 3
Dimensions variable
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Rock bottom riser
2007
Inlaid mother of pearl
Installed length 33 feet (10 m)
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Made good
2007
18 carat white gold (hallmarked), coral, black onyx, diamond, silver
Edition of 10
Installed length 10.5 inches (27 cm)
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Waltzer
2007
Wooden broom, diamonds, white opals, turquoise, tourmaline, seed pearls (oyster), freshwater
pearls, white mother of pearl, gold mother of pearl, coral, labradorite, marcasite, red carnelian
50 x 14.5 x 4.3 inches
Collection: David Roberts Art Foundation
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Call the show off
2007
Sapphire, smokey topaz, garnet, black diamond, 18-carat yellow
gold (hallmarked), citrine
Edition of 3
Installed length 19 feet 6 inches (6 m)
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Untitled
2007
Jasper, black onyx, red carnelian, garnet, brown goldstone
8mm diameter each

57

Susan Collis would like to thank:
Peter Collis, Dave Hoyland, Aileen Harvey, Lucy Clout, Tamsin Casswell, Sam Williams, Eric
Rosoman, Catherine Packard, Liz Hoar, Mackay Butcher, Cylena Symonds, Vincent Honoré
and all the ‘Sweat’ volunteers.

Published on the occasion of Susan Collis’s solo presentation at Frieze
Art Fair:
For all the things we thought we’d love forever
15–18 October 2009

SEVENTEEN
17 Kingsland Road
London
E2 8AA
www.seventeengallery.com

Published by SEVENTEEN
ISBN 978-0-9554375-4-0
Publication design:
Aileen Harvey
Printed by European Print Group

