


















Photos: Mark Blower



Since meeting in Greece the two artists have 
developed work in parallel.  The work in this 
exhibition exists alongside their conversations, 
looking at contemporary landscape and traditional 
notions of the term in relation to their interest in 
Romantic literature and landscape painting.

Josephine Callaghan studied at the Bartlett School 
of Architecture (2006) and The Royal College of Art 
(2014). She works across photography and sculpture 
to consider the popular interpretation of landscape 
as romantic. The sculptures in this exhibition are 
developed around a specific area – the coastal 
road that links Athens to Cape Sounion. Much of 
this state protected land has been infiltrated by 
touristic development. Its panorama is therefore 
scattered with faded pensions, hotels and villas; a 
legacy of an assailing building boom of the recent 
past.  The architecture frames a craggy shoreline 
that offers respite to the inhabitants of the densely 
populated city. The faces and figurines on show 
come from the beaches where nudes gather; where 
the sensitive body bathes in tactility, luminosity, 
sonority. Lone swimmers take sun; cruisers walk the 
bushes; anglers fish from the rocks. It’s at times an 
uncomfortable space where pleasurable seductions 
of individualism exist in tandem with the social law 
of a common coast. Using clay, Josephine works 
with this spectacle of sea, rock, faces, lusts, drives 
and libido. The medium’s plasticity evokes this 
atmosphere, conveying flesh as organ that is both 
subject and object.

Sarah Cameron studied at Edinburgh College of 
Art (2003) and The Slade School of Art (2014). For 
this exhibition she cropped material from a 2016 

painting performance to make abstract paintings. 
The work explores how a free association method of 
making images is interconnected and differentiated 
from a socially and culturally formed mental image 
bank. The work operates dialectically between 
the arbitrary and the understandable and has 
been selected for its relationship with landscape 
painting.

Sarah and Josephine also work as part of the group 
ACTIVE BANK.

LIST OF WORKS
Josephine Callaghan
Works from the series Stampalia, 2017 and Iridos, 2017
Ceramic, light fitting, various dimensions

Sarah Cameron
Landscape, 2017, pigment on cotton, 25 x 30
Landscape, 2017, pigment on cotton, 40 x 35
Landscape, 2017, oil on canvas, 150 x 200

 24 September 2017, 5-7pm 
As a closing event, Sarah Cameron will do a 
painting performance in the gallery and Josephine 
Callaghan will screen a new video. 

Graphic Design by Cecilia Serafini

Private View: 24 August 6.30 - 8.30pm

If there is anything we can do to address your accessibility needs 
for this exhibition please get in touch info@cubittartists.org.uk



IN CONVERSATION
Cubitt Curatorial Fellow Helen Nisbet (HN) talking to Josephine Callaghan (JC) 
and Sarah Cameron (SC) in August 2017

 
HN: How did you get to know each other?
JC: We were put in touch by a mutual friend, then I met Sarah at her place in Zarakes [Greece] 
when I came out to make work earlier this year. 

HN: And let’s talk about the exhibition title.
JC: We came to the landscape for its blankness, it’s stunted immensity. 
SC: It’s hard to say what the word landscape means now and that interests me.

HN: How is the Greek landscape important to how your work has developed? Are there other 
landscapes that have influenced the work you make?
SC: Once I was driving around the south of the island and I drove through a landslide. Rocks and 
boulders were rolling down the hillside and breaking on the road. One of them went through a car 
windscreen and a man got out with blood dripping from his forehead. It’s a different relationship 
to landscape from the one I grew up with [in Scotland]. But my feelings about landscape aren’t 
specifically related to one place.  I do think about the history of colonial landscape painting 
and about nature being made overtly visible. I’m interested in this bourgeois mode of identity 
formation that is a consciousness of self based on territoriality.

HN: So you’re exploring issues that relate to painting in a wider context?
SC: In terms of landscape painting, it’s a genre full of pictorial codes that soften or distort reality 
to present a persuasive view and notion of identity. I think about the problem of representation 
being abstract, while being socially constructed.

HN: JC, your work in the show seems to be connected to the problems of an ideological 
landscape?
JC: I’ve been in Athens a lot in the last year, making work that relates to the surrounding coastline 
and its architecture. This environment is shaped by the legacy of Law 2344/1940.  State owned 
and protected, every rock and spit belongs to the nation. The law was a radical (and utopian) 
measure for its time, designed to protect the shoreline for public good, in a country with over 
30 times the world average of coast. This regulation has increased emphasis today, where some 
beaches are included in the government’s privatisation drive, in the mass sell off of national 
assets. 

It’s a visible struggle to govern such a territory and pockets of this perimeter feel entirely 
autonomous. This fillet of land bears the marks of neglect and deregulation, it’s a domain of 
municipal half-measures and solutions poured from concrete. (Il)legally built properties speckle 
this waterfront; follies built for pleasure. Their elegance reflects a flagrant individualism, jarring 
with the ideals of a state imposed romanticism. Here, building is an irresistible act of violence 
against the near fantasy of a social space.

HN: Do you see your work, particularly in the context of this exhibition, as Political? 
SC: When I think in painting it’s an abstract relationship with the political. In presenting a single 
perspective, the complexity of the truth of power relations are avoided. I’m interested in whether 
there are moments where both complexity and avoidance can be articulated. I also do other 
work that is directly politically motivated and perhaps there is conflict there - between politics 
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and painting. But it is in that conflict that I’m making the work.
JC: My work comes out of a number of places, politicised by their relationship with architecture. 
Key to this is the common force of leisure time or tourism and how these can shape a landmass. 
I worked with Margate’s resort masterplan a year back, and I’m also really influenced by the 
tectonic development of Lanzarote. Back in the 1970s, the architect and artist  César Manrique 
forestalled the inevitable arrival of package tourism. His masterplan for the island’s arid terrain 
caters for a mass tourist population; sculpting networks of cafes, bars, clubs into the island’s 
caves, fissures and lava seas. Visitors continue to encounter this sensuous defense to the tourist 
industry, subsumed by landscapes that command their own consumption.

HN: You relate to landscape in quite different ways, can you say a bit more about your interest in 
The Romantic or Romantic landscape?
JC: These sculptures come from my direct immersion in a landscape, along this coast.  Their 
gestures come from the shielded beaches where nudes gather; where the sensitive body bathes 
in tactility, luminosity, sonority. These are intimate social spheres built on an entitlement to the 
materiality of affect. It’s a romantic vision of landscape that is uniquely upheld by modern law. A 
law that obeys nature’s plasticity - the shifting border of the land as defined by the highest waves 
of salt water (Αιγιαλός). There is reference to what I think of as a marine consciousness; of seas 
separating island satellites, linked by archaic networks of trade, transport and communication. 
Beyond this horizon is the volcanic arc of the South Aegean, a region associated with civilisations 
long buried in ash or swallowed in seismic collapse. The Kos earthquake happened only a few 
weeks ago; a severe reminder of that recurrent volatility. 

Comparably the sculptures are innately dark (through to the core of their materials). I use iron 
rich clays that fire to black ceramic.  Light is retained in this opacity, instead radiating through 
the contours of their crust. I’m thinking of the half blindness specific to that beating sun, back 
to that Camus scene on the beach. “The light was almost vertical and the glare from the water 
seared one’s eyes.” Black like those moments of excessive exposure, where faces and rock appear 
as fleeting silhouette. 

HN: At times SC, you seem to align yourself with Romantic landscape painting, but then your 
work opposes that genre by refusing the illusion a complete view
SC: I make paintings in a fluid way - the things I’m thinking about and the conversations I’m 
having are integral to that. I don’t align myself with any genre, but I find it interesting to think 
about how and why the genres are constructed.

HN: Finally, do you want to talk a bit more about the collaborative work you’re doing with 
refugees in Athens?
JC: Having met in the context of the contemporary Greek landscape, our conversations are 
framed by personal experience of being in an unstable place that’s on a political stage.
SC: To begin with the work took the form of translating government signs relating to the funding of 
the Eleonas camp into many languages, with the aim of opening up the political space. 
JC: We then worked with a group of guys from the camp, making ceramic sculptures and building, 
then firing  an outdoor kiln.
SC: We talked to a lot of people in the camp about capitalist expansion and conflict; this leaving 
huge swathes of the landscape devastated, forcing people to leave and seek refuge elsewhere. 
I’m making some short films with people I met. I found that everyone talks about entering the 
marketplace and not being invisible, having a political voice. But poverty means no access to the 
area that enables education and individual potential - communicative power is determined by 
having a position in the global economy and without that power, the individual is at the mercy of 
unregulated capitalism. In a global art market there’s always an element of complicity with this 
problem. On some level all attempts at representing this problem, in art, fail and maybe activism, 
education and critique are a way of trying to respond to this failure rationally, while at the same 
time there’s an awareness that the ecological and humanitarian disasters of advanced capitalism 
can only be modified by a massive decrease in consumption and financial regulation.
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