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landscape, landscape, landscape, cityscape 
A conversation with Lachie Rhodes, Daniel Sherington & Dr Louise R Mayhew 
Grey Street Gallery, Queensland College of Art, Brisbane, 8–19 June 2021 
 
Louise Mayhew: How did landscape, landscape, landscape, 
cityscape come about?  
 
Daniel Sherington: The exhibition came about with a lot of 
conversations in the car, with Lachie, to and from work. We were 
driving around, bouncing ideas off each other. We were doing 
major studio project [an end of degree course at Queensland 
College of Art (QCA)] together and talking about our practices a 
lot. Lachie was really interested in how his photographic work 
was developing¾the idea of the theatrical and narrative. So, it 
developed from a lot of those conversations, talking about 
historical imagery within an Australian canon, especially Colonial 
Euro-Australian imagery, and how we hold a performative-like 
position to them, while trying to be critical of them, and thinking 
about how to pursue that. Lachie approached me with the idea of 
an exhibition. He put it forward, I thought it was a good idea, and 
here we are.   
 
LM: Central to the exhibition is a shared investigation of the 
landscape, which features in the history of painting, especially 
Australian and colonial paintings. Lachie, can you tell us about 
the real and the conjured landscapes that feature in your work?  
 
Lachie Rhodes: I guess it started because I wanted to recreate 
some of Nolan’s Kelly Gang works. In terms of the literal 
landscape, they're all rather suburban, which is quite funny. They 
don't look suburban, but everything there in the photographs is 5 
minutes from an IGA. I'm a very urban man, which is connected 
to the second part of your question, about the ‘conjured’ 
landscape. It (the suburban-ness) is part of the conjuring. 
Similarly to artists like Drysdale, I know little of rurality. And that's 
why it's almost a fun joke that all of these colonial Australian 

artists were doing their pastoral thing (which then became less 
pastoral and barer). I don't know anything about rurality, and I 
don't know anything about the countryside, despite what you 
would think from these photographs. For example, in Sunday 
Evening (After Drysdale, 1941), 2020, there’s a windmill in the 
background. In reality though, the location is right by a shopping 
centre. I like finding these pockets of the landscape and turning 
them into my stage.  
 
LM: Would you say that these works and their locales are about 
your idea of how the ‘countryside’ looks?  
 

  
 
Lachie Rhodes, Sunday Evening (After Russell Drysdale, 1941), 2020, Single-
channel video work, Continuous loop 
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LR: Oh yes, without a doubt. I like these folkloric ideas about 
‘nature,’ but it has little to do with real life. Because I, clearly, do 
not consider myself to be cut out for the ‘hard yards’ on a farm.  
They’re very much imagined landscapes, which links to Daniel’s 
works. My landscapes are just as imagined, because although 
they’re photographs, they aren’t representative of any actual 
‘reality.’ 
 
LM: Daniel, I have a question for you too about landscapes. 
What is it about landscapes that, as a genre, you find so 
intriguing?  
 
DS: I don't know if it's necessarily the genre that I find interesting, 
but the systems that surround them. The institution has a very 
particular role in circulating this sort of imagery and ensuring that 
it's still relevant to the Australian public. There's been so many 
Australian Impressionist exhibitions in the last 10–15 years. There 
was one at the tail end of 2020, Arthur Streeton at the Art Gallery 
of New South Wales. They've got another one going at the 
National Gallery Victoria at the moment, and a large amount of 
rhetoric for those exhibitions is trying to keep these images 
relevant and, like Lachie, I don't have that much of an 
understanding of what that type of imagery might be portraying, 
but I question the relevancy of those images to today. My work is 
about trying to understand why they become popular and why 
these sorts of discourses surround them.  
 
When Lachie was answering the previous question, about 
imagined landscapes, it made me think about how I've done a lot 
of reading around Henry Lefebvre and his ideas on the 
production of space, and how conventions of producing space 
are established by people. We all exist in space, we're going to 
make space that looks the same as the space we currently exist 
in, and you could apply that to a painting rhetoric, within 
Australia and this continual line of conventions being 
established. Within that there's this very idealized and fabricated 
construction of the landscape. So, when Lachie is speaking 
about the theatrics of his imagery, that's some sort of idealized  

 
 
Daniel Sherington, untitled (landscape landscape), 2021, Epson ultrachrome on 
archival paper, 164 x 170cm 
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notion of landscaping for him. That's what interests me about the 
genre, the things that encompass it and try to continue its 
narratives. 
 

  
 
Lachie Rhodes, The Slip (After Sidney Nolan, 1947), 2020, Inkjet print from 
silver negative, 32 x 32cm 
 
LM: Something shared across your practices is this idea of 
redoing¾revisiting, restaging, recycling¾pre-existing imagery 
and tropes. What attracts you to redoing as a creative strategy? 
And who are you thinking about or referencing, both explicitly 
and secretly?  
 
LR: One of the things that I'm most passionate about is 19th 
century balladry and folk music, and how in these forms the 
same stories are constantly recycled and reiterated. I want to 
bring that into everything. Paying homage to something visually, 
to me, is the same as paying homage in song or in literature. 
Also, I very much live my life trying to roll with the big guns. If I 
find out that someone who I really admire did something, I’ll do it 

too. I do this in every aspect of my life, not just in art. Someone 
told me that Patti Smith smells like hay, and I tried to find hay so 
that I could also smell like hay. I enjoy paying homage.  
 
With these works, explicitly, [I’m thinking about] Russell 
Drysdale, Sidney Nolan, but implicitly I think of really bizarre 
things when I'm working. I think about Dolly Parton all the time 
when I'm taking photos. I don't know why, because it doesn't 
come out at all, especially because I have this very austere, 
serious persona when I'm taking photos. But I do enjoy thinking 
of fun stuff. I’m also thinking about photographers like Sally 
Mann, and Australian photographers such as Ponch Hawkes and 
Carrol Jerrems. When I'm printing, I'll be thinking “Is this slight 
sepia tone what Carrol Jerrems would want?” and “What would 
pay homage to her work?”   
 
I also think about literary things, whatever I'm reading. When I 
was making some of these works, I was having a really big Toni 
Morrison moment and I thought it was very important to have 
folkloric elements come into my work because of the way that 
she has folkloric elements come into her work, despite the 
contemporary setting.   
 
DS: When I'm thinking of redoing, while doing Honours and 
focusing so much on creating a body of work, it allows you to 
really develop a lot of ideas. I realized that I’m interested in 
systems of production and how that can be deployed in artistic 
contexts. So, when I was thinking of Henri Lefebvre, before, and 
how conventions of creating space operate along similar lines to 
conventions in historical paintings, and seeing that as a system 
of production, the idea of redoing or appropriating is a 
performative methodology. I've been interested in post-Internet 
artists who were looking to networked ideas of making and 
circulatory ideas of production, such as more obvious 
international painters, like Wade Guyton and Parker Ito, but also 
artists like Helen Johnson. She deploys a lot of pre-existing 
imagery and ideas of making within her work to a critical end.  
 



4 

  
 
Daniel Sherington, untitled (figure in landscape), 2021, Epson ultrachrome on 
archival paper, stainless steel frame and s-hooks, 110 x 170cm 
 

I find it funny, though, when I mention those international artists, 
that a lot of historical artists were just as invested in looking 
overseas for ideas of how to make. So that practice of looking 
overseas is another premise of me filling those conventions of 
making. That's what is interesting to me, revisiting those types of 
making and employing them in my own practice.  
 
LR: [Laughing] Daniel says “Henri Lefebvre” and I say “Dolly 
Parton”.  
 
DS: Both are massive in their own right.  
 
LR: The two dual forces.  
 
LM: Daniel, your creative process is very present. Your work 
makes us think about the labour and skill of how your works are 
made. Can you share with us a typical day in your studio? Or 
walk us through how you develop a work, from conceptualization 
through to completion?  
 
DS: [Laughing]. I probably procrastinate for 8 hours, work for two 
at the end, and wonder “Where did the day go?”  
 
It depends on the type of making. With images such as untitled 
(landscape, landscape) (2021) and untitled (figure in landscape) 
(2021) I do procrastinate and then there are intense periods of 
making. Recently, I have been looking at different artists, seeing 
how they make, researching and thinking. I do my best thinking 
when I'm driving. More often than not, I'm driving around, to work 
or somewhere else, and an idea pops into my head. This body of 
work, or ideas of using a procedurally generated 3D modelling 
tool to make a landscape, was developed over a long period of 
time, beginning with directly appropriating historical imagery and 
trying to understand why I'm doing that, why it's relevant and 
then figuring out “Actually, it's more about this” and then “this” 
and then “this”.  So, my thought process is progressive.  
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The type of work that I make, especially the drawings, can be 
labour intensive. I draw on quite small electronic devices to make 
these big images, so that factors into the labour. There is a lot of 
being hunched over drawings, then standing up and stretching, 
and resuming over my little iPad.   
 
LM: Do you have an idea first, which you pursue, or do things 
change as you're in the process of making?  
 
DS: I have a very general idea. For this show, I knew that it was 
going include these types of images, these ‘landscapes’, but I 
didn't know how it might look. I thought there might be a big work 
on the internal dividing wall, and that I wanted to activate the 
windows, but it was only two days before install that I knew, “It’s 
going to come together like this”. I probably had 20 to 30 other 
ideas of how it might have turned out. So, I do have a general 
idea of what might be presented, but there is a lot of play when it 
comes to installing a show and moments of ‘presentation’.  
 
LM: Can you tell us more about how you’ve activated the window 
with untitled (figure in landscape)? 
 
DS: There's a large, stainless steel frame, which has been taken 
from a temporary fence that you would find around a 
construction site, and hanging from the top there are some S 
hooks that have been pierced through the top border of a 
drawing. It's dangling, very tastefully, down from the frame, and 
there is a square cut out from the drawing. So there are multiple 
levels of framing. Also in the gallery is the mesh fencing that has 
been extracted and removed from it. 
 
The steel frame was previously used in another work. It stood 
alone in the gallery to mediate imagery between it: a landscape 
would sit far behind it on the wall, and the steel frame would be 
sitting further into the gallery space.  
 
 

  
 
Daniel Sherington, massing model, 2021, stainless steel wire mesh, 90 x 120 x 
60cm 
 

  
 
Lachie Rhodes, The Slip (After Sidney Nolan, 1947), 2021, Inkjet print from 
silver negative, 32 x 32cm 
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Daniel Sherington, 21st century décor, 2021, pigment print on transparency 
paper, 38 x 43cm 
 

LM: When you recycle and revisit imagery, it's not just others’ 
work, it’s also your own.  
 
DS: My images are recirculated and redeployed; objects that I 
display have also been redeployed and reconsidered. For 
example, the sculpture on the floor was on the wall, previously. 
It's all up for grabs.   
 
LM: Lachie, you and members of your family feature in your 
work. Can you share with us the thought process behind this 
decision, and talk us through the implications?  
 
LR: They are captive models, and they understand what I want. I 
would never take a photo of someone I didn't know,  
and I wouldn’t ask a friend who I didn't think was able to convey 
the right sensibility. With my family, or my mum, I can say: “Look 
a bit like that Julia Margaret Cameron photo where this happens, 
but you need to also seem like a Drysdale painting, but you have 
to be like that Dickinson poem”. I can say esoteric things as 
instructions, and she'll say “Ok” and do it. It’s the same with my 
brothers. I can say to them, “Oh, you know this 50s girl group 
song, look like that song, but you have to be serious.”  That 
would seem insane to people I don't know. Plus, my mum has 
very beautiful white hair, and I want to photograph that as much 
as possible. I obviously dress them up. My family doesn't rock up 
dressed like that.  
 
There's something nice about using your family too. A lot of 
photographers who I really admire¾Emmet Gowin, Sally Mann 
and many others—use their family. It's a good thing to do, 
especially as your family members are almost different versions 
of yourself. If I am the base model, then they are Model X, Model 
Y and Model Z.  
 
The implications of using my family are a nod to photographic 
history, such as the photographers I mentioned, like Julia 
Margaret Cameron. She would have friends over to her country 
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house, and she would say: “Come, and I'll take your photo. You 
can dress up as... King Arthur.” I very much appreciate that idea.  
 
Perhaps using my family implies that the creative process is 
collaborative. But I feel too selfish to actually say it's 
collaborative. I'm very much into saying this work is mine, it has 
my stamp. I hope that my vision is a pastiche of enough different 
things that it is somehow unique. But that is not for me to say. 
Someone else will tell me if it's unique and I either will or will not 
appreciate that.  
 

 
 
Lachie Rhodes, Ned and I, 2021, Antique frame, gelatin silver print, inkjet print, 
7.5 x 9cm 
 
LM: That segues into my final question. This is a co-created 
exhibition. What have you learned and experienced in working 
together?  
 
LR: [Laughing] I will never do it again.  
 

DS: [Laughing] I won't do it for eight months and then I’ll think 
again about working in a group. No, it's been a good experience. 
There was a lot of stress leading up to the show, I had a couple 
of other things on, and I was thinking: “How's it going to turn 
out?” but when the exhibition came together in the space, I 
shifted to thinking “It's worked really well”. I've really enjoyed the 
dynamic between the works. That is something that we 
envisioned when we were in the initial stages of the project.  
 
LR: I think it's important to note that although we have very 
different tastes, we both know what the other one is doing. We 
were both going to do our own thing and then put it together 
because we knew we had a solid rationale for organising the 
show.  
 
DS: We were confident that what we put together, and the ideas 
circulating in the two respective body of works, would play well 
off each other. It is a very collaborative exhibition, but it is also 
split, quite dynamically, down the middle. There are two sides. 
We had that idea in the proposal: the wall would operate as a 
pivot between the two practices. There are nice relationships 
between our practices, as brought out in our answers today. 
Lachie is very playful. There's a lot of playfulness and 
theatricality in his references to Dolly Parton. And I’m full of art 
wank, and those two positions play well off each other. We 
demonstrate two different approaches to similar ideas.  
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All photographs by Louis Lim 


