
124 125VAULTART.COM.AU

FORECAST

Lottie Consalvo’s art is not easy. Its beautiful and poetic qualities 
rest amidst evidence of struggle and darkness. Through private 
and public endurance performances, the Newcastle-based artist 
investigates what happens to the mind when placed under 
particular strains and restrictions. She also makes paintings, drawings 
and objects that explore similar psychological terrains, untangling 
knots of memory and examining what it means to be a person 
living in a complex and fractured world.

Consalvo is trained in business, gold and silversmithing, fabrication 
and welding, but is self-taught as an artist. In the early 2010s she 
undertook rigorous research into art and artistic practice while in 
Leipzig and Berlin – a process that continues through her ongoing 
study and self-examination. VAULT spoke with Consalvo at the start 
of a six-month spell in Europe, following an intensive few weeks  
as one of 12 artists-in-residence with Marina Abramović  for 
Kaldor Projects. 

YOU’VE ALWAYS MADE PAINTINGS AND OTHER PHYSICAL 
WORKS, BUT RECENTLY PERFORMANCE HAS BEEN YOUR 
DOMINANT MODE. CAN YOU TELL ME ABOUT YOUR 
RELATIONSHIP WITH THESE DIFFERENT WAYS OF WORKING?
My last solo show, at Damien Minton Gallery in August last year, 
was all physical works. I’ve spent the year since then focusing on 
performance and video. My father is a painter and I was brought 
up understanding that language, but I hadn’t studied performance. 
I had been doing it alongside making physical works, but it is a 
complex language that I needed to develop further. Now I feel like  
I can bring it all together and have a consistent language,  
and understand the themes I’m going into. 

MUCH OF YOUR PAST WORK, PARTICULARLY YOUR ENDURANCE 
PERFORMANCES THROUGH WHICH YOU RE-ENACT FORMS OF 
TORTURE, HAS BEEN HEAVY AND DARK. HOW DOES THIS DIFFER 
FROM THE WORK YOU’RE MAKING NOW?
Over the last year I have been converting what could have been 
very deep and heavy and sad into something nostalgic and beautiful 
and poetic. I don’t want my audience to be so uncomfortable that 
they don’t want to be in the space. I am comfortable with the work 
being sombre, but I don’t feel the need to have this really heavy 
and difficult presence that makes people ask what’s going on in 
the artist’s mind. That’s what I really struggle with – people asking 
‘Are you ok?’. That’s not what I want. But maybe I had to do that 
at the time.

A LOT OF THAT CONTENT WAS QUITE PERSONAL, BUT WAS 
THERE ALSO A POLITICAL AGENDA?
That was a period of trying to disguise the personal as the political. 
For It’s too early to love you at Alaska Projects [2014], I listened 
to a recording of my mother singing the Sesame Street theme 
song on loop for nine hours at a very high volume. You promise 
yourself you’re not going to be like your parents, but I found myself, 
as a parent, doing the same things. In Guantanamo Bay and Abu 
Ghraib, music torture was implemented and Sesame Street was one 
of the most effective. However this performance was essentially 
about the complexities of familial relationships.

IN YOUR PERFORMANCES, WHICH ARE SO PERSONAL,  
ARE YOU PERFORMING AS YOURSELF, OR DO YOU CHANNEL 
AN EXTERNAL PERSONA?

Generally my performances relate to a time in the past, so I place 
myself psychologically in that past. I’m interested in the inability 
to be present in the present, and the idea that perhaps we are 
more present in retrospect or anticipation. I’m really interested 
in the person you are while you perform publicly versus privately. 
I’m interested in making performances in my everyday life,  
and presenting videos or photographs of them.

DOES A LOT OF PLANNING GO INTO HOW YOUR PERFORMANCES 
WILL BE DOCUMENTED? 
More so recently, and perhaps that’s what enables me to feel less 
concerned about having an audience. I actually love the 
documentation as much as, if not more than, the process of making. 
I would love to show the full documentation of Compartmentalise 
[a year-long performance where Consalvo lived with minimal 
possessions]. There is this constant debate about videoing and 
photographing versus the live experience, and the essence of 
performance being ephemeral. That just doesn’t concern me. 
The most important performances in history most of us did not see, 
however the images and descriptions have led us to admire the 
work. Often these performances had very few audience members. 

WHY ENDURANCE PERFORMANCE?
When you do something for a long period of time, there is the 
possibility of change, and through that, discovery. Now I’m looking 
at a different form of endurance: enduring pleasurable things. 
I’m very interested in this search for happiness – living out my 
desires and seeing if that leads to contentment. 

IN JUNE, YOU WERE ONE OF 12 ARTISTS-IN-RESIDENCE WITH 
MARINA ABRAMOVIĆ   FOR KALDOR PUBLIC ART PROJECT 
#30. HOW HAS THIS EXPERIENCE AFFECTED YOUR PRACTICE?
It’s been reaffirmed that I can make whatever I want to make.  
I feel that I understand where I’m placed with the work that I’m 
making at the moment. I can make work that is performative, 
but there are no set rules around how it has to be presented  
or documented.
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