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Agatha Gothe-Snape 
Australia b.1980 
Text Work and Line Work 2011 
Vinyl letters 
Installed dimensions variable
Installation view, ‘Social Sculpture’, 
Anna Schwartz Gallery, Sydney, 2011
Image courtesy: Paul Green

Movement, both in physical and mental spaces, 
is a recurring theme in Agatha Gothe-Snape’s art. 
While not ‘performances’ in the strict sense of the term, 
her works borrow certain qualities from the discipline of 
performance — for example, an emphasis on the activity of 
moving, and a nuanced understanding of bodily and spatial 
awareness — which she uses to consider questions about 
aesthetic experiences encountered in art and life. 

As Gothe-Snape observes in several works, movement 
is fundamental to our experience of art exhibitions. 
Where other formats for consuming culture — books, 
televisions, theatres — ideally require us to remain 
still, museums and galleries ask us to be in motion. 
It’s a complex kind of motion, too. Motion that invariably 
involves negotiating not only the physical parameters 
of art works, but also those pertaining to a building, 
to elements of exhibition design and to other bodies 
inhabiting the space. What’s more, museums and 
galleries employ lighting, sound, interpretative materials 
and other tools to moderate our behaviour and make 
our physical engagement with an exhibition relatively 
uniform and predictable. Through works developed for 
a range of different art environments — from artist-run 
initiatives, to commercial galleries and public art 
museums — Gothe-Snape explores the manner in which 
these mediating structures frame our actions and shift 
our appreciation for the people and objects we encounter. 

In Text work 2011, Gothe-Snape painted a yellow 
stripe on the concrete floor of the Anna Schwartz 
Gallery, Sydney, at the threshold of the cavernous 
space. On the wall opposite, she installed a large 
sign that instructed: ‘DO NOT APPROACH THIS END 
OF THE ROOM DO NOT CROSS THE YELLOW LINE’. 
Immediately, viewers were made conscious of the most 
essential actions involved in looking at art — how and 
when to move around and between art works — and also 
reminded of unspoken anxieties about how to conduct 
oneself in the for-profit, privately owned setting of a 
commercial gallery. In the accompanying finely realised, 
map-like gouache drawings, Gothe-Snape proposed other 
possible delineations of the gallery and pathways for 
moving through the space.

In 2010, Gothe-Snape addressed the subject of 
movement in public art museums in a collaborative 
project with Brian Fuata. Wrong solo: cruising at 
Primavera reconfigured the activity of walking through 
the Museum of Contemporary Art’s ‘Primavera’ exhibition 
into a quasi-mystical experience. The work involved 
a twice-weekly ‘cruising workshop’ conducted by the 
artists in the exhibition spaces with gallery visitors. 
Warm-up exercises — some verbal, some physical — 
served to create a relaxed and trusting atmosphere 
among the group, before the artists led the participants 
on a tour of the exhibition. Unlike a conventional 
curator tour, wherein viewers would experience a 
heightened sense of differentiation between themselves, 
other visitors and the art work, ‘cruising’ created an 
environment of enhanced awareness and connectedness 
to the exhibition and to others occupying the space. 
Hypnotic instructions given by the artists to the ‘cruisers’ 
had a knowing, new-age quality. For example:

Notice the colour of the air. Let that colour come 
into you. Come out to meet that colour. Name it. 
Take a step. Take another. Walk. What colour are 
you? Is it different to the colour you were before? 
How much space is there between you and the 
wall? How much space is there between you and 
your friend? Between you and the stranger?1

Evoking the atmosphere of a meditation workshop, 
Wrong solo: cruising at Primavera not only moved 
bodies through the museum, but exacted a shift in the 
participants’ perceptual awareness of the exhibition. 
Importantly, rather than acting as a distraction to the 
museum’s various structures of mediation, the work 
drew attention to them, revealing their subtle details 
and textures.

In other works, Gothe-Snape explores and exposes 
movement as it occurs in mental space. In Every artist 
remembered 2009, developed for Sydney artist-run 
initiative First Draft, she revealed the manner in which 
mobility is inherent in intellectual activity. The exhibition 
opened with nine blank sheets of paper. The sheets were 
gradually filled with artists’ names during appointments 
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Every artist remembered  
with Mike Parr 2009
Installation view, First Draft Gallery, 
Sydney, 2009
Image courtesy: The artist

Opposite
Cruising with Wrongsolo (preparation) 
2010
Workshop documentation, 
Campbelltown Arts Centre, 2010,
Image courtesy: Kathryn Gray

Working drawing for We all walk out 
in the end 2012

organised with nine artists from various disciplines and 
stages in their practice. As described by Gothe-Snape:

the task was to remember every artist. So, for two 
hours, each artist and myself would recall artists’ 
names in concurrent succession — I would say one 
name, they would say the next. Each name had to 
bear some relation to the name said before, in order 
to build a ‘drawing’ constructed entirely from 
written names.2

The resulting drawings build a compelling picture of 
how a local artistic community maps itself onto broader 
artistic discourses — in one rather comedic sequence, 
for example, we read: ‘Janet Burchill, Fridah Kahlo 
[sic], Carla Cescon, Louise Bourgeois, Michelle Hanlin, 
Archille Gorky [sic]’. The key to these works, however, 
is not the particular form taken by each list, but 
the manner in which they describe an erratic and 
extraordinarily agile series of connections. The overall 
image conjured by the drawings is of an idea set in 
motion — each invokes the liveliness of the conversation 
and portrays a mental exercise urgently redefining its 
system of reasoning from one moment to the next.

In her commission for ‘Contemporary Australia: Women’, 
the text ‘we all walk out in the end’ is written at a 
monumental scale on the 15-metre high GOMA entrance 
wall. With the directness of a pop lyric, Gothe-Snape 
provides a pithy commentary on the motion of people 
passing through the Gallery foyer, while also employing 
the metaphor of movement to describe emotional life. 

We regularly use expressions that link our feelings 
with movement, and the melancholic inevitability of 
‘walking out in the end’ resonates because it’s more 
than just a metaphor. As the idea of embodied cognition 
proposes, there is a causal link between motion and 
emotion whereby bodily movements promote the 
recollection of emotional memories. Walking out of the 
Gallery is thus brought into sharp relief by Gothe-Snape: 
she mischievously reveals the connection between 
this ordinary, unavoidable act and intense moments 
of change in our emotional lives.

If motion underpins Agatha Gothe-Snape’s various 
individual projects, we might think of her overall 
oeuvre as a psycho-geographical map that traces 
connections between spaces, bodies, emotions and 
ideas. In an interview published on Susan Gibb’s blog, 
Society, Gothe-Snape describes the activity of making 
art as akin to attempting to navigate through a series 
of fogs, each representing different areas of knowledge 
and experience.3 As she explains, ‘I guess it’s about 
trying to navigate the crisis of being human.’4 

Nicholas Chambers
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The National Women’s Art Book: 500 works by 500 
Australian Women Artists From Colonial Times to 1955, 
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Century Art in, of, and from the Feminine, MIT Press, 
Boston, 1996; Cornelia Butler et al., WACK: Art 
and the Feminist Revolution [exhibition catalogue], 
The Museum of Contemporary Art and MIT Press, 
Los Angeles;  Maura Reilly and Linda Nochlin (eds) 
Global Feminisms: New Directions in Contemporary 
Art [exhibition catalogue] Brooklyn Museum, Merrell, 
London and New York, 2007; elles@pompidou: women 
artists in the collections of the National Modern Art 

Museum [exhibition catalogue], Centre Pompidou, Paris, 
2009; and in 2010, at Brisbane’s Institute of Modern Art, 
Feminism Never Happened.

7 Australians Marie McMahon and Frances Phoenix (then 
Budden) worked on Judy Chicago’s The dinner party in 
Los Angeles in 1978. See Frances Budden, Our story/ 
herstory? Working on Judy Chicago’s ‘Dinner party’, 
Phoenix Artwork, Balmain, NSW, 1982.

8 See (ed. Barbara Caine) Australian Feminism: 
A Companion, Melbourne, Oxford University Press, 1998, 
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10 Women’s Art Movements were established in the 
mid-1970s in various Australian cities: in Sydney in 1973, 
in Melbourne with practical expression through the 
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1984; and in 1976 in Adelaide, with its original home at 
the Experimental Art Foundation and from 1978 in its own 
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and Toni Robertson in Sydney; Erica McGilchrist, 
Lesley Dumbrell and Elizabeth Gower in Melbourne; 
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11 See, among other recent projects, the CoUNTess blog, 
which analyses women’s appearances in major Australian 
exhibitions; work by scholars such as Kyla McFarlane, 
A Different Temporality: Aspects of Australian Feminist 
Art Practice 1975–1985 [exhibition catalogue], Monash 
University Museum of Art, Melbourne, 2011, and Melissa 
Miles, ‘Whose Art Counts?’, Art Monthly Australia, 
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visual arts, see Amelia Jones and Andrew Stephenson 
(eds.) Performing the Body: Performing the Text, London/
New York: Routledge, 1999; Tracey Warr, and Amelia 
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Phaidon, 2001, reprinted 2006.

15 See Donna Haraway’s influential Simians, Cyborgs 
and Women: The Reinvention of Nature, Routledge, 
New York, 1991.

16 Feminism is not entirely a dirty word today: see Granta, 
issue number 115: The F Word published in the European 
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I can hear her breathing
Emily Maguire
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