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Ellen Mara De Wachter: Your 
installation Stop Killing My 
Buzz is a kind of machinic 
assemblage with sound, light 
and sculpture affecting one 
another. Can you describe the 
different components of the 
installation and the way they 
interact? 

Richard Sides: The main 
element of the installation is a 
three-channel speaker set-up 
where the channels address 
one another as well as the 
space. Alongside this is a light 
installation, which is made in 
response to the posters on the 
wall. This installation plays with 
the interaction between the 
poster images and the space as 
well as the viewer’s perception 
of depth and colour. Between 
the sounds and the light 
there is no direct interaction, 
though the rhythmic nature 
of each element allows for 
synchronicity.

EMDW: To what extent are you 
trying to create an artwork that 
has its own rules of behaviour, 
and a sense of autonomy from 
you, the artist?

RS: I generally strive to make 
artworks that are autonomous. 
There’s a point at which a work 
becomes autonomous – and 
it’s a point I struggle with, 
because I find it hard to finish 
work in the studio. It’s generally 
during the installation of the 
work that 50% of the making 
happens, and once that’s 
finished, then I think the work is 
completely autonomous – it has 
its own generative properties. 
In previous projects, I have 
created generative systems, 
primarily using computer 
algorithms to achieve a 
specific level of autonomous 
behaviour. But with this work 
at the Zabludowicz Collection, 
it’s more a case of a narrative 
or fiction guiding the work. 
For example, the relationship 
between the light and sound is 
not synchronised, but there are 
short parts that are written with 
each other’s characteristics 
in mind.
 
EMDW: This influence 
between light and sound in the 
installation raises the idea of 
synaesthesia, when one type 

of sensory input or analysis is 
confounded with another. Is this 
notion relevant to your practice 
at all?

RS: Yes: there are different 
ways in which synaesthesia is 
used, and in which I choose to 
explore it. I have questioned 
whether I use these ideas as a 
more regimented experiment, 
or whether I let them be more 
freeform and gestural within my 
work. I’ve gone for the latter, 
but I was also playing with the 
idea of Newton’s colour music 
wheel, which put the colour 
spectrum in relation to the 
scale of sound frequencies. 
For example, red would be a D 
note in music theory. So I was 
interested in that approach to 
thinking the elements through, 
but in the end I didn’t go with it 
because what I’m actually trying 
to do is to use the language 
of technology and mise-en-
scène to address installation 
work. For example the lights I 
use might normally be used in 
theatres as narrative devices in 
part of a story, or at least this 
is how I feel I am addressing 
them. All these points within 
the structure of the installations 
are there to provoke a certain 
scene or image, whether it’s an 
abstract one or a text-based, 
descriptive one. 

EMDW: You’ve created a work 
that is self-contained from a 
technological point-of-view, 
but also that functions as a 
space in which people can sit, 
look, listen, reflect and simply 
be. This bodily presence and 
intentionality of the viewer feels 
important to your more recent 
work; you’ve orchestrated 
environments in which people 
can be comfortable and stay 
for quite long periods of time, 
opening up the potential for 
them to interact with the work, 
but also with one another. Can 
you talk a bit about this mode of 
production and the influences 
that have helped you make this 
‘artwork as social space’?

RS: I guess I almost imagine 
the installations as stages or 
plays where the viewer can 
be implicated as an actor, 
and where the materials of 
the space (acoustics, light, 
architecture, etc.) are also 

actors within the production. 
One reason for this kind of 
work is the fact that I’ve been 
an active musician longer than 
I’ve been making visual art. It’s 
a reaction against the normal 
presentation of music and the 
formalities, as I find a lot of 
music venues uncomfortable. 
But gigs are social events, so I 
was thinking about how I might 
want to start confronting this 
and how I could try creating a 
venue or enhanced listening 
space myself. In this sense the 
installations can also be read 
as temporary venues where I 
can experiment with ways of 
listening to music or occupying 
space as a social event. I also 
want to look at the level of 
performance involved, and this 
relates primarily to computer 
music, which is the kind of 
music I tend to make. With that 
genre, you tend to get austere 
environments in which someone 
is behind a laptop, or some 
electronic music equipment. 
You can’t get away from that, 
don’t get me wrong as this 
‘mini performance’ is one of 
the things I enjoy, but maybe 
you can shift the attention onto 
modes of spectating instead. 
So in trying to find a space to 
stage a kind of gig or event, I 
started to think about visual 
elements, what people would 
do in the space, how formal is 
it, how long it lasts; but without 
making the space say anything 
too didactic. And this is where 
ideas come in and it shifts away 
from the music on its own, 
though the music is always 
there. The work is informed by 
ideas of performance, social 
space, and how you enter a 
place. 

EMDW: You’ve recently made 
a number of performances 
under the title Kill the Gibson, 
for which you’ve invited 
artists to make sculptures, 
performances and videos. How 
would you describe this kind of 
collaborative project, and what 
it is about collaboration that 
interests you? 

RS: There are lots of 
compositional shifts involved 
in producing something 
like Kill the Gibson; for 
example a simple change in 
light, which has a particular 

effect on people, or a way 
of giving people something 
to be enjoyed, or provoking 
something. It’s really about 
composing. And that relates 
to collaboration, which is 
something that has happened 
with a lot of the projects I’ve 
been involved in. I’m not really 
clear where it comes from; 
I’ve consistently been in bands 
for the last 10 years and so 
it’s probably related to the 
way people get together and 
make music. Music is more of a 
mutual experience, and I don’t 
see that in art very much. I 
see a lot of visual art as people 
working alone, making things 
to be put in the world. I want 
to see what happens when 
all these things are brought 
together; to see whether it 
creates dissonance or harmony 
or whether it benefits people’s 
ideas because they have 
conversations while they are 
working together. It’s nice to 
collage things together in that 
way: one person designs a 
bar, another has an idea and 
we try it out, and then we try 
something with ceramics or 
video or performance, and so 
on. These collaborations are a 
kind of curating as well, but in a 
very easygoing way. 

EMDW: Writing has been 
the starting point for some 
of your sound pieces, which 
form an integral part of your 
installations. These texts are 
loaded with feeling and tacit 
meaning. Can you talk a bit 
about the ways in which ideas 
such as desire, aspiration or 
control are present in the work 
you have made? 

RS: I write prose, description; 
I try to define something I can 
only define through this writing 
practice. The text is then 
activated by someone’s voice 
or overlaid with an atmosphere 
brought by light, music or 
video. I suppose I use voices 
as a composer would in this 
sense, I seek out interesting 
accents or subtle intonations 
in people’s voices and choose 
them according to the content 
and atmosphere in the text. 
Then it’s about trying to create 
a character. In relation to 
desire, I’m interested in looking 
at materials as well as our 

existence within the universe 
as receptors, as human beings. 
We are always being put in 
scenarios and atmospheres and 
places, and some of these make 
us question what we really 
desire from life. In one sense 
there’s a connotation of sexual 
desire. But there’s also what 
could be thought as a material 
desire; the way water desires 
to gravitate through sand to a 
certain point, or the way gravity 
holds objects in equilibrium, or 
a wall that is tacked together 
in such a way as to exist, but 
which can also fall apart. 
There’s an overriding physical 
control within humans, and I 
am interested in understanding 
whether materials have this 
character too. But I also 
want to ask what this human 
character is, and what the point 
is of being in a particular space. 
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