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  Gregory Euclide,  makes objects that explore how he experiences land.  

   euclide’s recent work shown here and featured on this issue’s cover, is “a mixture  
   of landscape images painted on paper, which have been shaped  
   into three-dimensional sculptures that protrude from the wall.”

   Viscereally tactile, even two-dimensional photographs of the work, beg to be touched.   
   see gregoryeuclide.com for more  

ABOVE— Scoring a chorus in the crests that could not be owned —30 x 25 x 8 
acrylic, bubble wrap, foam, milkweed, pencil, pine cone, plastic, resin, satin ribbon, styrofoam, wax, wood 

 What is your work seeking? 

A more accurate depiction of how I experience land. 

A reflection of our times. 

 What time of day do you find best to work? 

I used to be an Owl. Now, I am more of a Canyon bird . . . I have to wait for 
canyon walls to warm up before I can discover the airfoils.

 What’s your advice to someone newly trying to make art? 

Do it all the time, learn what others are doing, and determine who your 
audience is. 

  Is there a particular location where you find your ideas? 

I enjoy going to places that are not familiar. There is a certain amount of 
exploring that can be done just about anywhere. Whether it be a motel 
room or a plot of land, there is usually something interesting happening. 
There is no specific location that these works are made from. They 
are a composite of memories and experiences in the land. Visiting new 
locations sometimes reinforces certain ideas and sometimes it brings 
about something new in the work. 

 For our sharing issue, do you have a secret recipe for 
goodness that you would suggest others try? 

One’s practice is developed over time. It is a relationship. Something 
works for you and you do it more. I find that music is a very important part 
of my work, but as I become more object-based there is less and less that 
is spontaneous about the work and the music plays less of a role then. I 
don’t adhere to a rigid notion of what I “should” be doing, I experiment 
and it all informs the work. I may do something in the studio for a week 
and not use it for 6 months. I might come back to it  and recontextualize 
it- find out that it is a useful way to approach an issue.

 Your work is landscape, but in an entirely new format. Can you speak 
to your relationship with landscape, and it’s subversion/celebration   
 in these pieces? 

I was raised in the country and I think that has a big effect on people and how they 
view land. We were surrounded by farms and forests and fields. I was free to walk in 
any direction without much of a notion of property. I had daily experiences in the land, 
either making forts in the woods or sitting in tall trees silently observing the lakes 
from above. I was always interested in the land for the sheer complexity of it. I was 
able to witness the unfolding of systems upon the land—the action/reaction dynamic 
that takes place between forces. 

  Your work often begins in two-dimensions before finding it’s self 
molded  into three 

It is the depiction of landscape becoming land. It is representation becoming actual. 
Flat work asks the viewer to project themselves into the work using their mind. Relief 
work invites the body to move around the object —invites the body to learn and have 
a relationship more fully. 

It first happened when I was interested in capturing some of the paint that I was 
spraying off the work. I work very wet and use a spray bottle to wash away drawn areas. 
I build up the works over and over again the whole time spraying them as I go. I made 
tears in the paper and folded the works up onto themselves to capture some of the 
paint. I noticed that the pools of paint in the folds looked like actual lakes and rivers. 
It was conceptually interesting to me that these pools were made of representational 
imagery that had been sprayed away and now it was becoming something actual. 
(I would use paint to create the likeness of a lake and trees and spray it awa . . . and 
what was left in the folds of paper was something that actually resembled a lake and 
topography). This is what initially started me on the path to working in relief - that 
tension between representation and something more actual. 

 Are you purposefully littering within your own artwork with the    
  plastic material you’ve integrate? 

Litter is a fact of the modern landscape just as much as the tree. I have been to 
the most remote places and found a plastic bottle there. In fact it would almost be 
impossible to escape this material. Either it is placed there directly by someone or 
it is carried there by nature. Litter can be viewed as a seed of consumerism. Just as 
a fruit is the carrier of a plant’s hopes to proliferate and thrive, the plastic bottle 
is the same. It reveals how successfully the throw-away mindset has spread. It is 
interesting if you think of humans as the fruit, the nourishment for such seeds. nRIGHT— Walking gave unraveling a plane to spill—21.5 x 23.5 x 10

acrylic, foam, organic matter, paper, pencil, photo transfer, plastic, satin ribbon, wood

LEFT— Struggling swept canyon’s focus toward tangents —30 x 26 x 8
acrylic, pencil, pen, bubble wrap, foam, waxed thread, leaves, photo transfer, on paper
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