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From a young boy filling up handmade sketchbooks in country Victoria, 
Greg Creek has gone on to do great things for the medium of drawing.  
At the University of Melbourne he completed a PhD on the topic of 
Manifesto Drawing: cartooning, political observation and its relationship 
to art. Creek has shown in solo and group exhibitions around the world 
and is currently represented by Sarah Scout Presents, Melbourne. As a 
painter and a draughtsman primarily, Creek continues to re-evaluate the 
world around him and his works provide a platform for alternative voices 
to be heard. He is installing an exhibition at the Shepparton Art Museum 
(SAM) that will offer a significant survey of some of his accomplishments. 
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WHAT HAVE BEEN MAJOR INFLUENCES on your work? 
I think everyone has high and low influences – like art world influences 
and everyday influences. For me, when I was young, I used to collect 
political cartoons. I don’t know why I did; I guess it was the power of 
the cartoon. But perhaps more importantly, when I left art school we 
went to a contemporary art space in Basel and I do remember being 
absolutely shocked at the possibilities of art. There are interesting 
artists too … I’ve always really liked the American artist, Leon Golub. 
He’s the guy who most famously did a series of works about the 
Vietnam War and so there’s that sort of commentary, too.

Do you think that sort of commentary works well with cartoons 
because they are cartoons?
Yeah, I think it does. Cartoons and cartoonists don’t aspire to have 
ongoing meaning. They don’t aspire to be read in 10 years’ time like 
a painting. Cartoons are like an unfolding, ongoing single artwork 
because they’re published every day or every week and they keep track 
of daily events. So while a single cartoon is not the same, they have this 
quality … like a commentary. 

Throughout your career your works have contemplated and 
reassessed the issues of history, politics, identity and the everyday. 
What is it about these greater issues that hold a priority for you?
I often mention a quote by Courbet, a French painter from the 19th 
century. He was renowned as a Realist painter, and often ideas of the 
avant-garde and art’s ability to make social comment come from him. 
The interesting thing about Courbet’s idea of Realism is that he said “it 
isn’t how you picture someone … it’s who you picture”. I thought that 
this is a very interesting idea and it links into the everyday. There’s this 
idea of how our local experiences are isolated, personal and meaningful 
in that sense but they often embed universal meanings as well. These 
notions of history, politics, identity and the everyday are a potent mix 
that has a quality to intertwine them with each other.

With works such as ‘Dog Whistlers and Thirty Four Drawings for 
Love, Death and Politics’ (2014), you give a great deal of power to 
the viewer by allowing them to mark and interact with the work. 
For you, what is the importance of audience contribution?
There’s a general significance – art depends upon its audience. Artists 
try to be very generous and I think they ask audiences to come to the 
work with a generous attitude. So there’s an exchange. For a lot of 
artists, more recent artists, art actually engages with you ‘bodily’. The 
big, long drawing works that I make like ‘ChatterShapes’ and the 

‘Melbourne Desktop Drawing’ engage the body of the viewer in a very 
interesting way. I make the drawings leaning over a big long table and 
that is exactly the way the viewer experiences them – they lean over the 
table. In terms of the Dog Whistler’s work, I was making these very 
simple images of our current political leaders and they had these little 
speech bubbles. There was the possibility that I could write the words 
for what they were thinking but of course. It’s not just about what I 
think, the important thing is what you think, or what somebody else 
thinks they’re thinking. There were two reasons for that. One was to 
continue my interest with how the viewer interacts with an artwork but 
also to play with a very specific idea that some issues, popular political 
issues, are about who speaks for who. And so normally politicians speak 
for us but the Dog Whistlers exhibition inverts that.

To continue with that thought, your works often interweave the 
greater Australian socio-political climate with your own personal 
life. Together with the input of the audience, is there a collective 
narrative or voice forming through your works? If so, what do you 
think it is saying at this moment? 
Is there a single collective voice? I’m not sure but I do know that 
there is a desire for types of role models. I think political leaders are 
meant to be role models and historically role models of a certain type – 
wise, balanced or empathetic. And yet we are at a time when political 
processes are under stress because of a range of issues like the media 

So I would have 
multiple long tables in 
the studio with these 
scrolls of paper. It 
was like an unfolding 
narrative, a journal. 

or the economy. That kind of leadership struggles under pressures 
from above and beneath from the broader public. So there’s a bigger 
narrative about a breakdown of that whole idea that other people can 
speak for us with authority and that’s a challenge. 

To link back to when you were speaking about leaning over the 
table and the importance of that process as it translates to the 
audience, can you go into more detail about your studio practice? 
My interest began in the investigation of the quality of drawing. It 
meant that the way I was working in the studio could have a parallel 
with how the viewer might make it. So I would have multiple long 
tables in the studio with these scrolls of paper. It was like an unfolding 
narrative, a journal. I would make drawings in sketchbooks outside of 
buildings or whatever they may be and bring them into the studio and 
cut them into the actual skin or the body of the drawing paper. The 
sheets would gather stains, notes, scratches, doodles and drawings. My 
personal movement around the studio made the connections between 
the various things happening within the drawings. Now in a painting 
when you do a vertical painting on the wall, the painter makes the 
compositional connections and it’s the viewer’s job to follow them. But 
in this drawing process, the viewer is free like I was to make their own 
movements around the table and make their own connections.

You are currently installing a significant survey exhibition at the 
Shepparton Art Museum; can you tell me more about this show?
I was really fortunate that the Shepparton Art Museum chose to 
bring into its collection one of my works. The work is the ‘Melbourne 
Desktop Drawing’, a piece from 10 years ago. We thought let’s build 
a little show around it that gives context to my practice but also gives 
context to some of the formal things that the work is doing. There will 
be a long 30m drawing shown on a table in 7m sections. So there’s a big 
scroll on one end and one on the other; 7m is shown in the middle and 
every four weeks or so we’re going to roll it through and people can see 
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the whole drawing. We decided to show some related works that give 
earlier context and some later pieces. We’re also showing the original 
table, a selection of single drawings and a series of eight body prints 
called ‘Body Politic’. As well as ‘ChatterShapes’, a 40m drawing, there 
is a commissioned work about love, death and politics in Shepparton. 
It is a series of drawings I’m composing specifically for Shepparton. 
I am doing them during the 10 weeks of the show so I’ve started with 
about 14 and every week I will be adding to it. It’s kind of like an 
unveiling sort of narrative.  

EXHIBITION
Greg Creek: The Melbourne Desktop Drawing
Shepparton Art Museum
70 Welsford St, Shepparton, Vic
www.sheppartonartmuseum.com.au

01 Melbourne Desktop Drawing (detail), 2003, mixed media on cut paper, aluminium  
 table, 80 x 3000cm
02 Melbourne Desktop Drawing (detail), 2003, mixed media on cut paper, aluminium  
 table, 80 x 3000cm
03 ChatterShapes (mechanisms of gardens) (detail), 2009, mixed media, text on cut  
 paper, pins, 100 x 345cm
04 ChatterShapes (mechanisms of gardens) (detail), 2009, mixed media, text on cut  
 paper, pins, 100 x 345cm

Courtesy the artist and Shepparton Art Museum 
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