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offsite:inside examined 

by Paul Glinkowski 

 

Reflections on an artist-led curatorial event at the Newlyn Art Gallery, 

Wednesday 6th to Sunday 10th February 2008 

 

Offsite:inside (OI) was devised, by the artist Sara Bowler, as an experimental 

curatorial project to look at different ways of presenting, within a white-cube 

gallery environment, artist-initiated projects that had originally been developed 

either for, or in response to, non-gallery settings. Five artists - Stacey Righton, 

Bruce Davies, James Hankey, Elizabeth Masterton, and Jacqueline Knight - were 

each invited to stage a one-day-only solo presentation of their work in the Lower 

Gallery at the Newlyn Art Gallery, Cornwall, over five successive days in February 

2008. This text sets out to summarise and respond to the projects presented by 

each individual artist and to issues raised by the OI event as a whole. In doing so, 

extensive reference is made to the artists’ own words, drawn from a series of 

interviews with the writer. 
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The context for OI: Sara Bowler (SB) in conversation with Paul Glinkowski (PG) 

 

PG: Where did the idea from OI come from? 

 

SB: It reflects the nature of how I work as an artist. The projects I’ve done over 

the last five years or so have been done offsite, often in collaboration with other 

artists. I was conscious that the work produced was not subject to critical review, 

even though I felt that much of the work deserved wider discussion and 

recognition. That raised for me the question: ‘how do you generate critical 

discussion around projects that are short lived, and take place in unorthodox 

places that are often not much visited, even by people who might potentially be 

interested, because they happen outside of the gallery context?’ That is a thing 

I'd observed in artist-led projects not just here in Cornwall, b ut throughout the 

country. If those artists’ projects do not succeed in attracting the interest of 

curators and critics – and that becomes increasingly difficult, the more off-the-

beaten-track the location - i t can have an effect in terms of the subscription1 

system, which means that the artists are not necessarily offered opportunities 

they could make good use of, because they are not sufficiently well known about. 

I wanted to show in the Newlyn Gallery artists whose work I'd seen and admired 

over the past three or four years, who hadn’t had much exposure; to increase 

people’s awareness of their work, and of how they work. 

 

PG: What curatorial and artists’ professional development issues were you 

interested to address through the project? 

 

SB:  The curatorial ideas are about e xploring ways of presenting art work in a 

gallery that is made specifically to be encountered in situations outside the white 

cube. Alongside that is an interest in presenting process-based work, often 

durational and performative to some degree, although the artists in OI wouldn’t 

define themselves as performance artists per se. The question is: ‘how do you 

present this kind of work in a gallery, and is it necessary or useful, to do so?’ An 

                                                 
1 ‘Subscription’ describes the process by which art is filtered and legitimised. Networks of art world 
professionals, including academics, curators, dealers, critics, artists and buyers, provide advocacy and 
endorsement for an artist’s work through exhibitions, critical appraisal and private and public purchases. 
The value of an artist’s work increases in proportion to the subscription it attracts. This process is 
reflected in artists’ CVs and, for example, becomes valuable currency in discussions between dealers 
and potential buyers, but to most people it is an opaque and insular activity.  
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additional issue is try to determine what kind and level of information the gallery-

going public wants in order to get the most out of seeing this kind of work.  

 

All the artists were interested in being part of the project because they 

recognised that having show at the Newlyn Art Gallery, which is one of the 

principal Arts Council funded galleries in the south west of England, would add 

status to their CV. They were all interested to see whether the work that they had 

made for, or in response to, different offsite situations could create an impact in 

the gallery.  

 

For me, this was the first opportunity to curate a gallery show. I ’d  organised 

events but had never stood back to observe what I’d put together in a reflective, 

curatorial way. The artists agreed that, as part of the project, they wanted to 

commission a writer to create a textual document that would submit the 

curatorial process to outside scrutiny, and would give OI a longer life.  

 

PG: Why were these five artists selected? 

 

SB: They were five artists working in this region whose work stood out for me. I’d 

watched them achieve quite ambitious projects in recent years, often single 

handily. Apart from James Hankey, they had all undertaken offsite projects and 

even James’s process-based approach seemed to lend itself to the curatorial idea. 

The selection was done on the basis of projects that they had all realised within 

the last year or two in different artist-initiated events within Cornwall.  

 

PG: What was the brief that they were asked to respond to? 

 

SB: The work they decided to present derived from individual discussions with 

me. The parameters were: one day each for a solo presentation; that there was 

no budget; and that the project should try to reflect the ethos of the OI concept. 

It was about identifying the work that they wanted to be known by through this 

opportunity. We agreed what the specific content would be through a process of 

discussion based on those initial parameters. 

 

They were all happy to work within those quite unusual constraints. That quite 

surprised me, as I thought that some might have raised objections to showing for 

such a short time. But none of them took that view, which made me think that 
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the connection to the Newlyn Gallery is important to them in terms of their career 

development. 

 

PG: How does this project fit in with the curatorial programme of the Newlyn Art 

Gallery? 

 

SB: It fits in two ways. One is that it fits with the ethos of Transitions which has, 

over the last four or five years become a regular slot within the Newlyn Gallery’s 

annual programme. Artists are usually invited to apply to show work in progress 

for a short period, usually of two or three days. This year the gallery elected to 

give Transitions a  focus on exploring curatorial ideas, but it so happened that all 

those who applied to take part were artists. 

 

There is also an ethos at Newlyn of showing more adventurous and challenging 

work by artists operating in the region, particularly within Cornwall, which 

maintains the spirit of what the Newlyn Art Gallery was set up as originally: as an 

artist led gallery. This focus on local artists takes place within the context of a 

broader national and international programme of exhibitions. 

 

PG: What are you hoping to achieve by doing the project, and what kind of 

outcomes do you think might result from it? 

 

SB: The ideal outcome would be that these artists are offered shows elsewhere, 

of greater duration and of a more substantial nature. That would be fantastic. But 

in the short term, I'm also curious about the audience response and have been 

questioning a selection of the visitors about their perceptions: about the gallery; 

about the OI project; about the kind of work that they are seeing; and about the 

sort of information they want to help them engage with i t . I want to find out 

whether this type of project works in the gallery, and whether the visitors who 

come here would make an effort to visit offsite projects if they were told about 

them. Of the people I’ve spoken to so far, they have all been quite positive about 

the idea.  
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The artists’ projects 

 

Stacey Righton, Charcoal Dust, Wednesday 6th February 

 

 

 

A woman sits in the middle of a large piece of white paper.  

There is a pile of rhododendron charcoal next to her. 

The woman takes the charcoal piece by piece and grinds it to dust. 

When she is finished she steps away from the paper. 

 

A sudden gust of wind lifts the charcoal and paper into the air. 

Some of the charcoal dust falls to the ground nearby. 

Some of the charcoal dust is carried for miles. 

The charcoal dust is scattered, but traces of its existence remain ingrained in the paper. 

 

Stacey Righton’s MA course, at University College Falmouth, completed in 2004, 

had a focus on art and the environment, which encouraged her to develop a 

number of offsite projects. In 2005, she worked in the Trebah gardens, near 

Falmouth, exploring processes of natural decay and mark-making, which included 

using leaves as they fell from the trees. In 2006, in Grading Copper Ore, realised 

as part of the Wheal Art Weekend at the site of a former mine at South Wheal 
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Frances, Righton developed a durational performative piece which involved 

smashing and grading metal ore over a five-day period. Also in 2006, for the 

artist-led project Eek, she made Scattered Maps. Using paint peeling away from 

the interior of an old grammar school building in Redruth, Righton created a 

subtle, almost imperceptible, map of the world dispersed throughout the 

exhibition space. Only recently has she begun to move back again to making 

work for white space environments.  

 

Whilst studying at Falmouth, Righton made contact with the Cornwall Wildlife 

Trust and gained permission to cut down and harvest Rhododendron ponticum. 

First introduced by the Victorians, it is now considered an invasive ornamental 

species that has grown out of control. The Trust later supplied Righton with some 

rhododendron charcoal, which she used as the material for a group exhibition at 

Falmouth Arts Centre. ‘We decided each to bring in some material equivalent to 

our own body weight,’ she recalls. ‘I brought in the charcoal and laid it out on a 

large sheet of paper. We agreed to do something different each day. My paper 

got dragged around, and at the end of the exhibition I removed the remnants of 

the charcoal and photographed the paper. The result was an “accidental 

drawing”.’ A fusion of this previous gallery-based project and a story, just two 

paragraphs long, that Righton had begun to write in 2005 (see text above), 

became the starting point for Charcoal Dust, a day-long performance-based event 

at the Newlyn Gallery.  
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Abandoning her initial plan - to grind the charcoal as part of the process of 

recreating the text, and to repeat the same two paragraphs over and over again - 

Righton opted to improvise, in a stream of consciousness-type way, starting with 

a handwritten transcription of the original printed text made directly on to a large 

roll of paper suspended from the gallery ceiling. ‘I decided the story would evolve 

live in the space,’ she said. ‘It would only end when I had to leave the gallery. In 

the end, I ran out of time, not paper. The overall idea was supposed to be about 

flux; about constant shifting, so it would have felt wrong to have repeated, or to 

have stopped, the story. It was, essentially, the record of a journey to  an 

unknown destination, which the narrator didn’t ever arrive at. It was like a fable; 

with references to plants, and encounters with birds and insects, and descriptions 

of the strangers I met along the way.’ 

 

The audience was, effectively, prohibited from accessing the whole text, which 

was only available to read in full at the end of the performance for about 15 

minutes, whilst the work was being documented. Even then the text could not 

easily be deciphered as the process of mark making meant that the charcoal dust 

had obscured some of the words. 
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During the performance, Righton wore a white dress, which accentuated the 

effect of the charcoal residue on her person. Health and safety issues raised by 

the gallery meant that she was obliged to wear a mask and to have at hand an 

old pair of slippers to wear when she stepped away from the paper on to the 

gallery floor. This illustrates how working in a regulated public space can bring 

with it restrictions that are not necessarily present in artist-initiated offsite 

projects. ‘Although I would have preferred to have been barefoot,’ said Righton, 

‘which would have meant that some of the charcoal dust would have been 

transmitted to the gallery floor whenever I stepped away from the paper, the 

slippers did add an interesting touch of domesticity.’  

 

Righton found that the unwritten conventions of the gallery helped to regulate the 

spectators’ interaction with her work. Whilst in the process of writing, she had 

decided to lock everyone else in the gallery out of her focus. Righton had similarly 

tried to exclude the audience, with less success, during her previous project at 

South Wheal Frances. At that event, which was at an external public site, visitors 

repeatedly tried to interrupt her performance with questions. ‘They maybe 

thought,  g iven that it was happening at a former mining site, that I was 

performing some kind of heritage-related spectacle,’ says Righton. ‘Here at the 

Newlyn Gallery, which is not a site that anyone might just walk into unawares, it 

felt more appropriate to block people out of my concentration. Visitors would be 

more inclined to ask before approaching me about what was permissible. The 

gallery context put them in a different mode of viewing. The art boundary, which 

makes people question to what extent they are allowed to interact with a given 

piece of work, seemed to apply. It was clearer somehow that I was not to be 

disturbed. I heard some people say that it was nice to be able just to stand and 

to observe without the opportunity to interact.’ As working at one continuous 

stretch would have been too physically onerous, Righton took periodic breaks 

from the writing and at these points she decided that she was willing to talk 

about the project with curious spectators. 

  

Righton felt that working in a physically neutral white cube space had enabled the 

nuances of her piece to articulate more clearly. ‘My work is quite subtle,’ she 

says, ‘and that can be quite problematic with offsite projects where it is 

competing with the busyness of the ambient environment. My Scattered Maps 

piece for the eek project, for example, was overlooked by some of the visitors. I 

was very pleased with that work, but disappointed that people may have missed 

This watermark does not appear in the registered version - http://www.clicktoconvert.com

http://www.clicktoconvert.com


 10 

it, because it was very low key. It didn’t necessarily fit well with the bolder work 

around it. In this quieter environment, the work is amplified.’ 

  

 

 

Of the five projects featured in OI, Righton’s was singular in its attempt to create 

a new artwork. Although the extent to which Charcoal Dust could be said to 

conform strictly to the curatorial brief - to look at ways of presenting, in a white-

cube environment, projects originally developed in response to non-gallery 

settings - could be questioned, there were enough references in the piece to the 

details, processes and concerns, of Righton’s previous offsite projects to make it 

feel like a legitimate response to the opportunity provided. 

 

Some elements of the presentation did not feel fully resolved, such as the use, 

specifically, of rhododendron charcoal, the purpose or symbolism of which 

remained obscure. The health and safety concerns of the gallery, which 

necessitated the wearing of a mask for the duration of the performance, also 

contributed an unplanned element to the mis en scene of the performance that 

was neither neutral in tone, nor negligible in impact; the viewer was bound to 

take this detail into account in their reading or interaction with the piece. 

Nevertheless, Charcoal Dust was an intriguing and engaging spectacle, which 

added a poetic, narrative dimension to the overall OI programme of events. The 

way in which the piece occupied the Lower Gallery space at Newlyn was subtle 
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yet convincing, which suggests that Righton could confidently go on to develop 

more substantial gallery presentations of process and installation-based work. 
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Bruce Davies: Create–Destroy, Thursday 7th February 

 

 

 

The project presented for OI by Bruce Davies stemmed from a self-initiated 

residency, beginning in December 2006 and still ongoing, with the National Trust 

on the Lizard and Penrose estate, near Helston, Cornwall. Prior to pursuing a BA 

in Fine Art at University College Falmouth from 2003 to 2006, Davies had worked 

for the Trust. ‘As a countryside warden,’ he says, ‘I had been aware of the type of 

requests that were put to the National Trust. So I  knew what i t  might be 

acceptable to propose. From their point of view, it would have to be low 

maintenance. I said to them: “I know you don’t have any money. Could I just 

have access to the site to work around the processes and procedures on the 

estate?” They agreed, and the deal was that they didn’t impinge on my artistic 

freedom, and I didn’t impinge on their budgets or the timescales for their work. 

They agreed to give me access to their s i t e s ,  provided a workshop,  and 

contributed other forms of assistance in-kind, such as help to cut and transport 

materials.’  

 

The first project realised within Davies’s residency was Cut–Stack-Burn, a 

performative re-enactment of a redundant rural activity: the cutting down of 

furze to use as domestic fuel. This project centred on the gradual building up and 

the ritual burning down, in March 2007, of a sculptural accumulation of furze, 
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which was sited at the Tremenheere Sculpture Gardens near Penzance. Cut-

Stack-Burn became a platform to develop, in Davies’s own words, ‘a visual 

conversation about the implications and absence of sustainable approaches in the 

management of land and its resources.’  

 

Create-Destroy represented a continuation of this thematic interest. Begun in July 

2007, on-site in plantation woodland at the Penrose Estate, this project received 

its first public airing at OI. The creative-destructive act at the heart of the project 

involved the ‘ring barking’ of forty ash and chestnut trees within a single 

woodland coppice. Ring barking is a traditional woodland management technique 

which involves the cutting away and removal of a continuous strip of bark from 

around the circumference of the tree, which interrupts the flow of water and 

nutrients up the trunk and thus leads to its gradual demise. Unusually, in terms 

of current woodland management practice, Davies has negotiated with the 

National Trust that the ‘dead standing timber’ resulting from this process should 

be left in situ to decay and to become a habitat for nesting birds and insects. The 

creative-destructive act of the artist, who brings about the death of the tree 

through the process of his art, becomes ecologically ‘creative’ in the dual sense 

that it allows more space for the surrounding trees to flourish and it precipitates a 

more sympathetic environment for a variety of woodland fauna to thrive in. 
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‘Create-Destroy is not intended as a critique of the Trust’s woodland management 

practice,’ says Davies, ‘but I want to illustrate the pressures that the traditional 

management techniques are now under. The trees would normally be felled, cut 

up, dried, turned into woodchip, and used for the boiler that heats the offices and 

cottages on the estate. Because I’ve taken forty trees out of the estate’s fuel 

supply, they might come to me at some point in the future and say “we need that 

fuel now to reduce our carbon foot print.” So that would set a time limit for the 

dead timber to decompose before being removed to be turned into fuel.’  

 

To make sure that the trees would be destroyed efficiently, Davies developed a 

fastidious method of stripping away a wide band of bark. ‘I became preoccupied 

by the aesthetic look of the residual standing timber, he says, ‘and I ended up 

removing a two feet to a meter stretch of bark. I wanted to make it look like 

something other than a simple act of vandalism.’ Each instance of tree barking 

was videoed. ‘I had to consider how to visualise the ideas inherent in the work,’ 

says Davies, ‘and video was the obvious medium. I t  s tarts a s  documentary 

evidence of the process, but then it is turned into a work in its own right. I’m 

aware while I’m working that the process of barking is a performative event; a 

spectacle that is being recorded.’ 

 

Create-Destroy was presented at the Newlyn Art Gallery as a large-scale digital 

video projection of Davies barking a succession of trees, starting in early July and 

moving through to December. Footage of the ring barking process is punctuated 

at two points by 360 degree panoramas of the plantation within which Davies was 

working. These panoramas were introduced to give a more expansive sense of 

location, and also of the changing character of the woodland habitat as the 

summer ebbed into autumn. There is an implied minimalist aesthetic about the 

work, with Davies opting for tried and tested minimalist strategies of simplicity 

and repetition. Davies’s working garb, for instance, remains consistent and 

neutral: jeans, trainers, a plain t-shirt; inconspicuous gear that anyone might 

wear. The same procedure is employed to bark each tree. No close ups are used; 

just one simple, straightforward viewpoint.  

 

The outcome of Davies’s diligent destructive labour is a kind of anti-aesthetic 

riposte to arts amenities such as the Forest of Dean Sculpture Trail: the on-site 

legacy is, effectively, a woodland art installation that is primarily distinguished by 

its lack of viewers and its premeditated aura of decay. ‘Getting rid of trees that 
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don’t help to promote an increase in biodiversity is a rational aspect of woodland 

management,’ says Davies, ‘but by doing it in a way that draws attention to the 

destructive and calculated nature of the process, you thereby puncture t he  

sentimental relationship that people tend to have with the idea of the woodland 

as an ecological sanctuary.’ 
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The presentation of Create-Destroy at the Newlyn Art Gallery felt to me like a  

hybrid event. It was a fully realised installation, but it had also the trappings of 

an open studio, work-in-process type presentation: it was of short duration, with 

the artist in the space, and with props and paraphernalia related to the process of 

making the work at hand. A haphazard arrangement of removed tree barks 

occupied the centre of the gallery floor, like kit parts for an unrealised Andy 

Goldsworthy installation, and a pair of flattened tree bark cuttings were arranged 

on spotlit shelves at the rear of the space. In addition to these harvested 

manifestations of his working method, Davies had chosen to provide a short 

introductory text, a newspaper article about biofuels, and some technical 

information about ring barking.  

 

When asked why he had opted to develop an installation, rather than just show 

the video on its own, Davies argued that the presence of the bark in the gallery 

enhanced the visualisation of the work, and would help to promote discussion. 

‘Having a dialogue of some kind is an important part of the work,’ says Davies. 

‘The woodland was not accessible to the public, and this event has given me the 

chance to discuss the project with the curator and then to open the work up to an 

audience. It has been a valuable opportunity to re-examine what I’ve been doing 

and to establish a platform for debate.’ Although this seemed like an appropriate 

strategy for the short-lived presentation of Create-Destroy at the Newlyn Art 

Gallery, it suggested that Davies was still working at resolving some fundamental 

issues pertaining to the piece. It was not clear to me where exactly the work 

resided. Was it in the conceptualisation, the making, the recording, the remnants 

of the trees standing unseen in the wood, or in the presentation of the outcomes 

back at the gallery? Or was it, perhaps, in the combination of those things?  

 

Following Davies’s presentation at the Newlyn Art Gallery, Create-Destroy 

concluded on Sunday 10 February with a guided walk culminating in a ceremonial 

act of closure: the ring barking of one final tree, at the Penrose estate. ‘ The 

residency period will probably carry on until the spring’ says Davies. ‘I am looking 

now to find venue to present all the residency-related projects in one go. That 

need not necessarily be a dedicated art gallery. It might be possible to develop a 

portable show that could be toured to village hall type venues.’  
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James Hankey, Friday 8th February 

 

 

 

An interest in the impact of geology on the morphology of the landscape has led 

James Hankey to develop an original durational and process-based photographic 

practice. Hankey’s images result from fastidious research into the geographical 

features and faultlines of the coastline: initially that near to his home town Lyme 

Regis in west Dorset, but also the coastline surrounding the Lizard peninsula in 

Cornwall. 

 

For OI, Hankey showed six framed photographic prints, most of which had been 

exhibited several times before, including at his degree show, at University College 

Falmouth in 2006. Hankey also made a new work for the occasion: an unframed 

print made on the night of January 25th 2008, based on an attempt to trace with 

torchlight his own movement along the undulations made on a Dorset beach by 

the geomorphological process of longshore drift2. Along with this print, and as a 

new departure in his work developed especially for this exhibition, Hankey 

showed a five-minute video that described and illustrated the process involved in 

the making of the photograph. This was presented as a large scale video 

projection on the gallery wall. Other paraphernalia, also revealing of the process 

                                                 
2
 Longshore drift is the movement of eroded material, in a shark fin shape way, along the 

coast line. The process arises when waves approach the shore obliquely. That is to say, at 
an angle other than 90°. The effect produced is determined by factors such as the direction 
and fetch of the present wind and, in the long term, of the prevailing wind.  
(source: http://en.wikipedia.org/wiki/Longshore_drift 18 February 2008) 
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behind the researching and making of the work, were brought into the gallery for 

the day-long presentation: two of the specialised cameras used to produce 

Hankey’s long-exposure images (which in themselves had the aura of museum 

exhibits), and a number of O rdnance Survey maps showing the location of the 

sites at which the photographs were made. 

 

‘Photography is a way for me to express my curiosity,’ says Hankey, ‘and to make 

my photographic practice in some way relate to the processes that helped to form 

the landscape is what inspired this series of images.’ When it was first shown, the 

series was called Layered Curiosities, referring to the six layers o f  the oceanic 

crust that appear at different parts of the coastline around Cornwall’s Lizard 

peninsula. Each of the six framed prints was shot at night at a different location 

on the Lizard. Each attempts to reveal the specific geological characteristics at 

that particular site, and to hint at the geomorphological processes involved in the 

making of them. Light lines recorded within the photographs, achieved through 

long exposure shots, bear witness to the progression through the moonlit 

landscape of a handheld torch and draw attention to particular geological 

features.  
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‘In each location, I  had researched the geomorphology,’ says Hankey. ‘I started 

by consulting specialist geological maps at Camborne School of Mines. From 

those, I would note where different rock types met. Then I, as a kind of amateur 

geologist, set out to try to find those locations, Often, I found that the coming 

together of different rock types had produced very interesting visual features in 

the landscape. That fuelled an enthusiasm to find out more about the 

characteristics of the rock and processes underpinning different kinds of 

geological formation.’  

 

Hankey found that it wasn’t only the landscape, but also the process of walking 

for a long period of time, that held interest. Walking, and finding the rhythm of 

the walk, became an important aspect of the work. ‘Walking is a very definite way 

of finding out about a place,’ says Hankey, ‘that has been recognised by many 

other artists, such as Richard Long and Hamish Fulton. My own project is different 

in that, unlike Long whose photographs were generally made as documents of his 

sculpture, my photographs are concerned with the natural processes that have 

occurred over vast geological time within that landscape.’  

 

Hankey’s images each take a lot of planning. ‘I do recce visits first based on 

studying the geological maps,’ he says. ‘That helps to pinpoint where interesting 

features may occur. I then visit the places during daylight, and if the weather is 

right I may stay on beyond dusk, particularly on moonlit nights. The moon cycle 

is important. As well as focussing on the period around the full moon, my 

planning process factors in an analysis of where the moon will rise and what the 

weather conditions will be. The whole thing is quite scientific. I’ve always lived by 

the coast and have always known about tidal conditions and weather charts.’  

 

The images were all shot at some point between twilight and late into the night. 

Hankey would carry with him several torches. ‘The torches are a way for me to 

write with light,’ he says. ‘They allow me to trace my movements in the 

landscape over an extended period. I use them during the course of a predefined 

walk to point out certain geological developments. They are a kind of prompt to 

inform the viewer how to detect visually what has or is likely to happen at a 

particular point within a landscape.’ Each exposure varies according to the 

atmospheric conditions and the brightness and trajectory of the moon. Normally 

the period of the exposure will be from half an hour to two hours, within which 

time the torchlight traces and records Hankey’s movement across a scene. 
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For OI, Hankey had made a new image on Charmouth Beach, looking towards 

Golden Cap, the highest point on the south coast of Dorset, near Lyme Regis. 

Hankey had become interested in how longshore drift delineated the character of 

the coast there. The drift is a constant repetitive cycle that has, over eons of 

time, produced the distinctive morphology of the beach. The torchlight traced 

within this image simulates the pattern made by the longshore drift, which in turn 

has been formed by the movement of the tide and the prevailing wind. ‘I walked 

in a zig zag direction, mirroring the longshore drift, all the way to Golden Cap,’ 

says Hankey. ‘The video I made to show as part of the presentation at the 

Newlyn Gallery was intended as almost a step by step account of what the 

photographic camera saw.’ Hankey started walking (and recording the process 

both photographically and on video) at 1.07am on January 25th 2008 and 

continued for two hours and ten minutes until 3.17am, covering a distance of 

nearly 10 miles. 

 

 

 

 ‘I'd been thinking about doing something with video for a while,’ he says. ‘The OI 

project crystallised that opportunity. The video was not an extension of my 

practice as such, so much as a way of revealing the process. The photographic 

image has certain restrictions in terms of its ability to record the performative 

act. I felt that representing that aspect of the making of the work alongside the 
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photograph would add to the viewer’s understanding, so that they could get more 

out of the work. It is important, I think, for art works made in response to the 

environment to provide, or in some way present, something of the hidden 

processes that have informed them. I have sensed previously that people have 

not necessarily grasped what was happening in the images. Those who know 

about photography tend to understand them better, but even they may not 

always figure out what is going on. The photographs c ould just be viewed as 

picturesque landscape images. I did want to produce interesting, alluring images, 

but with an element of ambiguity. I’m interested in people being able to look at 

something and then to question it. That could apply to the landscape as much as 

it could apply to an art work.’  

 

 

 

This watermark does not appear in the registered version - http://www.clicktoconvert.com

http://www.clicktoconvert.com


 22 

A desire to articulate the processes that had informed the work prompted 

Hankey’s decision to include in the presentation paraphernalia such as the 

cameras and the maps used in his research. In that sense, his display resembled 

a didactic, museological style presentation. ‘The intention with this work is to 

draw people’s attention t o  aspects of the landscape that may otherwise pass 

without notice,’ he says. ‘I hope that my images, and the subtle geological 

processes that they seek to reveal, might inspire people to take a second look at 

the things they encounter on their walks. Working on this presentation at the 

Newlyn has made me think about what I might do next. It feels like a kind of end 

point has been reached for this particular series of works.’ There was sense from 

his presentation that Hankey’s singular mode of making images could quite easily 

lapse from an original way of researching and representing the landscape into 

repetitive cliché. Perhaps the new possibility of recording the passage of time and 

process through the medium of video, utilised for the first time for OI, might offer 

a route for Hankey to replenish and revivify his practice. For that to produce 

interesting artistic outcomes, Hankey will need first of all to consider the 

distinction between video as document and video as art work. 

 

This watermark does not appear in the registered version - http://www.clicktoconvert.com

http://www.clicktoconvert.com


 23 

Elizabeth Masterton: There’ll always be an England, Saturday 9 February 

 

 

 

Red, white and blue; what does it mean to you? 

Surely you're proud, shout it aloud, 

"Britons, awake!" 

The empire too, we can depend on you. 

Freedom remains. These are the chains 

Nothing can break. 

 

There'll always be an England, 

And England shall be free 

If England means as much to you 

As England means to me. 

 

Elizabeth Masterton trained as printmaker at Brighton and at the Royal College of 

Art, where she gained an MA in 2000. Her practice has since moved in other 

directions, including into making work in a variety of media in response to non-

gallery settings. For Me and My Shadow, a weekend-long project at Wilton's Music 

Hall in Hackney, London, in May 2005, for example, Masterton collaborated with 

Lorretta Bosence to create a sound installation, Sing us an Old Song!, using 

recordings of elderly women, some of whom had formerly worked in the music 

hall, singing songs that they feared might disappear and that they would like to 

This watermark does not appear in the registered version - http://www.clicktoconvert.com

http://www.clicktoconvert.com


 24 

pass on. The songs were piped out into the empty music hall auditorium. ‘There 

were no visual props at all,’ says Masterton, ‘just the building and the sound.’ 

There’ll always be an England, the work that Masterton recreated at the Newlyn 

Art Gallery for OI, also hearkens back to an old song: this time it is to a nostalgic, 

patriotic one.  

 

There’ll always be an England was originally made for the artist-led project 

Happidrome, which took place on Goonhilly Downs in July 2007, on the remnants 

of a site that was occupied during the Second World War by a radar station, RAF 

Drytree. Now located within a national nature reserve, the building itself is gated 

but the area around it remains accessible to the public. Reflecting on the military 

history of the site provided the trigger for the work. ‘I have a long-standing 

interest in military systems and architecture,’ says Masterton, ‘in how the military 

sets itself up as an infallible institution. I’m interested in exploring the fallibility of 

the supposedly infallible. The military seemed to me to epitomise that.’  

 

 

 

In physical terms, the installation There’ll always be an England consists of an 

old-fashioned ladies bike mounted on a stand, which is attached by wires to a 

hardboard screen in front upon which the words “There’ll always be an England” 

appear in incandescent lights when the cyclist peddles with sufficient force. In 

Happidrome, the work occupied a dark space at the end of a disused 90 foot 
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bunker. ‘In preparing for the project,’ says Masterton, ‘I read lots of local history 

books, and papers from the public records office. I learned that bicycles were an 

important part of escaping from the military life. The location on the Downs made 

it hard to get off base for leisure time, but some of the personnel were issued 

with bikes that they could take outside. A lot of the radio operators at the base 

were women, and I was interested in what the WAFFs [the Women’s Auxiliary Air 

Force] did for recreation.’ The bike used in the piece is a lady’s bike, and the 

graphic style of the illuminated phrase, “There’ll always be an England”, i s  

derived from a 1940s knitting magazine. ‘I call the typeface “Forties housewife”,’ 

says Masterton, ‘but it would have been handrawn (by a man, I’d imagine) to be 

suggestive of female handwriting.’ 

 

The idea of doing something “under your own steam” became a driving idea for 

the work. It refers to the Second World War ethic that everybody had to pull 

together. The song There’ll always be an England was written in 1940, when RAF 

Drytree would have been operational, by Parker and Charles, who also penned 

another well known patriotic song of that time (There’ll Be Bluebirds Over) The 

White Cliffs of Dover. ‘The song is about the indomitability of England,’ says 

Masterton. ‘My work though, wishes to question nationalistic clichés, such as the 

oversimplistic idea of England being “a green and pleasant land”. The description 

of England in the song is very much about lovely cottages and rolling fields, and 

about the British Empire always being there to protect England. I thought about 

recording me singing the song in the bunker. That would introduce the idea of 

frailty to the work. I'm not a good singer, so there would be a weedy voice there 

in the bunker. I decided in the end though, not to use music on this occasion, just 

the text.’  

 

By staging the work in the derelict building Masterton implied that, in fact, there 

may no t  “always be an England”. The overgrown and decrepit bunker was a 

reminder that monuments to the idea of permanence are being left to decay. The 

bike used in the installation, though not an original 1940s model, was also 

calculatedly dilapidated. And the incandescent miniature light bulbs used to 

illuminate the eponymous slogan were deliberately meant to look old fashioned; 

to give off “an end of the pier” type glow. There is an element of knocked 

togetherness about the piece as a whole, which mirrors the way that some of the 

Radar technology of the time was knocked together. ‘They were often not elegant 

solutions,’ says Masterton, ‘they were “make do and mend” type solutions.’   
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Originally, the work was shown in pitch black surroundings. Visitors had to be 

guided on to the bike by invigilators. ‘Until you were actually peddling the bike,’ 

says Masterton, ‘you could not even see that there was a phrase there to be 

illuminated. The bike was welded onto the frame in the highest gear, so it was 

incredibly hard to peddle. The faster you peddled, the brighter the lights became; 

so you were rewarded for working harder. People were so pumped up with 

adrenaline, or endorphins, that they invariably came out saying “oh wow, what a 

great piece”. I liked the fact that your body was making chemicals in response to 

the art work and that that might be altering or influencing your perception of the 

work.’ 

 

 

 

Visitors to Happidrome tended to respond to Masterton’s work as an experiential, 

interactive piece, rather than something symbolic that required interpretation. ‘I 

thought that people would relate it to what was happening in the world now,’ says 

Masterton, ‘to how our position in the world has changed since the Second World 

War. But people didn’t necessarily see it in that way.’ When Happidrome ended, 

Masterton wanted to leave the work in the bunker so that anyone who happened 

to stumble across it could still make it work, but the bunker sprang a leak and the 

installation had to be removed. 
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Recreating the work at the Newlyn Art Gallery offered a chance to find out 

whether the reception of the work would be different in a gallery setting. ‘I 

decided just to try it out to see how the meaning would change when the work 

was brought into a white space,’ said Masterton. ‘Initially, I thought “that’s just 

not going to work”, and I considered doing something else for OI, but the curator 

and I decided that there  didn’t seem to be another way that we could suggest or 

somehow represent the piece in the gallery. We decided in the end just to bring it 

in and try it. I'm glad we did, because it is completely different.’  

 

 

 

The Newlyn Art Gallery lacked not just the historical dimension, the connection to 

the Second World War, but also the quality and immediacy of sensation 

encountered in the bunker. The aspect of reward and interactivity remained, but 

the drama of the location was missing. ‘The bunker has its own peculiar 

atmosphere,’ recalls Masterton, ‘it’s dark, spooky, and enigmatic. It smells damp, 

and that instantly carries connotations of age and memory and decay. All those 

things are lost in the more clinical gallery setting.’ The gallery space was also 
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quite light, which meant that the text was revealed without the effort of having to 

peddle the bike.  

 

‘The ensemble aspect of the original group show is also missing here’ observed 

Masterton. ‘It is no longer one of a series of new works made in response to a 

common site. In general, I favour taking work out of the gallery, but there is a 

real problem in trying to get people along. Without the curator’s invitation, I 

would not have thought of recreating the work in a gallery, though there was an 

interest in seeing how the meaning of the piece would change and what aspects 

of it would survive. I wouldn’t say it was unsuccessful here, I would just say it is 

very different from the site in which it was intended to be seen. Physically 

speaking, it actually fits very well in the Newlyn space, but that was a happy 

coincidence.’  

 

The institutional atmosphere of the Newlyn Art Gallery also made a difference to 

the reception of the work.  At  Happidrome the audience did include people who 

had made a specific effort to see the project, but there were others who were just 

out walking the dog. Masterton felt frustrated by the lack of opportunity for 

critical feedback at the original offsite location. Because it was an artist-initiated 

project there was an absence of independent curatorial dialogue; each artist 

simply worked in isolation on their own piece. For Masterton this meant that there 

was little chance fully to articulate the thought processes that had gone into the 

work. ‘I was interested in the opportunity that OI offered to have a dialogue with 

a writer,’ observed Masterton, ‘because that offered the possibility of some critical 

discussion, and a chance to talk through some of the dimensions of the work that 

had perhaps remained dormant.’  
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Masterton chose not to reproduce any documentation from the original offsite 

project alongside its gallery incarnation. ‘I’m very ambivalent about documenting 

site specific work,’ she explained. ‘It can only provide a snapshot; you lack the 

sight, the sounds, the smell of the piece in situ. That’s what I liked about the 

original piece: that there were all sorts of other senses being stimulated.  That 

just wouldn’t be the case in the gallery.’ 

 

Although Masterton’s recreation of There’ll always be an England lacked the rich 

contextual trappings and the suggestive atmospherics of its original staging, it did 

nevertheless seem to hold its own as a gallery exhibit. Shorn of any didactic 

explication of the ideas that had informed its genesis, its themes of ambiguous 

patriotism and uncertain nostalgia, allied to the effort of interactivity required to 

trigger and thereby complete the spectacle, meant that viewers were still able to 

engage with the piece on multiple levels. The result may not have been as full, or 

as rewarding, as it was offsite, but it was by no means negligible as a visual and 

contemplative experience. 
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Jacqueline Knight: To Me To You, Sunday 11th February 

 

 

 

Jacqueline Knight had initially developed To Me To You for an artist-led project, 

Dot, Dot, Dash, at the Porthcurno Telegraph Museum, at Eastern House, 

Porthcurno in July 2007. Knight began working in a site responsive way after 

moving back to Cornwall from London, where she had studied Fine Art Media at 

the Slade School of Art. ‘With so few suitable galleries in the area, it was a 

question of having to find places to show in,’ says Knight. ‘Self-initiated projects 

are a way to find likeminded people, and to start a dialogue with artist peers.’  

 

The Telegraph Museum marks an important historic site for submarine 

telecommunications. Fourteen transatlantic cables run out from under the nearby 

Porthcurno beach to link communications hubs around the world. ‘It is quite a low 

key museum,’ says Knight, ‘but it is a treasure house brimming with ideas. We 

arranged to look at the space, and the archive, and the tunnels that are a 

particular feature of it, and we were given, as we thought, free reign with the 

site. We wanted to make work in response to the archival history of the place, or 

about the communities connected with it.’ 
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Knight decided that she wanted to reference the communications process, and at 

the same time to acknowledge the engineers who had worked at Eastern House in 

the 1970s when it was a telecommunications college. Those engineers were 

subsequently sent out to substations overseas, such as on the Cape Verde 

islands, or Malta. One thing they took abroad with them was sport: games like 

tennis and rugby, which they would introduce into the local culture. ‘When you 

take a sport to another country, it becomes a kind of universal language,’ says 

Knight. ‘It’s a way of communicating across cultural boundaries.’  

 

 

 

From the window of the museum where Knight’s piece would be installed, visitors 

could see the tennis courts used by the engineers at the college. Knight conceived 

the idea of using images of a bat and a ball to symbolise the Morse alphabet: the 

ball being equivalent to the dot, and the bat to the dash. This idea was somewhat 

complicated in the resulting work through the use of two types of balls and two 

types of bat, as would be used respectively for tennis and ping pong. The 

messages “To Me” and “To You” are relayed in Morse Code via flickering, 

evanescent images on either side of a screen located midway between two Super 

8 projectors. The ping pong bat and ping pong ball is projected, alternately and at 

intervals, from one machine, and the image of a tennis racquet and a tennis ball 

is projected from the other. The first machine signals “To Me”, the other relays 
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“To You”. The screen on which the images appear is held up on stands, like  a  

truncated net such as might be used in tennis or ping pong.  

 

 

 

The projectors are set on a three minute timer, during which time the same 

sequence is repeated over and over again. The images fall in and out of sync, 

however, so that the message is not consistently relayed: it speeds up and slows 

down. When the encoded message falls out of sync, the bat and the ball come 

together, so that when one communication (in Morse Code) is thwarted, another 

(the sporting one) occurs. Super 8 seems an appropriate technology to use as the 

transmitting medium because as the film stock is pulled away from the machine a 

loop of information is created that mirrors the original cable-based 

telecommunications technology. The electrical cables which link the different 

elements of the work – the two Super 8 projectors mounted on plinths, with a 

screen in between - are also an important visual aspect of the piece, echoing the 

underground cables that emanated from the museum and connected it to 

receiving substations overseas. ‘Everything about the mechanics of 

communications is quite intangible at the museum,’ says Knight. ‘In my piece, I 

deliberately attempted to make more visible some of that communications 

infrastructure that was hidden there.’  
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‘Super 8 is a difficult medium to use because it has a quality of nostalgia built into 

it,’ says Knight. ‘That was fine in the context of a museum, but I didn’t want to 

overload it with historic associations because that might prevent the piece from 

articulating outside of a museum context. So the images I used were meant to 

appear just as generic objects, not suggestive of any particular historical time.’ 

The images of bats and balls were either from photographs taken by Knight and 

adapted using Photoshop, or else were copyright free images downloaded from 

the internet.  

 

The initial project at the Telegraph Museum was fraught with the kind of problems 

that can arise when artists elect to show in places that are not gallery spaces and 

which do not necessarily have a sympathetic understanding of what 

contemporary art might be. ‘I had a quite definite plan for how it would be shown 

at Porthcurno,’ says Knight. ‘I told them specifically, a month before, what I 

intended to do. But it was decided, after the private view, that the work might 

constitute a health and safety hazard and they asked me to sign a disclaimer. 

Then, a week later, they made an intrusive barrier right across the middle of the 

exhibition room. It disrupted the visitor experience and discouraged people from 

entering the space and operating the trigger which activated the work. And on 

some days we came in to find that all the lights were switched on, to illuminate a 

display in the adjacent room. We tried to find a compromise, but that wasn’t 

possible. It quite ironic that a project based on the idea of communications should 

itself turn out to be so fraught with problems of communication.’ 

 

Knight also experienced difficulties working with the general culture of the 

museum. ‘Our idea of art didn’t necessarily chime with theirs,’ she says, ‘and 

there was I think some suspicion of what we were trying to do. The work ended 

up being bunched up a bit in a corner, in quite an apologetic way. So we had to 

work around the various constraints, physical and attitudinal, that we found at 

the museum, and this wasn’t really how we had envisaged it. In an event like 

Dot, Dot, Dash, the coordination, and the negotiations with the venue, and the 

marketing takes about two thirds of your time, and only about a third is spent on 

actually making the work.’ Knight also felt that the installation was compromised 

by the character of the space in which it was shown. ‘It was used as an education 

space,’ she says, ‘and it already had in  i t  a few monitors, with headphones 

attached, for showing old films. So the installation was competing for attention in 

a space that was already busy with audio visual technology.’  
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Along with other exhibitors in OI, Knight felt that one of the downsides o f  

organising artist-led shows in Cornwall was the absence of critical response. ‘The 

people who turn up at events in alternative spaces are your peers and friends and 

people who you have invited,’ she says, ‘so there is more a sense of camaraderie 

than of dispassionate feedback. The feedback that you do get tends to be an 

uncritical pat on the back. There is the sense from other artists that it is just a 

good thing, from their point of view, that you are doing something that gives 

visibility to this kind of practice.’ The museum was a chance to present things to 

a different kind of audience and it was hoped that it would elicit a different kind of 

response, but that didn’t materialise. ‘People understood from the title, To Me To 

You, that the two projectors were communicating with each other,’ says Knight, 

‘but they did not necessarily pick up that it was in Morse code.’  

 

 

This watermark does not appear in the registered version - http://www.clicktoconvert.com

http://www.clicktoconvert.com


 35 

Frustrated by the circumstances of the initial presentation, Knight was keen to 

recreate the installation again for OI. ‘I wanted the opportunity to show To Me To 

You in a better way,’ she says, ‘as I had originally intended. I think that it has 

succeeded here at the Newlyn Gallery. The clean gallery space means that there 

is space for the audience to move around the piece. It is important for the work 

not to be distracted by other machinery and visual clutter. The look of the work 

itself is the same, but the whole visual experience is changed because of the 

surroundings. However, the whole historical and institutional context, and the 

context of ideas which inspired the work, is absent. So, you gain one thing, and 

you lose the other. When I first made the work, I didn’t want it to be so specific 

that it would only communicate in that one place. I wanted there to be enough 

about it that it would be capable of resonating meaning in another location.’  

 

Knight thought about whether to make explicit in the OI presentation the original 

context for the work and the ideas which underpinned it, or whether just to see if 

the work could articulate without explanatory background information. She opted 

for the ‘clean’ presentation.  F eedback at the Newlyn Gallery suggested that 

visitors had not, without prompting, picked up on the communications and Morse 

Code aspect of the work. ‘Interestingly,’ says Knight, ‘the men seem more 

engaged with the piece because there is quite a lot of technological kit involved. 

Once people were told of its connection with the Telegraph Museum, they felt 

more able to understand it. My sense is that the work would benefit from having 

text to make that connection clear.’  

  

Unlike Lizzie Masterton’s installation, There’ll always be an England, which did 

manage to communicate something of its original symbolic content even in the 

absence of any reference to the context of its creation, To Me To You was a 

difficult work to fathom, if considered from the point of view of its 

telecommunications theme. However, it could be argued that the gallery context 

liberated the work from its moorings in the Telegraph Museum and opened it up 

to new possibilities of response, drawing attention away, perhaps, from its 

semiotic content towards its more physical, mechanical and spatial attributes. 

Irrespective of the work’s ability to signify comprehensibly to an audience, the 

fact that the artist felt that she had been able realise some aspects of the work 

more satisfyingly than had been possible in the compromised circumstances of 

the museum, seemed sufficient in itself to justify its re-presentation in the 

context of this very time-limited exhibition.  
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Concluding thoughts 

 

OI provided a platform for a rich variety of recent work to receive (in most 

instances) its first gallery exposure, albeit for only a very short period. The 

diversity of the projects shown was its most striking feature. They ranged from a 

new performance-based piece enacted on site; to the recreation of two ambitious 

installation works; to a photographic display enhanced by a large-scale video 

which recorded the image-making process; to another large-scale video, 

augmented by elements of installation, which again made offsite activity visible 

within the gallery, but this time as artwork, rather than as document.   

 

The extent to which the projects fitted with the original curatorial brief was 

variable. The two installation works, by Elizabeth Masterton and Jacqueline 

Knight, were literal recreations of works developed for non gallery settings: the 

first for a remote and atmospheric site that would usually be off limits to visitors; 

the second for a museum context more used to presenting visual displays for 

public consumption. Interestingly, both of these artists chose not to include as 

part of their presentations any documentation of, or other reference to, the 

original context for the work. What struck me most about this approach was that 

it seemed to suggest that the curiosity simply to see the work recreated in an 

entirely different situation from that for which it was initially conceived was of 

more importance, from the artists’ perspective, than the desire to communicate 

any information to the audience about the circumstances of the work’s 

production. This seemed legitimate in the context of a very short-lived 

presentation, but were such offsite works to be given an airing in a public gallery 

for a longer period there would inevitably be an obligation to reveal more about 

the original context for and sources of the work; if only to conform with the need 

for ‘interpretation’ which is inevitably seen today as a core part of a gallery’s 

public education remit. 

 

Stacey Righton’s approach to OI, to devise and to enact an original new work, 

Charcoal Dust, seemed to represent a direct departure from the curatorial brief, 

which was to in some way represent an offsite project within the gallery space. 

However, threads could be drawn linking some of the ideas and approaches that 

informed this work back to Righton’s previous oeuvre, in which elements from 

inside and offsite projects seemed to converge and to overlap as Righton evolved 

a distinctive and unpredictable creative trajectory.  
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Bruce Davies’s and James Hankey’s projects shared a common concern to 

represent in the gallery the complexities of work achieved offsite over an 

extended period in which the process of the work’s creation was an important 

factor in its meaning. Both chose, as a new departure within their respective 

practices, to experiment with large scale video projection as a way to 

communicate this information: Davies’s use of video was as an art medium per 

se; Hankey’s was as a documentary-type illustration of his unusual creative 

process. In each of these presentations there was a sense of getting to grips with 

the medium and of working out its possible relationship to the artist's existing 

practice. In Davies’s case, a narrative perhaps needs to be formulated that could 

knit together an account of how the various ways in which his work manifests 

itself interrelate. With Hankey, the question appears to be: has  the torch-by-

moonlight approach to image making run its course and, if so, does video provide 

the most viable means to extend and elaborate some of the time-centred ideas 

that underpin this photographic series?  

 

Each artist chose to participate in OI for their own reasons, and each will take 

away different things from the experience. Some will have had the satisfaction of 

seeing work made and presented elsewhere, perhaps in less than perfect 

circumstances, created anew for the white cube environment. Others will have 

used the opportunity to test out ideas about where their practice might take them 

in the future. Hopefully, all will have gained new insights and perspectives on 

their work; through the discussions with the curator; their interaction with the 

viewing public; and, perhaps, through the dialogue with a writer. For all, it will 

have been another noteworthy milestone to record on their CV. 

 

Through its Transitions programme (the larger curatorial whole of which OI 

formed a part) the Newlyn Art Gallery is fulfilling an important role in relation to 

local artists by providing a platform in which their ideas can be visualised and 

tested for a short period, within an officially sanctioned venue, and for the 

scrutiny of an audience, including an audience of artist peers. It is a model that 

other publicly funded galleries could learn from, particularly those situated in 

parts of the country where exhibiting opportunities for critically engaged work are 

at a premium and, as is the case in Cornwall, permanent artist-led venues are 

lacking. The Newlyn Gallery should, I believe, take this initiative one stage further 

to ensure that the projects that are incubated within this strand of its 

programming are properly documented and archived, and made available online 
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in a discrete and evolving ‘artists projects’ section of its website. It would be 

fascinating, in years to come, to trace whether the seeds of invention sown 

during these modest platforms of opportunity have gone on to bear more 

substantial fruit. 
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