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Introduction 

I respond to found objects. I’m a rummager, a collector and a noticer; a state 

which is integral to my practice. As a child of the 1970s, a former vintage 

clothing buyer, and a member of the generation who witnessed the explosion 

of information technology, it is the forgotten, the lapsed, the bygone and the 

outmoded that I notice, and that I reveal, interpreting them as narrative objects: 

‘narrative’ in the sense of inspiring immaterial befores and afters from their (often 

anachronistic) materiality, their “palimpsest potential”1, their incongruity in the 

present, “transformed through a process of decontextualization and 

juxtaposition in which they are torn from their sequential coherence… to be 

grafted onto other… corpses”2. 

 

 

 

 Aims 

My primary aim is to practically and conceptually develop the Ghost Box 

project, which has begun in a divaricate manner and needs focus. Details on 

the steps already taken can be found in the project outline below. 

Secondly, I aim to research and develop a set of thinking, making, showing and 

documentation techniques that can represent the layered complexity of the 

Ghost Box as a point of departure, prompt or impetus for art making.  

Finally, I aim to situate this work in a larger context of the archive and memory, 

documentation, dissemination and expansion. 

 

 

                                                           
1 Reynolds, L. (2006) ‘Outside the Archive: The World in Fragments’. Ghosting: The Role of the Archive within 
Contemporary Artists’ Film and Video, p.22-23. Edited by Jane Connarty and Josephine Lanyon. Bristol: Taylor 
Brothers 
2 Reynolds, L. (2006) p.16 
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 Objectives, and how they might inform the defining of a 

critical framework for Ghost Box: 

The project, in its development to date, appears to occupy several theoretical 

areas which I intend to research further. The first is the role of archive or found 

footage and objects, which I have so far been considering together. (I would 

argue that a found object has much in common with a section of archive 

footage, and that in Ghost Box I am using both in similar ways - not transposing a 

discrete object such as a piece of furniture, or a certificate, or a minute of 

footage depicting a 1970s wedding and asking that the object be given space 

for contemplation; but scavenging, editing and combining objects, including 

footage, in order to make a poetry of the box’s contents, to gently interrogate 

the questions they pose). With this in mind, my starting points are The Archive 

(2006)3 and Ghosting (2006)4, from which I will glean an overview of artists’ use of 

archive and found footage, and also of the current thinking on the role of the 

archive in theoretical terms.  

Secondly, in order to support and frame my use of found instruments, I will need 

to be mindful of Parikka’s writing on media archaeology, and how the practice 

of “excavating the past in order to understand the present and the future”5 

might inform the development of the Ghost Box project. I will heed his warning 

that “media archaeology is always in danger of veering towards excavation of 

curious instruments and odd gadgets just for their own sake”6, echoed by Patrick 

Russell’s description of the “growing volumes of digitally available analogue 

content”7 as a “vicarious time machine”8, but I will look for ways that this project 

might “mobilise new forms of temporality… as subtle ways of rethinking myths of 

progress, linearity of time and teleological assumptions”9. I would argue that 

some of what has been written on the role of archive footage and found film 

could equally be applied to the use of found mechanisms and media 

instruments, though these seem to be thought about, on the whole, as if they 

are separate entities. For example, the use of archive footage has been referred 

to as having “auratic force”10, “a particular sense of modernity that is both 

nostalgic and… deeply compelling”11 and as creating “a gap, a void, a space 

(which) leaves way for the processes of interpretation and intervention”12. This 

describes the pieces of furniture, instruments and mechanisms equally as well as 

                                                           
3 Mereweather, C. (ed) (2006) The Archive (Documents of Contemporary Art Series). Cambridge: MIT Press 
4 Connarty, J. and Lanyon, J. (eds) (2006) Ghosting: The Role of the Archive within Contemporary Artists’ Film 
and Video. Bristol: Taylor Brothers 
5 Parikka, J. (2012) What is Media Archaeology?, p.2. Cambridge: Polity. 
6 Parikka, J. (2012) p.144 
7 http://www.bfi.org.uk/news-opinion/bfi-news/re-found-footage 
8 http://www.bfi.org.uk/news-opinion/bfi-news/re-found-footage 
9 Parikka, J. (2012) p.144 
10 Malik, A. (2006) ‘History in the Present’. Ghosting: The Role of the Archive within Contemporary Artists’ Film 
and Video, p.48. Edited by Jane Connarty and Josephine Lanyon. Bristol: Taylor Brothers 
11 Malik, A. (2006) p.50 
12 Malik, A. (2006) p.70 
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it does the footage I select to place with them. By reading further into media 

archaeology, I hope to gain a broader sense of how these instruments and 

objects are currently thought about, and what it might mean to use them in 

2018. To that end, I also need to know more about Huhtamo’s ideas on media‐
archaeological research as “a form of armchair travel,”13 which he claims 

cannot be practiced anarchically. I want to know why not. Why should media 

instruments from previous times be subject to such stipulations? He suggests that 

“media-archaeological works can be treated as “metacommentaries” on 

media culture, its motifs, its structures, and its ideological, social, psychological, 

and economic implications”14, but I also want to know what the alternative 

thinking is, and use both to question my use of these artefacts. The theatricality, 

the performativity of these instruments and objects appeals to me, and I’ve 

continued working with that in the initial presentations of the Ghost Box’s 

contents to small audiences, after beginning the exploration with Relic in 2016 

and staging Tin Reflection at the SAR conference earlier this year. I’d like to find 

out what has been written about media-archaeological instruments as vessels of 

performativity. Huhtamo mentions that female artists have been particularly 

active in the field of media archaeology, perhaps due to “the parallels between 

media archaeology, feminist theory, and women's history”.15 It seems logical, 

therefore, that I should also make some pathways into feminist theory and 

l’ecriture feminine. I will start with Laughing with Medusa (2008)16, which brings 

together and analyses the collective work of Kristeva, Irigaray, Ettinger and 

Cixous. As well as providing some insight into what these parallels are, it might 

also be a starting point to think about the reasons for making this kind of work as 

a female practitioner in 2018.  

                                                           
13 https://onlinelibrary.wiley.com/doi/10.1002/9781118475249.ch3 
14 https://onlinelibrary.wiley.com/doi/10.1002/9781118475249.ch3 
15 https://onlinelibrary.wiley.com/doi/10.1002/9781118475249.ch3 
16 Zajko, V. and Leonard, M. (eds) (2008) Laughing with Medusa: Classical Myth and Feminist Thought. New 
York: Oxford University Press 
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Left: detail of the apparatus constructed for Tin Reflection. Right: in progress setup of Ghost Box (installation detail) 

 

The third area which needs to be researched further is that of narrative, a huge 

area which feels familiar, due to many years of literature study; but also 

overwhelming in its vastness. For this project, I will start by looking at Barthes’ 

Image Music Text (1977)17, Yorke’s Into the Woods (2013)18 and Bal’s Narratology: 

Introduction to the Theory of Narrative (1997)19, in order to locate and provide a 

structure in which to think about the narratives I’m using and creating with Ghost 

Box, as well as language with which to refer to them. Recent feedback from 

assessment of the work Tin Reflection mentioned materiality vs immateriality and 

the narratives within it, and I will need a wider vocabulary for thinking about 

narrative in order to make use of this comment.  

I will continue to seek out or encounter, collect, intervene, interpose, juxtapose 

and edit found objects and images which might be used in the making and 

showing of the work, employing a similar strategy to that which led me to the 

box (or it to me). Rather than exploring the archive footage at SWFTA again, for 

example, I prefer for this project to search arbitrarily formed collections such as 

eBay or charity shops, accidental archives which have not been curated by, for 

example, the geographical location of its housing. This method aligns with 

“remov(ing) the idea of a ‘fragment’ from solely negative connotations… 

engendering… additional configurations of meaning,… recognising and 

                                                           
17 Barthes, R. (1977) Image Music Text. London: Fontana 
18 Yorke, J. (2013) Into the Woods. London: Penguin 
19 Bal, M. (1997) Narratology: An Introduction to the Theory of Narrative. Toronto: University of Toronto Press. 
Second edition 
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drawing upon the palimpsest potential of the film’s simultaneous archive”20. If, as 

Reynolds (2006) suggests, found footage requires the viewer to turn archivist, 

“transforming a passive state into an active process of restoration, by piecing 

together new meaning drawn from personal memory, association and 

imagination”21, then it will be possible for the viewer to add to the 

incompleteness, the fragmentation of the Ghost Box, so that the “frozen lumps 

of dead historical time”22 ease from a “sense of anxiety engendered by 

fragmentation to co-exist with other more intimate evocations of memory and 

even nostalgia. In this way the viewer’s own experience of history, like that of the 

found footage filmmakers, becomes another layer of meaning held in the 

translucent surface of the film fragment”23, or indeed the polished or damaged 

or papery or plastic surfaces of the artefacts and instruments I select and 

employ, bearing in mind Nora’s claim that “the archive has become the 

deliberate and calculated secretion of lost memory. It adds to life – itself often a 

function of its own recording – a secondary memory, a prosthesis memory”24, 

and Verwoert’s observation that “we trust the appropriated object to be able to 

reveal in and through itself the riddled historical relations and dynamics that 

today determine what things mean”25. 

The fact that instruments for recording and playing moving image, music and 

sound tend to have the ability to be looped, to create looped moments 

whereby time is deceived – the linearity of perceived time continuing towards 

the future, towards death; while the recorded moment repeats, separating 

further from its source, in time terms, with every loop - is metaphorically very 

relevant to the development of the project. The exact parameters of the period 

in time that Ghost Box can be said to refer to is impossible to be sure of, but the 

dates on some of the contents place certain documents in a span of a few 

months in 1972, an evident loop of a moment which defies chronological 

continuation. I’ve been exploring looped film and will continue doing so in 

installations which test shorter loops on a larger number of devices, as well as 

expanding to include other mechanisms which use circularity, as methods of 

manifesting the Ghost Box’s time capsule nature.  

I am wary of overloading the project, and keen to keep a focus on the 

objectives above for the remainder of the course. However, in the project 

outline I include the objectives which co-exist with those above, in order to give 

a sense of how I see the project developing in the longer term. 

                                                           
20 Reynolds, L. (2006) ‘Outside the Archive: The World in Fragments’. Ghosting: The Role of the Archive within 
Contemporary Artists’ Film and Video, p.22. Edited by Jane Connarty and Josephine Lanyon. Bristol: Taylor 
Brothers 
21 Reynolds, L. (2006) p.22 
22 Verwoert, J. (2007) ‘Living with Ghosts: From Appropriation to Invocation in Contemporary Art’, Art & 
Research, vol.1, no.2 (Summer 2007) 
23 Reynolds, L. (2006) p.22 
24 Nora, P. ‘Between Memory and History: Les Lieux de Memoire,’ in Representations, no. 26 (Spring 1989), 
p.13 
25 Verwoert, J. (2007) 
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Rationale 

I have acquired a box - in unusual circumstances; ‘given’ to me, rather than 

found by rummaging - containing items which appear to tell a story, seemingly 

spanning a period of just a few months in 1972. The box’s contents evade a 

conclusion of this apparent narrative, however, due to the presence of a few 

artefacts which seem to provide other, disparate ways of reading the little 

archive. I do not currently know whether this box is, indeed, an archive created 

to memorialise a particular event, and if so, then whether all the original 

contents are present.  Alternatively, it may have started with the intention of 

collecting together various documents and artefacts about one event, but then 

become a general keepsake box into which anything that was considered 

worthy of storing was placed - “and if you had a box like this, you could just, you 

know, put in anything that you needed a safe place for”26. Having no known 

personal connection to either the original owner(s) or creator(s) of this box, I am 

therefore in possession of an item which seems to present a narrative akin to a 

handful of found film: without a single chronology; but instead a cluster of 

moments. I expect it would be simple, using the names and addresses on the 

documents inside the box, to locate the people involved in the events it alludes 

to. However, this little archive presents far more diverse possibilities than that, 

and so for the moment I choose not to answer the questions the contents 

provoke, but rather to use the Ghost Box as an impetus to exploration of 

narrative, memory and meaning, via archive and found object. 

 

 

Relationship of the project to previous work  

This expansion of ‘dead’ narrative started with Relic, based on a journal written 

by my grandmother. The work employed elements of experimental narrative, 

but told a relatively traditional ‘story’, at least in some parts. In the process of 

making that work, I began exploring the archive film and video at SWFTA27, and 

noticing how the narrative I was seeking to portray could be found in far more 

diverse imagery than I had expected, and how the poetics of an image can 

imply content which is not inherent within it; narrating obliquely, perhaps. I have 

recently begun writing ‘image poems’ as a way of exploring some of these 

ideas, and find considerable resonance between them and some of the 

sequences in Relic (below). 

                                                           
26 Lewandowski, J. (2018) Conversation with Katy Richardson, 12th January 
27 http://swfta.co.uk/ 
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The exploration of found footage 

continued with (A History of 

Plymouth in) Five Exports (right) – 

an idea which was proposed and 

shortlisted for the Peninsula Arts 

Film Commission. It took five locally 

important exports – tin, copper, 

arsenic, lime and china clay – and 

represented each of them on a 

separate monitor using only found 

footage which resulted from an 

internet search for each export, 

along with music composed in 

response to each of those 

elements. 

More recently, Tin Reflection 

(below) took one section of the 

footage used for Five Exports, re-

filmed onto super 8, and used 

electronically looped live narration 

and music to build and destroy the 

reading of the image, while the film itself travelled around an obstacle course of 

rusty tins and sandpaper in order to gradually scrape the image from the film 

strip.  
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That was the plan, anyway. In fact, the film got stuck after a few loops and burnt 

through, during the performance. I decided to go with it. It ended up being 

rather spiritual, with the layers of voice and harmonium becoming cathedral-like 

in the context of the uninterrupted light of the projector. Questions arising from 

this event include: is the footage necessary? What happens to narrative when 

the projector is just an object and a light source? I’ll explore these questions 

further during the research for Ghost Box, though my initial thoughts are that a 

projector could be described as a tool or container of potential narrative, with 

the ability both to present chronological ‘stories’, or to be looped in order to 

produce repeating, decontextualised, excavated narrative moments, in other 

words, the projector itself could be described as a Ghost Box.  

These three works involved collaboration with musicians. Relic was in some ways 

a theatrical performance, which employed The Imperfect Orchestra28 to 

provide live musical accompaniment to the images and narration, and in which 

I operated and intervened with a slide projector. Five Exports used recorded 

sound, commissioned from separate musicians, for three of the monitors, and 

the other two were made by me in various forms. Tin Reflection saw a return to 

live music, with live narration also, but took the idea of the loop which was visibly 

happening between the projector and the ladder-and-tin apparatus and 

applied it to the audio aspect of the performance. I find collaboration to be a 

useful process, allowing ideas to be shared and responses gauged. 

                                                           
28 https://www.facebook.com/imperfectorchestra/ 
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Project outline, methods & approach 

This project is underway, and as such I’ll detail here the steps that have already 

been taken, in order to reflect upon them and outline the next ones.  

1. The box contains a dozen or so photographic negatives, half of which I 

have had digitally scanned and developed. The results are fascinating – 

the photographer clearly wasn’t very proficient with his camera, and as 

such the backgrounds are crisp and detailed, but the subjects are out 

of focus (this is interesting the light of Baudrillard’s writing about 

simulacra, about the iconoclastic despair at the idea, “that ultimately 

there has never been any God; that only simulacra exist; indeed that 

God himself has only ever been his own simulacrum”, of Disneyland’s 

“childhood signals and faked phantasms”, and of contemporary Los 

Angeles as “a network 

of endless, unreal 

circulation: a town of 

fabulous proportions, 

but without space or 

dimensions”29. It leads 

me to question whether 

the Ghost Box could be 

explored as a 

metaphor for post-truth, 

given that it defies any 

single ‘truth’ or ‘image’, 

but instead presents an obfuscated personal history). In line with this 

idea, it was interesting to visit the Killed Negatives (above) show at the 

Whitechapel30 this spring. Some of the images echoed the blurred faces 

of the Ghost Box family photos, albeit resulting from proposed 

photographic images being considered worthless, and intentionally 

prevented from being used. There needs to be some thought put in to 

whether / how to show these still images, and whether to continue 

experimenting with ways to manipulate them, exaggerating the 

difference between crisp and blurred. I’m going to look at the 

photographic work of Christian Boltanski (below), which I currently know 

very little about, but whose themes of collective memory, death and 

childhood, as well as re-documenting and memorialising ordinary 

people, seem relevant. 3132 His work may lead to some alternative 

considerations regarding exhibition of images, use of found or 

                                                           
29 Baudrillard, J. (1988) Selected Writings, p. Edited by Mark Poster. Stanford: Stanford University Press 
30 http://www.whitechapelgallery.org/exhibitions/killed-negatives-unseen-images-1930s-america/ 
31 https://www.guggenheim.org/arts-curriculum/topic/christian-boltanski 
32 https://archive.newmuseum.org/exhibitions/174 
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constructed objects in relation to the images, and methods of image 

production for dissemination. I’m going to experiment with transferring 

both the Ghost Box’s original images, the manipulated images, and 

some of the cropped images (below) to 35mm slides, as the project’s 

aim of revealing hidden darknesses lends itself to display using light-

based methods. The scale of the projection will be important, if the 

difference between the background and foreground is to be visible 

and able to be scrutinised. 

 

  
 

Christian Boltanski, Reliquaire (1990) 

 

Christian Boltanski, Odessa Monument (1988) 
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A digital print of one of the Ghost Box negatives 

 

A Photoshop experiment in exaggerating the blur 

 

  
 

Details from two of the unmanipulated images, showing contrast between crisp background and blurred foreground 

  



13 
 

I was interested to see the use of 

slide projectors (right) to show 

documentation recently at the Joan 

Jonas show at Tate Modern33, where 

the slide projectors were paired with 

speakers, giving an impression of 

moving image when (supposedly) 

none exists.  

 

 

 

 

 

2. Short loops of found footage have been found, prepared on computer 

and re-filmed onto Super 8mm stock. I’m interested in the found 

footage’s “disregard for chronology, the image’s simultaneous archive 

(which I can employ to reveal) not only an immutable present; all past 

and future have fallen away and can now only be imagined.”34 I have 

collected several Super 8mm projectors with a view to creating several 

concurrent projections of short loops, but these projectors need some 

servicing. I have made a contact who can do this. Additionally, I need 

to understand their limitations with regards to maximum running time, 

lamp life etc, in order to make sure I can deliver on proposals. It may be 

that these instruments are not suitable for the types of installation I’m 

proposing. A recent experimental setup of the project in progress at 

TOPOS in Exeter had to be re-imagined after two days, because the 

projector stopped pulling the film loop through (below). I wouldn’t want 

this to happen again, especially in a show which was not self-organised. 

                                                           
33 http://www.tate.org.uk/whats-on/tate-modern/exhibition/joan-
jonas?gclid=Cj0KCQjw3v3YBRCOARIsAPkLbK7vdhE_KRnxv_Xri3t_O3kyU3BbpK0P_dAFE9DONt3DdCOLInwk3v4
aAr4wEALw_wcB 
34 Reynolds, L. (2006) p.19-20 
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Left: first installation, using a projector. Right: second installation, using a lamp. 

 

3. I’ve been experimenting with ways to show and/or represent the actual 

box, and to relate the story of its discovery. Presentations to individuals or 

small groups leave very little scope for exhibition, so I am going to test 

video as a solution. Recording individual responses to the contents of 

the box results in a prescribed way of thinking about it which I am trying 

to avoid. These are perhaps only useful to me, not for an audience. The 

box itself is an intriguing item, and shown closed (below) it preserves the 

mystery of the contents. But in denying knowledge of the contents to 

the audience, is there enough information to understand the work? I will 

gather opinion on this, but without sharing enough detail to enable 

others to find the original owner – yet. 
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4. I did arrange some trial setups and presentations which allowed all or 

certain of the contents to be displayed and viewed as found objects, but 

I am reluctant to continue, due to not wanting anybody to, for example, 

tell me if the wedding happened by researching online. I feel this may be 

something for a future date, when perhaps the box could be returned to 

the people it relates to.  

 

5. I have begun mapping of the dates and addresses found on the receipts, 

letters and envelopes, and I used a paper map in the installation at 

TOPOS. I will now explore ways of scanning that paper map so that it can 

be reproduced in small sections on 35mm slides. Additionally, I met with 

Shaun Lewin (geospatial technician at the university) a few months ago 

to discuss the possibility of making three-dimensional maps in which time is 

the third dimension. I’m interested to see what sort of forms this would 

produce, and whether there might be a 3D printable outcome, following 

the Pazugoo workshop Andy Weir did at the SAR conference. However, 

this is an exploration for a later time, and for now I will keep my focus on 

the two-dimensional map. I will experiment with ways to show it in 

combination with sound, as detailed in the next point. 
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6. I intend to make visits to the locations mentioned in the box, with the initial 

idea of treating them as I might a tourist attraction – documenting the visit 

and making observations about each location’s state, surroundings, 

current usage and other field notes. I will record the current sound at each 

of the locations, with a view to combining it with some of the imagery I 

have been creating. I will need to plan exactly what kind of interaction I 

will have with each site (as well as equipping myself with various options in 

case an unplanned interaction occurs while there). 

I am also considering the possibility of recreating some of the actions which 

are evidenced in the box; for example, spending a night at the hotel or 

buying flowers from the florist. These are developments for later, though, as 

they need a period of full attention.  I will need to plan what kind of 

interaction I will have with each site (as well as equipping myself with 

various options in case an unplanned interaction occurs while there) and 

make sure I have considered documentation methods before setting out. 

 

Expected outcomes 

- A wider context in which to think about narrative, including: knowledge of 

what trends and tropes of narrative in various forms and traditions are 

considered to be, and whether these are useful in developing the project; 

whether there is a difference in narratives made of words and those made of 

images, and how these are thought about; what the relationship between 

the past (inherent, evidential) narrative and the present (created or implied) 

narrative of the box might be, and how this is relevant to current thinking. 

- A further understanding of the role of the archive, including: the result of 

testing my assumption that archive and found footage, found objects, and 

media-archaeological instruments can be considered using the same critical 

framework; further knowledge about the role of the archive in experimental 

film and installation practices; a position from which to begin creating an 

archive of works which deal with the Ghost Box. 

- Greater experience with installation, particularly with regards to creating 

environments and proposing them for exhibition.  

- Greater experience with analogue mechanisms and instruments. 

- Looking ahead to the end of the course, I imagine a show involving 

turntables, projectors, furniture and other objects, created with the intention 

of embodying the feeling a child might have when allowed to climb the 

ladder into the attic for the first time – the feeling of understanding that there 

is meaning to all this unknown stuff; not knowing what that meaning is, and 

yet still feeling that he recognises it, then watching as it clicks and whirs into 

life, illuminating some previously unnoticed areas and casting others into 

shadow. 
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Mapping the field 

I see resonances between my work and that of found footage filmmakers such 

as Abigail Child, whose “stolen images divulge or suggest other histories, leading 

the viewer to muse on other possible personal and imaginary narratives”35. In her 

found footage film Mercy (1989), she uses images and sounds of American mass 

media, and dissects and composes them into a rapid-fire montage. More 

recently, Frances Scott’s Diviner (2017) uses archive footage to search “for 

meaning in matter… (creating) a visual and aural script, in which a conversation 

occurs between voices and incidental sounds in the original recordings”36 

  
 

Still from Mercy, Abigail Child (1989) 

 

Still from Diviner, Frances Scott (2017) 

 

Louisa Fairclough and Sophie Calle are artists working with personally significant 

or memorial documents. Drawing on sketchbooks left by her dead sister, in Song 

of Grief (2011) Fairclough runs two 16mm projectors almost face to face, each 

projecting an empty frame on to the opposite wall and each projecting the 

same pitched note at different intervals. She makes the sound into a diagram 

using the film, running upwards to a spool near the ceiling and into the middle of 

the room, acting as “a sculpted soundscape”37.  Calle’s Take Care of Yourself 

(2007) resulted from asking over 100 collaborators to respond to a break-up 

email she had received. 

                                                           
35 Reynolds, L. (2006) p.19-20 
36 http://www.abyme.org.uk/wiki/doku.php/chapters:diviner 
37 http://louisafairclough.co.uk/archive/essays/cutting-the-skin-of-the-moment/ 
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Louisa Fairclough, Song of Grief (2011) – installation view 

 

 

Sophie Calle, Take Care of Yourself (2007) – installation view 
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Interestingly, Calle presented this work with a piece of text similar to the one I produced 

to introduce Ghost Box: 
 

 

 

 

I received an email telling me it was over. 

I didn’t know how to respond. 

It was almost as if it hadn’t been meant for me. 

It ended with the words, “Take care of yourself.” 

And so I did. 

I asked 107 women (including two made from wood 

and one with feathers), 

chosen for their profession or skills, to interpret this 

letter. 

To analyze it, comment on it, dance it, sing it. 

Dissect it. Exhaust it. Understand it for me. 

Answer for me. 

It was a way of taking the time to break up. 

A way of taking care of myself. 

 

Text: Katy Richardson Text: Sophie Calle 
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Abigail Reynolds collaborated with the St Keverne brass band to create The 

Mother’s Bones (2016), in which the quarry is represented “through a mythic 

lens”38. 

 

The St Keverne band accompanying a screening of Abigail Reynold’s The Mother’s Bones (2016) at 

Groundwork, Helston, 2018 

 

 

 

 

 

 

                                                           
38 http://www.mothersbones.com/ 
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Exhibiting / disseminating 

I anticipate that this work will be shown, in varying iterations, at conferences 

such as those organised by S.A.R.39, festivals such as Antimatter (Canada)40 and 

Flatpack (UK)41, within organisations such as B.E.E.F (UK)42 or Collective-iz (UK)43, 

exhibitions which deal with memory or the found object, and even perhaps in 

some of the locations identified on documents inside the box. (I am currently 

setting up ex-ex works44 with Karen Abadie, which aims to provide a similar 

platform to that of B.E.E.F in Plymouth). It might also be valuable to produce a 

single channel video to use for submissions, or to screen at film festivals.  

 

 

 

Critical evaluation 

If I am to successfully share the knowledge I am developing around narrative 

then the work will have to be recognisable as narrative based, without telling a 

predetermined, single ‘story’. This success will be determined for the most part 

by collecting informal feedback during trial showings of the project; to peers, 

tutors and wider audiences.  

For my own purposes, the project will provide a platform from which to further 

investigate narrative, with a view to exploring the relationship of narrative to 

expanded cinema in future study, a gap which Jackie Hatfield identified in 
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