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The drawn shapes that punctuate this book roughly 
outline the routes we took at each site.

‡We use the terms social, participatory, and rela-
tional practice loosely throughout this project  
as we’re interested in their mutability.

†

The sites we visited ranged from the urban to the rural: a bridge over the 
Avon River, community centres in Brighton, and the site of an old coking 
mine near Sheffield. We stood amongst the reeds of Rainham marshes, 
traipsed through a manmade forest near the Scottish border, spent  
a morning on a canal boat along the Thames and a day circling Tate 
Modern.‡ Mostly we were together, sometimes apart.

Key to this project was an interest in drawing to the surface the complicated 
processes and relationships that are inherent in practices that rely on 
participation. We wanted to make this complication tangible and retain 
the fragmented nature of conversations and shared social experiences. 
We wanted to register the sense of emergence that took place in our 
encounters by setting ourselves the task to communicate the feeling of 
being a part of projects like these, to be in the middle of them, rather 
than just presenting a neat and tidy narrative around them.

The communication of this feeling is where the transfer of our title comes 
in. By setting out to return either physically to the site of a previous art- 
work or to the metaphorical site of an artwork through conversation 
and memory, we sought to join the artist and participant in reimagining 
and partially reliving the work. Interestingly, despite our seeking out 
physical proximity and understanding, the artworks to which we returned 
remained like absent spectres in our own work.

The outcomes of the project include a series of short films, an audio work, 
photographs, drawings, performances, and texts. Throughout, we were 
acutely aware of Taylor’s claim that, ‘embodied memory, because it is 
‘live,’ exceeds the archive’s ability to capture it.’ We knew that our trans- 
fer would be an imperfect translation of the original experience and 
that we would need to embrace these imperfections: the wobbly camera 
lens; the overexposed photographs; the background noise of audio 
recordings; the meandering focus of unscripted and unstructured con- 
versation; the distracted attention of each other and our participants. 
All of these, we knew, would need to be relayed in Acts of Transfer and 
so they appear here in grainy images, in passing commentaries, of un- 
finished sentences that register our multiple voices, and in the overlay 
of pages and thoughts and words and walks and people and places 
that are set in relation.

Acts of Transfer is a project about returns, re-enactments, repetitions, and 
retellings. A collaboration between artist Katy Beinart and writer Lizzie 
Lloyd, Acts of Transfer documents and reactivates a selection of art- 
works from the past that contain elements of social engagement or 
public participation.†

Our title for this project is borrowed from a chapter in Diana Taylor’s book 
The Archive and the Repertoire: Performing Cultural Memory in the 
Americas (2003) which explores different forms of archive, and ques-
tions the documentation and recording of performance. Taylor identifies 
a rift between the ‘archive’ as a Western approach that privileges the 
textual document, and the ‘repertoire’ of performance as embodying 
‘vital acts of transfer, transmitting social knowledge, memory and a 
sense of identity.’ The artworks that we revisited in our project range 
from performances, events, and films, all of which were developed or 
enacted through some form of social engagement or public participa-
tion. We began by thinking about what the afterlife of projects like 
these might be. We wondered how they are, or could be, archived and 
what an active, creative, or experimental archive might look like. We 
knew that revisiting a participatory or socially engaged project after 
the fact of its occurrence would never be a neutral process, so we have 
foregrounded our subjectivities in the process while, at the same time, 
attempting to retain some sense of the original artwork too.

As the winter lockdown of 2021 eased, we organised a series of visits to meet 
with nine artists and project participants to return to the site of a par- 
ticipatory artwork on which they had previously worked together. These 
encounters reflected on the experience of thinking about an artwork 
from the past, to consider its ongoing effect in the present. The conver- 
sation turned on how the memory of the original artwork shifts in the 
retelling, how the return to a particular site prompts new memories, and 
how bringing back together artist and participant sheds light on the 
impact of this relationship. All along we were keen not to lend sole 
authority to verbal or written descriptions of the events and instead to 
think about how the feeling of these projects might be transferred in 
bodily, emotive, site-specific and non-verbal ways that register the 
emergence of (part-)remembered events.

Preface



Benjamin A. Owen completed a two-year Cubitt Education Community 
Studios Programme residency in Mildmay, an extra care home, in 2018. 
His relationship with Marion Howell, the Activities Officer of the care 
home, was pivotal to facilitating the activities that he devised and is a 
key point of contact between the residents and visiting artists.

I wrote about AcCord: Going Along Without a Body — the work that 
came out of Benjamin’s residency — at the time. Through AcCord he held 
a series of workshops and events, inviting improv musicians into Mild-
may to play with and alongside the residents. A combination of moving, 
still and audio footage from these encounters formed parts of con-
glomerations of performances and installations.

So, here I’m returning to something partly familiar. And yet, to hear 
Marion’s take on the project offers another perspective again.

in terms of the fabric of this place

it would have been kind of soulless, 
if I’d done it right at the beginning

I don’t think you’d have let me do  
it. And I don’t think I would have 
thought of it

we work around the care: care comes 
first, we then fit in

We meet in June 2021 and set up in the car park in front of Mildmay. 
We listen to Benjamin and Marion discuss the process by which AcCord 
came about; we’re thinking about the inside of it, rather than the final 
outcome, and about its legacy for them both. We have questions ready; 
so does Benjamin on bits of paper like flashcards that he spreads on 
the table in front of him. He’s also brought along a professional sound 
technician who listens along with us. Benjamin begins with one of his 
questions but very soon the structure of the conversation comes loose, 
trailing between topics: questions are part-answered, anecdotes re-
layed and reminiscences shared. Marion offers us a piece of bara brith. 
Occasionally we interject. Around us residents and care workers come 
and go; a trolley trundles by; a car pulls up; catering crates are stacked; 
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it’s immoral, being an artist here  
and just using the residents

as props

as props

for your purpose

for me, it’s really important that 
it’s two way

the artist wants to feel that they’re 
doing something interesting

otherwise… I find it quite a  
patronising relationship

it’s not about you

After our conversation Benjamin developed a new film, It’s Not About 
You (2021), which includes original footage, as well as audio extracts 
from our conversation and stills and video footage from our day to-
gether. It is multi-layered and overlapping visual and audio textures 
are sensual echoes of what it means to reflect back on a previous 
project now, in the present. What surfaces — from the film, and the dis- 
located, non-chronological extracts from the transcript included here
— is a collapsing of time and experiences being flattened and concer-
tinaed and reconfigured. It is awkward, and why shouldn’t it be because 
working with people is awkward and you don’t always say what you 
think, and sometimes you say what you think you ought, and sometimes 
you don’t realise what you thought until afterwards. But somehow, 
despite these difficulties, there is an overwhelming spirit of accommo- 
dation. Where Benjamin and Marion accommodate the voices, bodies, 
rhythms, attentions, moods, interests and feelings of each other and 
of the residents, allowing themselves the space to partially disagree.

I always want it to have another life
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the sliding doors open and close; nearby traffic rumbles on; daytime 
TV blares from an open window. The intercom blurts out: ‘Hello? Hello? 
Do you need help?’; there is no one there. Gradually the circles of their 
conversation tighten, homing in on the nature of art engagement, the 
role of artists in social practice and the ethics of participatory art and 
why it matters.

I don’t care what the end product is —  
that sounds really dreadful doesn’t 
it? — I don’t care what the art is  
I care about the process much more

making something interesting happen

how much engagement and how much 
pleasure those residents have

so sometimes more happened and  
unfolded over that time

I was interested in pushing the under-
standing of that and trying to work 
out ways of being that honoured that 
kind of idea, the social thing

whether they are stimulated, whether 
they are safe, whether they’re  
enjoying it

making something interesting happen

I don’t think it’s that important

but you're obviously after a  
different thing

that’s what I’m after

and being sincere
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