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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



For about an hour, we have been looking for the way; out  
of the car window I have taken over 50 photos. Now we’ve 
found the way, we’re retracing their steps. I’m trailing be 
hind, taking photos of the ground and the pine forest  
floor and the wildflowers. We are in Kielder Forest visiting 
(or revisiting) the site of Stone Frigate (LARP) (2015),  
a participatory artwork built around a two-day live action 
role play designed by Matt Stokes. A little ahead, Matt  
and Chris Welton — one of the original participants —  
are talking with Katy Beinart about their memory of  
the event; she records it on a handheld audio device.

[Their words compete with the sharp crunch  
and scratch of loose stones underfoot.]

Stone Frigate (LARP) is rooted in the history of HMS 
Standard, an experimental psychiatric rehabilitation  
unit set up by the Royal Navy in 1942. The unit was 
intended to manage officers who were either suffering  
from mental illness or feigning psychosis in the hopes  
of being released from service. Chris played the Com 
manding Officer and helped to devise some of the  
character backgrounds that make up the player pack  
that each LARP participant is given to help embody  
their designated characters.

[Not all of these words are mine.]

There wasn’t anyone there that I recognised that I’d 
created, one of you says. The relationship between 
intended action and serendipity or improvisation here  
is a constant source of tension and plays out in other 
projects that we’ve encountered. And in Acts of Transfer 
too. In participatory artworks to what extent do artists 
design, trigger, precipitate or control action? It takes on  
its own life. What power do participants hold? How do 
artists (or participants) respond when an action they  
have envisaged or hoped for is not realised? What 
happens when a behaviour that was written between  
the lines of a player pack does not bear fruit?

With Matt Stokes  
   & Chris Welton

On Stone Frigate (LARP) (2015)
by Matt Stokes
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You play footage from the LARP on your laptop: officers are 
lined up, they plant trees and queue for drinks. A Scottish 
folk song plays; a vulnerable, trembling voice fills the space 
around us. The very last hour it started to snow… and 
George led this song in the barrack hut, and it was just so 
emotional… I felt there were ghosts, that we were there 
but there was something else there.

[[And we are here, doing this, which is also  And we are here, doing this, which is also  
something else;something else; are we making the thing  are we making the thing  
that wthat we’e’re trying to makere trying to make??]]

The rain subsides. We pick through the knee-high grass 
beaded with raindrops. As you loop around the back of the 
bothy striding towards a solitary clump of pines, your voice 
becomes animated as you realise that these are the trees 
that the players planted in 2015. With their constricted root 
systems — owing to being planted too quickly, too close 
together and in too-small-holes — these are six-foot-tall, 
entangled legacies of Stone Frigate (LARP) that even you, 
until now, had forgotten.

[Here and there actions and words overlap.  
Words and actions are lost. Actions and words  
are extracted, reordered and recalibrated.]

That was the point that I thought is this real…? The 
psychology of artist, participant, situation, site, and 
historical source material is enmeshed through expec- 
tation, anticipation, disappointment, control, loss,  
misunderstanding, not-knowing and fear of being  
left on the outskirts of things. In many ways, I don’t  
really know what happened.

[Here too.]

This is not a return. Even for those of you who were  
here the first time round: You can’t be everywhere.

[I imagine these words evaporating,  
becoming even less mine.]

It is only in part a work of memory, then. More than any- 
thing it is a reimagining of experiences of communal 
participation that are not ours, in which you are not  
always involved, in which there is no single locus.

[Nevertheless, I take a photo.]

The forest opens out revealing the stretch of exposed 
moorland which was the heart of Stone Frigate (LARP).  
We head towards a cluster of buildings, pass through  
a gate, cross a stream, and sit together in long grass. 
When the drizzle becomes more insistent we take shelter  
in the stone bothy that was used as the offices of the 
Commanding Officer and the camp Medical Officer /  
Psychologist. The light in here has a banal drama to  
it; the overcast grey-white glare of the sky infiltrates  
the spider-webbed sparseness of the room throwing 
fuzzy-edged shadows.

[I take a photo.]
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