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Dr Harriet Hawkins was in residence with caravanserai in July 2009 to produce an artist’s
multiple: the limited edition notebook – insites – in collaboration with Annie Lovejoy.

	
  

	
  
Ways of knowing: an artist’s multiple

Introduction:
The aim with the ‘ways of knowing’ artist’s multiple project is to design and produce a mass
reproducible object that is aesthetically pleasing and functional but which also engages
conceptually with the conference theme of ‘Geographical Knowledge and Society’. The
multiple will go into the delegate packs at the Royal Geographical Society Annual General
conference. This is a unique and exciting project for a Royal Geographical Society conference.
In centrally addressing the theme Geographical Knowledge, and the conference experience.
The artist’s multiple developed effectively develops a piece of at work, which all delegates
become a part of. It sits alongside a series of paper sessions and a small exhibition exploring
Art and Geographical knowledge.
An artists’ multiple is a form of ‘public’ art and can be a highly relational practice. Its multiple
form, designed for mass reproducibility and easy dissemination, brings together artwork, artist
and a wide audience often in spaces in which you would not normally find art. The multiple
is a way of making art that relies on the pieces reproducibility; they range from artist’s books,
to small sculptures, postcards and CDs to sugar packets, drinks cartons and garden chairs.
Historically such works are easily sellable and collectable at a time when the art object was
becoming increasingly rarefied. The challenge for the artist is to develop an aesthetic object
which engages conceptual ideas but that can also be easily reproduced. The number of
‘multiples’ produced can range from runs of 10 or so books to 40,000 sugar packets.
The ‘multiple’ is being designed and conceived by a team of
-‐

-‐

	
  

Annie Lovejoy (PhD Student University College Falmouth/ Department of Geography
University of Exeter) a practicing artist who has made a number of multiples over her
twenty years of practice
Dr Harriet Hawkins (AHRC Research Fellow, Department of Geography, University of
Exeter)
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Aims
Overall the project aims to develop a functional, aesthetically pleasing and conceptually
engaged object. In greater depth
1) To address the theme of ‘geographical knowledge and society’ through a creative
engagement with the multitude of ways in which we ‘know’ a place.
2) To develop a functional object which provides the delegates with a range of registers
of information about the area; from the ‘map’ of the local area, to mappings of place in
a range of modes, through historical details, emotional mappings and critical
reflection. The sometimes-sterile space of the conference, oftentimes dropped into a
location becomes a space of engagement.
The idea came about from a discussion about what you need at conferences: a notebook and a
map of the area. Working from these ‘needs’ we developed the design and concept of a small
format notebook (A6 size) modelled on the small moleskin volumes. The notebook format will:
allow participants to keep conference notes (to ‘use’ the book, if they wish their own form of
geographical knowledge), provide them with a range of ways of knowing the conference
location, as well as make a series of conceptual points about different ways in which we know
‘place’. The aim is that whilst the majority of the pages of these notebooks will be blank,
printed through the volume will be a series of ‘mappings’ of the conference location and some
thought-provoking statements, images and ideas developing other ways of knowing place. The
maps will range from the practical maps of the area, to historical recordings and emotional
chartings and will be interspersed through the book alongside some conceptual development
of ideas of geographical knowledge and other ways of knowing.
It will benefit delegates by:
1) giving them a piece of art and involving them in an art practice
2) providing them with maps and anecdotes of the local area
3) examining conceptual ways of knowing place
It will benefit the design team by:
1) providing an interesting opportunity for the making of work directly related to an
current PhD project on relational art practices.
2) Offers the opportunity for critical reflection on the collaborative creative process, and
the development of such a process in relation to contemporary geographical
engagements with creative geographies.
3) Explores the processes of artistic production, consumption and circulation through an
‘in practice’ project. Commentary and critical reflections on this process will be
developed into a paper for the ‘Practicing Cultural Geographies’ section of the journal
Cultural Geographies.
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Insites: a notebook is a limited edition (1500) artists’ book produced for the Royal
Geographical Society & Institute of British Geographers Annual Conference 2009.
Developed during a residency within the caravanserai project at Treloan in Cornwall, the
notebook attempts to make visible the processes of responsive arts practice, weaving together
the meshwork of relations that arise from ‘being’ in a place. The book is an active object of
enquiry, it is both aesthetic and functional - its blank pages offering space for input in
recognition of the evolving nature of the practice upon which it reflects.
Insites: is a critical reflection on geographical ways of knowing emerging from a collaboration
between artist, Annie Lovejoy and geographer, Harriet Hawkins. This open-ended creative
engagement is intended as an artists’ book but also a notebook, your own inscriptions, if you
add any, sit alongside those already within the volume. Through its production of a particular
place, Roseland Peninsula, Cornwall, UK, insites opens up critical space for the discussion of
geographical knowledges. Working through conceptual ideas in site specific, local contexts it
aims to explore different ways of knowing place, the collaborative process and the potential
value of creative cultural practice in considering geographical ways of knowing.
Residencies:
insites is embedded within the art project Caravanserai (meaning a meeting place of caravans,
companies, people) initiated by Annie and fellow artist Mac Dunlop. Central to this process
based art practice are a series of ‘residencies’, occupations of the site that are not so much ‘in’
or ‘about’ a place, as ‘of’ it. The work is formed from immersive spatial practices and
responsive processes through which creative activities are facilitated; activities which explore
and celebrate the local environment and culture. So the ‘art’ of Caravanserai is in the relations
the artists develop with and within locality.
Annie’s and Mac’s local interventions, along with those of the other resident writers and artists
weave the community into larger networks. Compelled to make more linkages they draw
attention to what is on the doorstep, bringing together local anecdotes and craft processes and
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instigating environmental practices and discourses in an organic interlacing of politics, history
and poetics. For Harriet to be ‘geographer-in-residence’ was to have the opportunity to think
amidst these creative occupations of place, to critique the concept of ‘residency’ in the context
of terms such as dwelling, duration, mobility, community and connectivity.
Field work:
insites begins from engagements with the field site, relaying between these practices of place
and critical reflections on geographical knowledges, entangling image and text in a weaving of
politics and poetics. Based on sustained engagements with place the challenge of such a ‘deep
mapping’ lies not in the choice between different ways of knowing, but to compose using a
range of them, and to think place in terms of width — or relations and connections (and
disconnections) — as well as depth. Within insites creative engagement and critical reflection
coalesce in an aesthetic which is, at once, rich with multiple ways of knowing, but which is
equally ghosted with silences. For within vocabularies of place and the rites and ceremonies
which fold self into landscape are the as yet unknown and the unknowable.

Creative engagements:
insites poses questions of researching and representing place, space and site visually. If the
volume develops a ‘deep mapping’ it does so through deep design: responsive creative cultural
practice informed by experiential understanding of place. Photographs, drawings and maps
bleed together, texts form pathways through pages, meandering across the images, trailing off
before building again. Such open-ended and at times uncomfortable inter-textualities allow for
a blending of knowledges and experiences as different registers of information blur but also
strike and jar: there is great critical value and reflective potential in these jarrings. Such an
aesthetic also makes room alongside accumulative entanglements for tacit knowledges, for
those neglected, discredited or just more quietly spoken ways of knowing as well as for all the
things, places and people we can not know or did not engage. The collaborative process
which had began with reflections on what was shared, became an exercise in exploring the
value of alterity, seeking not to sweep away the differences and challenges of such comings
together but rather to find the courage to delight in new relationships, new possibilities and
new political spaces.

__________________________________________________________________________________
	
  
The research for and production of insites was supported by:
Arts and Humanities Research Council,
Cultural Historical Geography Research Group,
School of Geography, University of Exeter,
Social- Cultural Geography Research Group, RGS- IBG,
RANE, University Collage Falmouth
	
  
A pdf version is available from the following websites:
http://fieldsite.wordpress.com/publications/
http://www.annielovejoy.net/cgi-bin/projects.pl
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Harriet Hawkins 2009
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Excerpts from a journal article by Harriet Hawkins referencing our collaboration and the
‘caravanserai’ project (alongside other geography/arts related practices) to consider ‘the
potential of the geographical study of art works to contribute to contemporary disciplinary
debates’ (Hawkins, 2011: 464)
Hawkins, H. 2011. Dialogues and Doings: Sketching the Relationships Between Geography
and Art in Geography Compass, Vol. 5, No. 7, p. 464-478.

Participation: Art and ‘Politics in Action’
In the final of my three themes I want to examine the potential of art as a form of
participatory,‘politics in action’ (Toscano 2009). Caravanserai (2008), an artists’ residency
project coordinated by Annie Lovejoy, could nominally be described as a piece of ‘public
art’ but yet it develops a rather different idea of public art to that of monuments and statues.
Caravanserai, based on Treloan campsite on the Roseland Peninsula in Cornwall UK,
developed from Lovejoy’s semi-permanent residency on the site, with other artists, writers and
myself as a geographer, joining her for periods of time ranging from a week to a month.
‘Drawing attention to what is on the doorstep’ (the project logo) Caravanserai was based
around a series of activities aimed at forging relations with and within the community. The
project involved camp-site improvements including establishing a permanent allotment garden
and organising a series of ‘community’ events; boat-building, knitting workshops, wild-herb
walks, local history and story-telling evenings, and the Treloan Summer Festival. Lovejoy
describes her work as not so much ‘in’ or ‘about’ a place as ‘of it’. One of the outcomes of my
own collaboration with Lovejoy was the artists’ book insites that investigated the relationships
between the project and place. The book collaged image and text to explore the broader
project’s relations with and within locality, weaving together ‘local anecdotes and craft
processes, instigating environmental practices and discourses in an organic interlacing of
politics, history and poetics’ (Hawkins and Lovejoy 2009).
Lovejoy’s work is part of an expanded field of arts practice variously termed ‘participatory’,
‘community’ or ‘dialogic’ art and sometimes ‘relational aesthetics’, in short, works that take
seriously the audience as the site for the making of the work and its meanings (Hall 2007; Lacy
1995).
GEOGRAPHY AND PUBLIC ART
This ‘expanded field’ of practices, including works like Lovejoy’s, centralises practices of
collaboration, interaction and the works’ engagement with context. Often working at sites
beyond the art gallery these artists privilege the creation of social spaces and the engendering
of social relations, often at the expense of the making of material objects (like the paintings
discussed earlier). Engagement is vital to these practices, ‘good’ examples of these works
emerge through ‘dialogic’ moments between artist, site, and community, the more involved
and engaged the ‘audience’ is and the more the work responds to the site the better. Indeed for
Hall (2007) the primary focus of these works is the audience as the site of meaning-making.
COLLABORATION AND PRACTICE
Finally, different forms of research practice and of collaboration have woven throughout the
paper, with geographers becoming practitioners, working as curators, and collaborating with
artists. Such collaborations offer a mode of practice-led research opening up the dialogues
between geographers and artists in new and challenging ways. Collaboration is often not an
easy process, in part because it brings to the fore the need for a deal of self-reflexivity about
ones’ skill set and disciplinary positionality; what one brings to the table (Foster and Lorimer
2007; Hawkins and Lovejoy 2009; Parr 2007). An oft-quoted interdisciplinary adage is that
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‘good interdisciplinarity requires strong disciplinarity’ (Buller 2009). This is not a disciplinary
imperialism, a policing of boundaries, but rather suggests that disciplinarity can be a requisite
for these moments of mutual respect and creative learning, where what emerges is greater,
ideally, than the sum of its parts. It is maybe only when we know from where we speak and
practice, that it becomes possible to develop effective dialogues.
This paper has understood geography and art as what Rogoff (2000) terms ‘interlocturs’,
active critical entities, lively things rather than mute objects of study, fixed ‘disciplinary
structures or objects’. These geographies of art take seriously art as constitutive rather than
reflective of meaning and experience, productive rather than representative of culture, and
think through the challenges that it offers in the move away from essentialist subject positions.
In other words art works can offer us a rich means to destabilize Cartesian subjectivity, with its
separable subjects and objects, in favour of a more intersubjective, relational way of
understanding art work and world. Understood in this way the study of art works offers much
potential for thinking and doing geography differently ‘at another register or through the
permissions provided by another angle’ (Rogoff 2000, 78).
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Alyson Hallett (http://www.thestonelibrary.com) was invited to respond creatively as a poet
and writer, to being at Treloan. She made poetry interventions each day - poetry books,
writings and logbooks were placed in the showers, toilets and washing up area. As well as
leading writing workshops she placed concrete poems around the campsite written on slate
and acetate inspiring visitors to make their own. One family adorned the fireside with painted
text on stones – soliloquy on serpentine, syllables on slate, grammar on granite. She also
invited other local poets to perform at our weekly fireside - Falmouth based writers Penelope
Shuttle and Caroline Carver. Extending into the local village Alyson and fellow poet Mac
Dunlop read poems to the residents of Eshcol House nursing home, and poetry became the
centre point of a gallery window in an installation by local artist Chris Insoll. The new Harbour
Gallery in Portscatho generously exhibited a poetic piece by Alyson “how blue the sky, how
fast the river, how brief the rose, how sweet the day”
Sunday Night:10:45.16th August, 2009
This, then, is the first quiet. A man coughs. Faint strains of music, indiscernible. Tent
zips zipping and unzipping. The people are preparing to dream. The dreams are
preparing to unlace their wings and inhabit the still human bodies. Tikkidew.
Butterfly. Each dream flutters into the life of the dreamer and gives it colour. And out
in the bay two ships are harboured. They are impossibly big. Planets that float and
bloat the surrounding sea with light. They wait for cargo. They wait for the emptiness
to be filled and the engines started. I cannot reach these ships, but from the moment I
arrived and saw them I felt connected. My days will orbit these empty vessels. They
are my fixed stars.

Ghost Ship
There’s a ghost ship in the bay
cargo of souls, skeleton crew
blue fading to mist-drizzle grey.
Cargo of souls, skeleton crew
The steel giant turns with the tide
old horizons slowly renewed.
The steel giant turns with the tide
like a clock, like a compass
marooned at sea, no place to hide.
Like a clock, like a compass
anchored in endless circles
things come, things go, but rarely pass
away. Anchored in endless circles
star of night, blaze of day
dusky seas all shades of purple.
Star of night, blaze of day
haunting seals and haunting waves –
there’s a ghost ship in the bay.
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images by Annie Lovejoy 2004

Proposal to The Churches Conservation Trust July 2009
As part of the Caravanserai project (please see the accompanying overview
of the project), poet-in-residence Alyson Hallett proposes spending part of
one day in St. Anthony's church on August 22nd 2009.
Having already found the church to be an inspiring place, Alyson would like
to spend several hours in the church and to write poems in response to the
environment of the building and its surroundings. Her time there will be
largely unstructured and will focus upon meditation, writing and seeing what
arises from being in such a beautiful space. Alyson would like to be able to
light candles whilst she is there, and seeks permission from the Churches
Conservation Trust to do this.
We should emphasise that the quietness of the space will be respected and
due care will be taken to extinguish the candles upon her departure. Anything
written during her time at St. Anthony's will subsequently form a part of the
Caravanserai project and forthcoming publication. We will be happy to give
copies of her poems to the Churches Conservation Trust.

_____________________________________________________________
Alyson Hallett (http://www.thestonelibrary.com) lives in Hartland, Devon she has published
short stories with Virago and Serpent's Tail and her book, The Heartʼs Elliptical Orbit (Solidus
Press) was published in 2003. She has also written scripts for Sky Television and drama for
Radio 4. Current projects include translating the poems of Jorge Esquinca from Spanish into
English with Mercedes Nunez and studying for a practice-based PhD in poetry at St. Maryʼs
College, London. In 2008 Alyson took the third stone from her project, ʻthe migration habits
of stonesʼ, to Koonawarra in Australia. This project will be featured on BBC Radio 4 on
October 13th 2009.
Whilst in residence at Treloan Alyson plans to give poetry readings for residents of Eshcol
House Nursing Home, write and reflect in St Anthony Church, create spaces for poetry on
the campsite, lead a writing workshop and be available for anyone wishing to discuss their
work or ideas.
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The guidebook: discovering what’s on our doorstep. p.46

July 2009. The response has been stunning. The toilet logbooks filled up with poems
and pictures, people who have never written before have begun to write and there has
been an increasing wave of appreciation for poetry and the ways in which
Caravanserai embeds artistic practice in daily life. As a poet, I have been trusted to get
on with my work and to share it in a variety of ways including workshops, open
discussion sessions and the siting of poetic texts, one of which was sprayed onto a
concrete floor, whilst another was burned with a pyrographic pen into a fence post.
The result of this is twofold: as a poet my work has been quickly integrated into the
fabric of place: also, the sited work looks as if it has always been there, as if it was
meant to be there. This is the joy of Caravanserai. It invites anyone and everyone to
creatively connect with the ongoing, ever-changing nature of landscape. 	
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The guidebook: discovering what’s on our doorstep. p.56

	
  
	
  
Associated projects:
In 2010, Alyson completed a practice-based PhD in poetry; her research focused upon
geographical intimacy and an exploration of interfusion in poetry. Her doctoral portfolio
included poetry arising from her caravanserai residency.
During the development of the caravanserai project residencies Alyson’s poetry was introduced
to my supervisor Professor Catherine Leyshon. Having met, they worked on an application to
the Leverhulme Trust that was successful, awarding funds for Alyson to be ‘poet-in-residence’
in the University of Exeter’s department of geography in Cornwall for a year (2010-11).
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Ken Barrett produced ‘i-spy’ panels based on local wildlife and maritime practices as well as a
series of portraits of local people. The ‘i-spy’ panels involved visitor participation and he also
ran a portrait workshop for children exhibited in the wash-up areas. Developing his George
Formby tribute show he performed songs for us on his ukelele at our wednesday evening
summer fireside sessions. (http://www.kenbarrettstudio.co.uk)

	
  
Guerilla Nostalgia (Treloan 2010) is an ongoing project that involves inserting high-grade
nostalgic material into public places.
Recent projects have mixed memory and nostalgia and the Treloan work is a kind of ‘guerrilla’
nostalgia piece, descending on a public place and filling it with high grade nostalgic material (at
least for people aged 50 and above, whose Mum and Dad bought them I-Spy books).

	
  

Guerilla Nostalgia – Treloan shower block

	
  

portrait installed in the wash-up area at Treloan, of the two Chris’s – local village residents

	
  

I like doing rapidly executed and at times large portraits, the sort of thing that might have been
on an advertising hoarding in the 1950s, and incorporating text. That kind of illustrative work,
the sort of thing I have started at Treloan, demands a lighter touch and is more fun. I like the
idea of documenting local characters and events on old bits of ply. When you get fed up of it
why not use it to mend the shed or light the fire
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The guidebook: discovering what’s on our doorstep. p.51
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Robin joined us to lead foraging walks in preparation for our annual FEAST in
2010 and 2011. FEAST focuses on the local inviting people to a celebratory
‘bring and share’ banquet
The idea is to support local food retailers and producers - so please
prepare your dish from ingredients sourced as close to here as possible.
It’s fine to include stuff you’ve brought with you e.g. cooking oil etc, but
for the main ingredients the focus is local, what’s available near by…
whether it’s from the village shop, a farm shop, a local market, an
honesty stall or a foraging trip
Robin Harford’s mix of astute politics and how to eat/learn from the plants that
grow around us is a treat for any explorer come rain or shine. Having come
across his website when looking for a potential ‘forager-in-residence’ I was
drawn by his interest in exchange of information and his decision to work on a
donations basis – people paying what they could afford.
Robin is a daily forager. He teaches foraging at Eden Project, works with
Michelin star chefs, consults for TV production companies, and has been
featured in the Guardian, GQ, BBC Good Food Magazine to name a few…
http://www.eatweeds.co.uk
http://www.foragingcourses.com/
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The guidebook: discovering what’s on our doorstep. p.39
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The guidebook: discovering what’s on our doorstep. p.53
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An excerpt from Robin’s essay for the Idler that references caravanserai:
Harford, R. 2011. Wild Food Wild Flow: how I gave up business and got my fingernails dirty
instead in The Idler. No 44 Mind Your Business, a collection of essays on the art of living edited
by Tom Hodgkinson.
I am on a track, walking slowly. My body relaxes down, as I slip into sensing the
landscape. It is a simple process, and one that is the corner stone for experiencing Wild
Flow.
To sense the land yourself, stop for a moment and stand up. Gently bring your awareness
to your heart region. Start feeling it, sensing it, allowing your breath to slow down. As you
do so, relax the focus of your eyes and hold your hands out in front of you. Now slowly
move them horizontally out to the side. Keep watching your fingertips as far back as you
can while still looking straight ahead. If you have done this correctly, you will most likely be
looking 180 degrees around you. Normally our focus is very narrow. This process expands
it outwards. Maintain your awareness and start sensing, with your body, what is happening
behind you. Slow down and breathe. Now start walking, observe your breath, what you ʻfeelʼ,
listen to all the sounds, smell the wind. Your monkey mind may become calm, or resist by
screeching and turning up the volume. It depends on how much you give into the process
of letting go.
It takes a fair amount of focus to do this practice effectively, but over time, due to the
openness of observing the world, you may start to notice subtleties often missed when you
looked from a narrow head-centric perspective. Life starts shining. Events may cross your
trail, subtle opportunities that take you into hitherto unknown experiences, if paid attention
to and followed.
On occasions these flow-states can defy logic. Let me give you an example...
Recently I had an idea that I would like to offer wild food courses at campsites. I wanted to
lead late afternoon forages, and on returning home everyone would get together and cook a
community feast around a fire. It was partly a way to give campers something to do, but more
importantly, a great way to engage folk with the landscape and spread the plant knowledge to
as many people as possible.
And then one morning my partner mentioned that she would like to stay in a modern Roma
caravan. I put both ideas on back burner, not being able to see clearly a way to actualize them.
That very same afternoon I received a phone call from an organization in Cornwall that was
running a sustainable, food and art event during August 2010 at Treloan campsite on the
Roseland Peninsula (http://www.caravanserai.info). They wanted a forager to teach wild food
to the campers, and asked if I would be interested in coming along. They mentioned that they
could not pay me, but could accommodate me and my partner for three nights in a modern
Roma caravan, in exchange for a couple of two hour wild food sessions, followed by a
community cook up over an open fire.
Welcome to Wild Flow! Where payment comes in many more ways than cold hard cash.
This is just one small example of Wild Flow, there are many more that happen. So why do
these kinds of ʻopportunitiesʼ show up in my life?
I see it as a direct result of shifting my focus about money away from tunnel-vision,
wanting only a fixed price, and instead moving into Wild Flow. Foraging has taught me to trust
the abundance of the land and of life. Itʼs a metaphor for living, and this is what the plants
have to teach us. That through mindfulness we can experience, maybe only momentarily, the
joy, beauty and bounty that is right here, right now, all around us at all times.
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