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Big Picture is a collaboration of visual arts organisations in Dorset. The members are 
Artsreach, b-side, Bridport Arts Centre, Dorset Visual Arts, PVA MediaLab, Sherborne House 
Arts and Walford Mill Crafts.

Published by Big Picture 2012

ExLab (Exploratory Laboratory) is a ground-breaking arts programme responding to the Jurassic 
Coast and the inland geology of Sherborne, where earth scientists and artists have collaborated 
to reveal hidden landscapes through the lenses of art, geology and technology. It is a Big Picture 
project, a collaboration of seven visual arts organisations and professionals in Dorset working 
with Dorset County Council to sustain and develop vibrant visual arts in the county. 

www.exlab.org.uk
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sedimentary. They were formed layer by layer 
in a gently subsiding basin. This kind of 
geology is like reading a book and the fossils 
in each layer are like the page numbers, 
indicating where you are in the narrative. What 
makes the Jurassic Coast unique is the 
amount of time recorded nearly sequentially. 
This was caused by a geological event during 
the Cretaceous where the west end of the Site 
sunk. So, instead of the layers all being 
horizontal, they are tilted displaying younger 
and younger rocks as you move east. The 
display of geology is caused by the site being 
coastal so many layers are visible at once.

The spiral of life diagram below illustrates 
how this fits into current theories of the history 
of the world.

As a general outline, the Triassic section of 
the site can be seen in the red cliffs of East 
Devon; the Jurassic in West Dorset and 
Portland, the lower Cretaceous in Purbeck and 
the upper Cretaceous along the whole site.

Geomorphology
Coastal processes have acted on the rocks to 
create an enormous variety of coastal 

landforms – cliffs, barrier beaches, landslides, 
stacks, arches, bays and caves of unparalleled 
diversity. The varied geology of the coast has 
produced a spectacular laboratory for the 
modern science of geomorphology – the 
study of the shape of the land, and the 
processes that create it. 

The Birthplace of Earth Science
In the early nineteenth century geology was 
the ‘queen of sciences’, with a profile in public 
life equivalent to genetics or the study of space 
in our modern age. The evidence of the fossil 
record created searching debate. Scientists 
sought to reconcile the geological evidence 
with the biblical history of the world – then 
reckoned to be little more than 6,000 years 
old with a landscape shaped by Noah’s flood. 
Dorset and East Devon was a crucible for this 
debate. Today the Jurassic Coast is visited by 
millions of people including tens of thousands 
of students every year. 

For more detailed information about the 
science of the Jurassic Coast, please see 
www.jurassiccoast.com

What Is the  
JurassIc coast?

The formal name for the Jurassic Coast is the 
‘Dorset and East Devon Coast World Heritage 
Site’. This is the coastal strip of land lying 
between the top of the cliffs and the low water 
mark between Orcombe Point near Exmouth 
in the west and Old Harry Rocks in Studland in 
the east, around 95 miles (155 km) in length. 
It was declared a World Heritage Site by 
UNESCO (United Nations Educational, 
Scientific and Cultural Organisation) on 13th 
December 2001, as:

‘An outstanding example representing major 
stages of the Earth’s history, including the record 
of life, significant ongoing geological processes 
in the development of landforms, and significant 
geomorphic or physiographic features.’

The popular name, the ‘Jurassic Coast’, comes 
from the best known of the geological periods 
found within it, but in fact the Site includes 
rocks from the Triassic, Jurassic and 
Cretaceous Periods. Together these periods 
make up the Mesozoic Era of geological time, 

between 250 and 65 million years ago.
The 95 miles tells the story of 185 million 

years of the earth’s history, illustrating a third 
of the record of complex life. It is the only place 
in the world where you can see this.

Part of the World Heritage family
World Heritage Sites are places which have 
‘outstanding universal value’. This means that 
they are recognised as part of the shared 
heritage of all mankind due to their unique 
qualities. Other examples of this group of 
globally important natural and cultural Sites 
include the Great Barrier Reef, the Grand 
Canyon, the Taj Mahal and the Great Wall  
of China. 

Gaining World Heritage status means that 
the government of the country on which that 
site is found commits to protect, conserve, 
present and pass the Site intact to future 
generations. 

Geology
The rocks which form the Jurassic Coast are Co
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The commissioned artists are Simon Callery, 
Mat Chivers, Zachary Eastwood-Bloom, 
Simon Ryder and creative studio Proboscis. 
The artists each respond to different areas of 
the coastline, resulting in a number of 
temporary site-responsive artworks.

ExLab 2012 is the second of the 
Exploratory Laboratory projects initiated by 
Big Picture and it’s key partners are Creative 
Coasti and Trust New Artii. The first was held in 
2010 at Bridport Art Centre and this handbook 
follows the ‘notebook’ style of the original, 
reflecting a key aim of ExLab – to commission 
and present research-led practice that 
functions as a laboratory along the Jurassic 
Coast for both artists and earth scientists. 
ExLab is also part of both the London 2012 
Festival and the Dorset cultural offer, Maritime 
Mix. Being involved with the Olympics offered 
a challenge for ExLab – how could a 
considered, serious, research-led, scattered-
site exhibition make itself visible in the mele of 
the summer of 2012? To the ExLab team it 
was obvious – don’t compete, but take one’s 
place on the podium with elegance and 
mindfulness and do what we do well – 
present excellent contemporary visual arts to 
the public that evidence a meaningful 
engagement with the geology of Dorset. That 
is what we’ve done.

The arrival of the Olympics has infiltrated 
the whole country as Dorset hosts the sailing 
events in Weymouth. A huge array of 
associated cultural events are programmed, 
many of which are spectacular and 
marvellous. It could be said that ExLab is the 
antithesis of spectacle – the new artworks 
that are the outcome of eight months of 
research for the five commissioned artists are 
presented at carefully selected locations, 
reflecting their very intimate engagement with 
those places. Rather than the term ‘spectacle’ 
the words thoughtful, inquisitive, ambiguous, 
evocative, and even beautiful, come to mind 
when you encounter the artworks in situ. 
Each location in which they are presented not 

only informed the research but is also part of 
the work – they are interdependent. The 
outcome is a fascinating range of responses 
to the particularities of each place and how 
geology has impacted on it culturally or 
physically, and sometimes, both.

Simon Callery, Mat Chivers, Zachary 
Eastwood-Bloom, Simon Ryder and creative 
studio Proboscis (Alice Angus, Giles Lane, 
Gary Stewart and Stefan Kueppers), were 
selected from over 200 submissions to work 
with scientists to reveal new narratives about 
the places, the people and the landscape of 
Dorset. These artists have investigated the 
extraordinary coastal processes that formed 
the Jurassic Coast using geomapping and 
cutting-edge land-scanning technologies, 
making the invisible visible. 

In this handbook you will find detailed 
pages about each artist and how they 
approached their commission. You will also 
find essays by artists and scientists who have 
been deeply involved in the process of 
creating ExLab, alongside an essay from 
someone who wasn’t but understands the 
wider context from the outside. That wider 
context is an important aspect of ExLab and 
it’s process. We want to open up both art and 
geology to wider audiences and transgress 
the boundaries between the two disciplines. 
Much of that transgression has taken place 
during the research process. When the 
research period began all partners, artists 
and scientists spent time together in what we 
termed ‘internal dialogue days’. During the 
first of those days we introduced ourselves – 
we talked, walked, and listened to each other. 
We shared our passions and showed each 
other things of wonder and by doing so, 
gained glimpses into each other’s practice. 
The second session was a more structured 
feedback session and we invited Sian Ede to 
join us – introducing someone with no prior 
knowledge of ExLab into the group and 
inviting her to provide observations and raise 
questions. (Sian has pioneered many projects 

eXPLoratorY  
LaBoratorY 2012
Art, SciEncE And thE coASt

For the ExLab 2012 project artists and scientists have collaborated in a 
unique research process, resulting in a diverse range of contemporary 
artworks at various locations in Dorset that respond to the Jurassic 
Coast. Informed by scientific knowledge during many rich dialogues, the 
artworks are the outcome of the artists’ collaborations with earth 
scientists and other specialists, adding a further dimension to public 
understanding of the coastline. We believe these fascinating new 
artworks offer an alternate way of relating to this extraordinary coastline, 
the only natural World Heritage Site in England. More importantly, we are 
presenting a range of works that are so wide-ranging that no words can 
replace the experience that they offer. Five new commissions at seven 
locations, three artist bursaries, numerous scientists and seven arts 
organisations add up to a highly original experience for visitors.
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bringing artists and scientists together and 
wrote ‘Art and Science’iii ). If the binding of art 
and geology is to capture the imagination of 
total strangers when it is presented in the 
public realm, it ’s important to bring other 
people into the underpinning process of the 
collaboration – external comment is 
imperative to ensure that the wider context is 
acknowledged and considered.

The research also extended beyond that 
of the commissioned artists and scientists, by 
providing bursaries for three Dorset-based 
artists, (members of DVA), to explore the 
concepts behind the ExLab commissions, but 
in relation to their own practice. Their research 
is ongoing and will be shared with other 
regional artists in the future.

We have commissioned three essays and 
Coastline Convergences by Harriet Hawkins 
provides a contextualising voice for the wider 
context. Harriet’s essay presents an informed 
view of art and science collaborations and 
their place in the arts ecology. In contrast, the 
other commissioned essays provide more 
intimate accounts of the author’s involvement 
with ExLab. Archaeologist Gareth Beale from 
the University of Southampton has worked 
with one of the artists, Simon Ryder, assisting 
him to scan objects and artefacts. Their 
dialogue tells the story of their collaboration 
– whilst Exeter University PhD student Rose 
Ferraby reflects upon her personal experience 
of engaging with several of the artists during 
their research, both as an archaeologist and 
artist herself.

It is difficult to resist viewing ExLab as a 
form of metaphorical geological strata – 
comprising layers of people and places. Just 
as the tectonic plates that rubbed together to 
create the strange 90° faults in the Portland 
beds, art and science inevitably rub together 
in Dorset, sometimes causing friction and 
potentially informing change. Raising 
awareness of the unique nature of the 
Jurassic Coast through ExLab encourages 
people to reconsider the familiar and find new 
ways of understanding landscape, just as the 
artists have. We value the part you play in this 
process of time travel, delving back through 
deep-time and exposing new layers of 
understanding.

Carolyn Black, Producer ExLab 2012

i ExLab is a partner of Creative Coast 2012, an  
eighteen month project which aims to connect people’s 
imaginations with the stories of the Jurassic Coast  
World Heritage Site. In order to do this, it is developing 
the Creative Coast Forum, a network of artists, 
scientists, educators, arts organisations, local 
businesses, and public bodies. 
ii Trust New Art is the National Trust’s art and craft 
programme taking place at selected historic houses, 
countryside and garden properties across England.  
It connects more people to National Trust places 
through contemporary art and craft. It has been 
supported by a three-year partnership with Arts  
Council England to build links between the National 
Trust and the contemporary arts and craft sector.
iii Sian Ede, Art and Science, I.B.Tauris (20 July 2005)

By Dr Harriet Hawkins

Coastlines are dynamic zones of meeting 
and intermixing. As contact points of land 
and water, they are the locus of 
transformations of matter and morphology, 
the site of violent shifts as well as incremental 
movements of material. As evidenced by relic 
raised beaches and contemporary receding 
cliff faces, the Jurassic Coast World Heritage 
coastline is a particularly dynamic place, and 
these mutual shapings and reshapings of 
landscape and seascape pull to the fore 
questions around the ‘constitution of borders 
and the turbulence of boundaries’.i 

For the last few years this active coastline 
has also been home to dynamic, inter-
mixings of another kind: those between 
artists and scientists. The thrust of recent 
research on art-science collaborations is 
towards an eschewing of dualis t ic 
formulations of art and science, in favour of 
an appreciation of the transformative effect of 
collaboration on the well-worn practices, 
spaces and structures of science, and to a 
lesser extent art. Furthermore, it is often the 
potential of such transformations that offer 
the most intriguing possibilities for engaging 
with the most pressing issues of our time, 
whether this be climate change, biotech or 
landscape reclamation. 

Exploratory Laboratory is, as I write, in 
the process of being realized, so the form and 
kind of this project’s transformations I leave 
to its audience to experience and its 
collaborators to reflect upon. Instead, in this 

short essay I want to situate Exploratory 
Laboratory within the international Art-
Science scene, and reflect, through reference 
to scholarship in Science and Technology 
Studies, on the ways in which the vision of 
Exploratory Laboratory contributes to this 
rich picture of art science collaborations.

Situating Exploratory Laboratory
Exploratory Laboratory takes place within the 
growing international scene of art-science 
collaborations. Just like the projects collected 
together under the banner of Exploratory 
Laboratory, the sites and practices of science 
and art that such collaborations engage are 
as rich and varied as their aims and 
outcomes. So, the five projects produced at 
the coastline sit in dialogue with the projects 
produced by specialist organisations such as 
Zurich based Swiss Artists in Labs, who have 
an annual residency programme that places 
ar tists at a range of sites including 
Neuroscience, Computer Science and 
Robotics Laboratories. Taking another tack, 
SymbioticA, Australian based specialists in 
BioArt, have a specially designed ‘bio-art’ 
lab, enabling them to experiment with tissue 
cultures. Perhaps more akin to Exploratory 
Laboratory are Cape Farewell – London 
based experts in climate change art and 
community based work – who situate art and 
science beyond the lab, sending artists into 
the field to work with scientists and 
communities in Antarctica, Norway and 

coAStLinE convErgEncES
 Art-SciEncE coLLAborAtionS  

on thE JurASSic coASt 
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Scotland. Alongside these specialist 
organisations are a host of other site-specific 
commissioning projects, individual artists’ 
who have dedicated their careers to art-
science practices, and a growing suite of 
institutions – art galleries and science 
institutions- that contain spaces dedicated to 
the display of these work.ii Variously funded 
by Arts or Science bodies, supported by 
Universities or Corporations the sum is a 
richly patterned art scene, dense with a 
myriad of engaging and imaginative work 
that covers a range of sites and spaces of 
science and art for a huge variety of scientific, 
artistic, didactic, academic and political 
ends. In thinking through the contribution of 
Exploratory Laboratory to this panoply of 
work we can isolate in particular its 
engagement with Earth Scientists, its site-
responsive nature, and the relationship 
between histories of lay scientific knowledge 
at the site, and the participatory elements of 
these contemporary commissions. 

Siting Science: A Living Laboratory
The Laboratory as a privileged site of 
scientific learning has been a key location for 

art-science projects. These sites of science 
have been crucial in demarcating differences 
in credibility and in modes and apparatus of 
scientific practices, as well as engaging in 
the hierarchy of scientif ic knowledge 
production.iii Artists, in their inhabitation of 
these spaces of science, par take in 
expe r imenta l  p rac t i ces and enro l 
assemblages of apparatus and knowledge to 
their own ends, as well as turning these 
techniques and technologies into powerful 
critiques of science itself. 

Science has, however, long exceeded 
such bounded spaces of the experiment. 
Indeed as much as Art-Science collaborations 
have been institutional ‘lab’ bound practices, 
they have also been found in sited field-
stations and taken advantages of the 
opportunities offered by mobile field labs, on 
board ship for example. In exploring such 
geographies of scientific practices these 
collaborations trouble that boarder between 
laboratory and field science that is recognized 
as one of the most important in the ‘cultural 
geography of modern science’.iv 

Explorator y Laborator y, and i ts 
engagements with the so-called ‘Living 

Laboratory’ of the Jurassic Coast, contributes 
to this wearing away of the boundaries of 
‘ secluded ’ laborator y science. The 
contemporary site-responsive projects 
engage coastline and hinter-lands, with 
projects like Callery ’s Inland Sealand, 
Eastwood-Bloom’s Digital Earth and Ryder’s 
A Natural History of Pseudomorps rendering 
visible geological landscapes and data-
scapes, and installing scientific processes on 
the coastline and in its galleries and 
restaurants. 

Creating an image of science-in-the-
making rather than of ‘made science’ these 
contemporary enfoldings of ‘labscape’ and 
‘landscape’ also draw out the historical place 
of the Jurassic Coast as a site for field 
science. Historically, the coastline drew 
national and international attention from the 
likes of the famous geologists James Hutton 
and Charles Lyell, John Henslow-Darwin’s 
tutor, and Louis Agassiz, a pioneer of glacial 
geomorphology. These figures serve to 
remind us that ‘lab’ and ‘field’ have long been 
co-evolving categories, the very notion of the 
‘field’ itself only a by-product of the laboratory 
revolution of the mid 19th century.v And 
indeed the spaces of science far exceed this 
pairing, taking place in the domestic spaces 
of drawing rooms and parlours, gentlemen’s 
clubs and coffee houses as well as the 
institutional spaces of scientific societies.vi 

This so called ‘laboratisation of society’ 
is not necessarily a new thing, but this is not 
the same as saying that Society is one huge 
lab.vii It is rather to assert that laboratory-like 
spaces and practices will appear and 
disappear at a variety of different locations, 
forming an ongoing and dynamic landscape 
of experimentation.viii It is, I would argue, just 
such a landscape of experimentation that 
has been created during these collaborations. 
Moreover, this spatial and temporal un-
bounding of the experiment will continue 
during the project’s installation, as audiences 
are invited to explore and engage in the 

production of scientific knowledge at the 
coastline. This bears out, as I will explore in 
the next section, observations that such a 
‘laboratisation of society’ demands new 
kinds of responsibly and responsiveness 
from scientists, politicians, artists and 
citizens alike.ix 

‘Research in the Wild’ 
Scholars of Science and Technology Studies 
have recently drawn a distinction between 
‘secluded’ science and ‘research in the wild’.x 
In the lat ter case it is not just that 
experimentation overspills the bounded 
spaces of the laboratory, but that experiment 
becomes part of everyday life, and non-
experts are enroled in the production of 
scientific knowledge. Laypeople have, of 
course, always been involved in the scientific 
enterprise, and the history of the production 
of scientific knowledge on the Jurassic Coast 
ably demonstrates the power of the ‘non-
expert’ in shaping the directions of modern 
science. For here the heroes of laboratory 
science and activit ies of gentleman 
geologists are overshadowed by the figure of 
female fossil hunter Mary Anning. Anning’s 
activities won her the support and admiration 
of renowned geologists including Henry de la 
Beche, and her memory endures as much in 
the canon of international science as within 
local histories and myths. The relation 
between ‘secluded research’ and ‘research in 
the wild’ is thus demonstrated to be less the 
foregrounding of a dichotomy between these 
two sites and their associated modes of 
science, but is rather a taking seriously of the 
transformative potential and possibilities of 
folding these sites and practices together, 
and in the process democratizing science 
and engaging and empowering citizens 
within the making of scientific knowledge.xi 

We see this clearly in the emerging 
discourses of Citizen Science, where people 
become engaged in collecting weather data, 
in monitoring species distributions or Above: Durlston Country Park DORIS & ALS 50cm perspective view An
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Art, SciEncE And  
thE nAtionAL truSt

Tom Freshwater

As an organisation that cares ‘for special 
places, for ever, for everyone’, the National 
Trust recognises that the unique places in our 
care are inspirational. We want to help people 
love these places – but sometimes the 
qualities that make places special can be 
hidden. The great forces that shaped and 
moulded the Jurassic Coast area, and which 
continue today, are not only fascinating to 
scientists and specialists: they are sources of 
wonder for us all. By engaging artists to work 
alongside scientists studying the coast, and to 
place these artists at sites along the coasts 
working with the people who look after, and 
who live with and visit these places, creates a 
unique way to make art embedded in the 
land, and explore and express aspects of 
what makes it precious to us all.

The Trust’s contemporary arts programme is 
called Trust New Art, and began in 2009. It 
aims to connect people with places through 
contemporary art and craft initiatives. Trust 
New Art uses commissions, residencies and 
exhibitions to create inspirational experiences 
of places. We often work in partnership, and 
are pleased to be co-commissioning with Big 
Picture group for ExLab in 2012, alongside 
the many institutions that look after the 
Jurassic Coast.

Tom Freshwater
Contemporary Arts Programme Manager  
for Trust New Art – a National Trust initiative 
in partnership with Arts Council England.
www.nationaltrust.org.uk

deciphering entries in historical ships logs. To 
understand Exploratory Laboratory as 
foregrounding this self same sense of 
scientific research ‘in the wild’, is to draw 
attention to its participatory elements, found 
especially in the project by Proboscis, 
Storyweir. This is to recast the logics of 
participatory, community art onto alternative 
theoretical ground, with artists, scientists, 
humanities scholars and audiences alike, 
expert and non-expert, becoming enroled 
within the distributed practices and sites of 
knowledge production along the coastline. 

Transformations
To return to the coastal metaphor with which 
I opened. In considering the dynamic 
transformations of the coastline we accept 
the already intermingled and transformatory 
nature of land and sea at these sites. 
Discourses on art-science collaborations 
have been dominated by a sense of crossing 
boundaries, bridging divides and so forth, 
with points of common ground celebrated, 
and moments of difference, and even conflict, 
at least in the retellings, often reconciled and 
over come. Equally productive however, 
could be a move that enables us to work from 
a position other than one seeking to reconcile 
dualistic formations of art and science. For-
going a set tlement of enlightenment 
inheritances, and the sorting and ordering of 
a whole host of objects, people and 
disciplines therein, we can turn instead to the 
productive qualities of difference. Exploring 
how differences in thought, technique and 
ethical practice are productive of ideas, 
objects and experiences, that exceed 

categories of science or of art, of figures of 
expert and non-expert, and the spaces of lab 
and gallery, and in doing so allow for the 
emergence of creative, collaborative 
approaches to some of the most pressing 
issues of our time. 

Dr Harriet Hawkins is a Lecturer in Human 
Geography at Royal Holloway University of 
London. She is part of an international 
research team, funded by the Arts and 
Humanities Research Council (UK) and the 
National Science Foundation (USA) to work 
on Art-Science collaborations, with particular 
emphasis on bodies and environments.

i Davies, Gail (2010) Where do Experiments End. 
Geoforum. 41,5, 667-670.
ii The Art Science Museum in Singapore, and the 
Science Gallery in Dublin and Arts Santa Monica, 
Barcelona, all make space for the display of Art 
Science collaborations 
iii Shapin, Steve (2010) Never Pure, Johns Hopkins 
University Press; Livingston, David (2003) Putting 
Science in its Place: Geographies of Scientific 
Knowledge, Chicago: Chicago University Press.
iv Davies, Where do experiments end?
v Kohler, Robert,E. (2002) Landscapes and 
Labscapes: Exploring the Lab-Field Border in Biology. 
University of Chicago Press.
vi Kohler, Landscapes and Labscapes.
vii Livingston, Putting Science in its Place. 
viii Callon, Michel, Lascoumes, Pierre, and Barthe, 
Yannick (translated by Graham Burchell) Acting in an 
Uncertain World: An Essay on Technical Democracy. 
MIT Press: Cambridge, MA<.
ix Davies, Where do experiments end?
x Callon et al, Acting in an Uncertain World
xi Callon et al, Acting in an Uncertain World
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Simon cALLEry:  
inLAnd SEALAnd 

ArtiSt commiSSionS

This commission, unlike the others that have a coastal focus, 
draws attention to the geology of inland Dorset – linking it to the 
geology that is so clearly visible on the Jurassic Coast. Simon 
Callery’s research explored a journey from Sherborne to 
Portland using public footpaths, bridleways, green lanes and 
trackways. The commission set out to reveal the geology 
underfoot through the experience of both walking the landscape 
and research into historic land use. Simon’s paintings make no 
attempt to depict landscape, but instead reflect a multi sensory 
experience of landscape. Presented in a domestic setting, the 
visitor engages physically with the works, moving from one 
room to another, creating a journey of discovery that echoes 
how we engage with landscape.
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The splendours of the Jurassic coastline are 
becoming increasingly well known as images 
of glowing cliffs and spectacular coastal forms 
grace many books and magazines – from 
tourist guides for coastal caravan parks to 
geological guides – as well as in scientific 
research journals. It is at this edge, where land 
meets sea, that the geology is exposed to view, 
continuously eroding, releasing new clues – 
offering up an open book for the study of the 
story of our earth. But the inland geology is 
more discrete.

The inland strata continues unseen inland, 
yet determines the nature of the landscape and 
it’s use by the communities that live in it. By 
reading maps one can determine the geology 
underfoot by the patterns of settlements and 
the networks of the subsequent paths and 
roads. The Inland Sealand commission was 
devised to offer an important opportunity to 
pursue new perceptions and understandings of 
this inland Dorset landscape, to explore and 
map a geological journey to the sea directly 
linking an inland area with a coastal one, 
during a period when primary focus will be on 
the cultural activity in the Weymouth area.

Simon Callery is a painter whose work 
challenges established notions of landscape-
based painting. His work has been shown 
widely in the UK and internationally. Exhibitions 
include: Art Now 19, Tate Britain, Paper Assets, 
British Museum and Sensation, Royal 
Academy of Arts, London. His work has 
recently been included in Within/Beyond 
Borders, selected works from the European 
Investment Bank Collection, Luxembourg; at 
the Byzantine and Christian Museum, Athens 
and, in February 2012, a group painting show 
at Galerie B55, Budapest. In developing new 
approaches to landscape based art, Callery 
has worked in col laborat ion wi th 
archaeologists from Oxford Archaeology and 
the Institute of Archaeology, University of 
Oxford, over a number of years. This has 
resulted in the development of new forms for 
contemporary painting, which aim to engage 

the viewer on a multi-sensory level, akin to our 
experience of the material landscape.

Simon undertook a five-day walk from 
Sherborne in the north of the county to 
Portland, Dorset’s southernmost point. This 
continuous walk, stopping only for an 
overnight stay at a local B&B, enabled him to 
have a truly immersive experience of the 
landscape. He experienced and noted the 
changes in geologies on route – the distinct 
characteristics of the higher chalk downland 
contrasting with the limestone and clay beds of 
the Blackmore Vale. 

Further research involved delving into the 
archive stores of the Dorset County Museum 
looking at ancient pottery produced on site 
from local clays, in contrast with investigating 
some of the small private quarries in inland 
Dorset, that give us our only opportunity to 
really see what is beneath our feet.

Using a large scale OS map for navigation 
and meeting few people on route, Simon 
realised that it was the names of farms that 
helped him locate himself. Many of these 
names reflected local landscape features 
appearing to reference characteristics relevant 
to the rock below ground. 

Simon established a valuable collaborative 
working relationship with earth scientist Sam 
Scriven, from the Jurassic Coast World 
Heritage Team. They share an interest in the 
impact of geology and our understanding of, 
and response to landscape, which has led to 
the idea of them jointly producing a form of 
‘walking guide’ that specifically aims to 
resensitise us to the particularities of the inland 
geology. Each layer of the strata below ground 
provides the history of the geology – whilst on 
the surface the road and house names give 
clues to what lies below– White Sheet Hill, 
Black Down, Rockpitts Barn, Redhole Coppice.

For ExLab, the chalk downs and inferior 
oolite beds have inspired Simon to consider 
these references to local geology both above 
and below his feet, as he walked between 
Sherborne and the coast. The physical 

Sherborne

Sherborne is in the north of the County of 
Dorset. It is a very pretty small town. It is 
described to tourists as being one of the 
most beautiful towns in England. With its 
abundance of medieval buildings, superb 
Abbey, world famous Schools, picturesque 
Almshouse and two Castles, Sherborne has 
much to offer visitors.

Those beautiful buildings are made of local 
stone, providing the first clue to visitors of 
the geology that lies below. Sherborne’s 
name comes from the Saxon ‘Scir burn’ 
meaning a clear brook or stream. Sitting on 
the hillside beside this stream, Sherborne’s 
surrounding landscape of gentle slopes over 
biscuit-coloured Jurassic limestone 
contrasts with the chalk down-lands of 
Dorset’s Area of Outstanding Natural 
Beauty to the south.

characteristics of Simon’s work for this 
commission derive from these two specific and 
diverse geologies. Drawings and photographs 
provide an intimate counterpoint to the 
paintings, clearly establishing the geological 
context of the exhibition and Simon’s research. 

To some degree, these works are the result of a 
need to find new forms for painting to reflect an 
experience of the Dorset landscape. They also 
initiate a development in my practice to pair 
paintings with photographs.

Simon’s work requires us to let go of the 
conventions of landscape painting as we know 
them. His physical paintings seek a balance of 
the senses and do not prioritise the visual over 
the material. They are informed by the action of 
walking the landscape, and tempered by an 
encounter with its diverse geology. 

Encountering Simon’s paintings and other 
works in No.33 Newland will echo this 
experience. As you walk through the house, 
feel the relationship between the paintings and 
the place, allow the edges between them to 
dissolve away in your mind and your body – 
enter as if you are entering a landscape.
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ProboSciS:  
StorywEir

ArtiSt commiSSionS

‘Storyweir’ is the outcome of the Hive Beach commission, which 
required Proboscis to engage with users of the café and beach, 
exploring the human story of the Jurassic coast, and how the 
physical and the social influence and impact upon each other. 
Proboscis (A. Angus, G. Lane, G. Stewart and S. Kueppers) 
worked with Cultural Geographers from the University of Exeter  
to explore their interest in the relationship between deep time and 
human time, and how they are reflected in the ongoing dynamic 
processes and transitory human life at play on the geology of the 
coast. Hive Beach has proved to be a rich source of stories for 
them to harvest. 
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Their practice evolves through people and with 
people. The construction of the objects and 
audio-visual works was informed by their time 
spent at the beach talking to the experiences of 
many people who visit this part of the coastline. 
Proboscis has tapped deep into the cultural 
traditions of coastal dwellers – fishing, 
swimming, canoeing, walking and fossil 
collecting. It is fitting that they have chosen to 
install works in the National Trust hut next to the 
car park, on Fisherman’s Green at the beach and 
in the Hive Beach Café. 

The works are contemporary relics of their 
research at the site. In the National Trust Hut an 
audio work and visual mapping of undersea 
geology at Hive and Burton Beaches (from data 
courtesy of the Channel Coastal Observatory) 
bring together many of the stories told to 
Proboscis by the geologists, other scientists and 
local people. In the Hive Beach Café a series of 
hanging sails reflect on human time, and on 
some of the ways we seek to examine and 
understand and live with the ancient geology of 
Hive Beach. On Fisherman’s Green is the 
Storyweir itself, a kind of sundial for telling stories 
with shadows and views. It incorporates 
silhouettes of things remembered, stories told 
and things imagined that are or might one day 
become the folklore that explains the ancient 
history of the place. 

Proboscis will leave a light but lasting imprint 
on the memories of the people they engaged 
with and the place they temporarily inhabited. 

The Hive Beach commission was intended as a 
social engaged project by co-commissioners 
Bridport Arts Centre and PVA Media Lab, so they 
fitted the brief perfectly.

Proboscis’s current practice is inspired by 
ecological knowledge, communities, landscape 
and the built environment. Their projects blend 
visual arts practice, academic research, 
technology development, and community 
participation such as Urban Tapestries (2004), 
Snout (2007), Perception Peterborough (2008) 
and Being in Common (2009), Sensory Threads 
(2010) and Graftto (2010).

Their work mixes traditional arts, technology 
and events with social, artistic and technological 
research. They have worked with computer 
scientists, anthropologists, geographers and 
social scientists. Projects have been in 
collaboration with universities, community 
organisations and the technology industry, often 
taking an enquiring stance and examining the 
political structures behind things. Their work 
stems from a tradition of working in the public 
arena, by artists such as John Latham, Barbara 
Steveni and the Artist Placement Group and is 
also inspired by other practitioners – in particular 
the writings of Georges Perec, Edwin Muir and 
Daniel Defoe, the Eames Studio and the Mass 
Observation project. 

Proboscis help people to create, 
communicate and share what is most precious 
to them in ways that transcend social, cultural or 
disciplinary boundaries. Collaboration and  
co-discovery are at the heart of their creative 
practice and ethos.

For ExLab, Proboscis has engaged with 
people who use the beach, resulting in events, 

Hive Beach

Hive Beach is in Burton Bradstock, near 
Bridport. Managed by the National Trust, 
this beach is very popular with walkers as well 

as families using the beach. The Hive Beach 

Cafe represents a real-time social 
networking site directly on the coast. Its 
clientele varies greatly through the year, 
which provides an interesting scope to 
foster engagement with and between 
different social groups who are interacting 

with the coast – influencing it and being 
influenced by it.

Burton Bradstock acts as one of the main 
gateways to the Jurassic Coast and the 
South West Coast Path. Consequently, easy 

access is a key aspect of this estate and 
spectacular cliff-top views can be enjoyed 
along the many varied and picturesque 
coastal walks. Hive Beach is a hugely popular 

family destination, made up of shingle, 
surrounded by spectacular sandstone cliffs.

structures, objects and audio-visual works that 
echo the impact of the geology on the human 
experience of the place. The project title 
Storyweir reflects the idea that their project is a 
‘weir ’ for catching stories, inspired by 
traditional methods of fishing – including seine 
netting, which was (and still is) used to catch 
mackerel at Hive Beach. It’s also inspired by 
the idea that they will catch stories from across 
both human time and deep geological time 
through their research.

They have harvested tales, experiences 
and folklore and recorded conversations during 
a series of events and interventions at the 
beach and in the town. Stories collected from 
geologists, fossil hunters, sea swimmers, dog 
walkers and local people, as well as visitors to 
the beach, reveal the complex intertwining of 
humans and geology at the site.

In that ephemeral space of flux between the land 
and sea the continual cycles of sun, tide and sea 
effect changes larger than we can imagine but 
also are felt by humans on a daily basis.

Throughout ExLab Proboscis have been 
collaborating with cultural geographers Dr Ian 
Cook, Dr John Wylie, Dr Nicola Thomas and 
Rose Ferraby from the Geographies of Creativity 
and Knowledge Research Group, University of 
Exeter, as well as engaging in conversations 
with earth scientists from the Jurassic Coast 
team. They have focused on the relationship 
between deep time and human time and how, 
together, they reflect the ongoing dynamic 
processes and transitory human life at play on 
the geology of the coast. The outcome of the 
commission is less tangible than some of the 
other more ‘material’ artworks, being deeply 
informed by their individual research practices. 
Whilst the intellectual reasoning behind much 
of their work is complex and of ten 
contextualised within academic circles, the 
works speak for themselves – familiar 
materials found on beaches and used by 
fisherman, alongside audio-visual elements.

Proboscis (Alice Angus, Giles Lane, Gary Stewart 
and Stefan Kueppers) is an artist-led organisation 
whose work is rarely gallery-based. More often 
than not they work in situ and collaborate with 
local people, communities, scientists, 
technologists and architects. They create 
projects, events and artworks inspired by a 
particular place, community or question that is 
often the focus of multiple, sometimes 
conflicting, social interests, histories and issues. 
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Simon rydEr:  
A nAturAL hiStory of  

PSEudomorPhS 

ArtiSt commiSSionS

‘A Natural History of Pseudomorphs’, a commission for Portland 
by Simon Ryder, is inspired by the unique geology, industry and 
nature of the place. At the heart of Simon’s work lies a fossilised 
Jurassic snail, the Portland Screw (Aptyxiella portlandica) and 
the notion of the pseudomorph. Using the latest 3D scanning  
and printing technologies as his tools, Simon has explored how 
the pseudomorph might be used metaphorically to explore other 
Portland features, such as The Race (an area of dangerous 
currents just south of the Bill). Local people, places and history 
are core to his ongoing research, so the new Coastwatch 
Training Centre, located next to the old upper lighthouse on  
the Bill, is the ideal place to delve into his discoveries.
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Portland

Approached from Weymouth via a narrow 
causeway, the rugged Isle of Portland 
affords spectacular views across the London 
2012 Olympic and Paralympic sailing venue 
and is a natural observational vantage point. 

Its unique geology has determined a very 
particular history and ecology, offering 
huge scope for research and inspiration.

Portland is a huge block of limestone, 
measuring 4.5 miles by 1.75 miles and rising 
to a height of 400 feet above sea level in the 
north. The famous Portland Stone quarried 
here has been used for many well-known 
buildings, including both St Pauls Cathedral 
and the United Nations Building in New 
York. In the second half of the 17th 
century, Sir Christopher Wren, who was at 
one time MP for nearby Weymouth, used 
Portland Stone to rebuild London after the 
Great Fire. Portland, well known for its 
inclusion in the shipping Forecast, has 
three lighthouses on its most southern tip, 
the stunning Bill.

combination of strong opposing currents and 
the underlying topography of the seabed. The 
Race contains standing waves, waves that stay 
in one place and maintain their shape even 
though the water of which they are made is 
constantly changing – an aqueous 
pseudomorph. This transient and constantly 
shifting phenomenon is depicted as a solid 
feature on some marine charts, and has its 
place in the local history both as a natural 
phenomenon and a place of remembrance.

Every element that makes up ‘A Natural 
History of Pseudomorphs’ has gone through 
numerous transformations. To achieve this, 
Simon has worked with stonemasons, 
archaeologists, engineers, computer animators, 
and has collaborated with the musician and 
composer Oogoo Maia on the soundscape for 
the exhibition.

Summarising the work that Simon presents 
in the Coastwatch Training Centre, one must 
return to the way in which he switches between 
how the gaze informs what we ‘see’ and how we 
‘know’. Geologists use the term ‘deep time’ when 
they discuss the strata laid down over millions of 
years. The term ‘deep gaze’ could be applied to 
Simon’s body of work for ExLab. We can observe 
not only similar forms on different scales, but 
also through different eyes – the naked eye and 
how it embraces object and context as one, and 
the technological eye which penetrates deep 
down to reveal microscopic detail. Together, this 
information helps us to know and understand, 
and experience, the strange and fascinating 
world we inhabit. By juxtaposing these narratives 
simultaneously, Simon allows the viewer to bring 
their own thoughts to complete the story.

The Portland commission provided an 
exceptional opportunity for an artist to engage 
with a place that is somewhat liminal – not quite 
an island – attached to Weymouth by a thin 
causeway, like an umbilical cord. On Portland 
there are rare finds to be had not available on the 
mainland. There may be no rivers, but there are 
other unique natural wonders to compensate – 
local fossils, including the Portland Screw and 
‘Orses ‘Eads, and the beautiful Portland Blue – a 
silver-studded blue butterfly. There is a 
magnetism sensing centre, three lighthouses in 
a triangle formation and a breathtaking 
landscape, whilst offshore there is the Race.

Originally trained as a zoologist before 
turning to art, Simon is fascinated by how we 
interact with the places in which we live and 
work, and how they, in turn, shape us. He 
adopts ideas and methodologies drawn from 
science, art, ecology and geology, often using 
one to transform another: so for one 
commission he turned birdsong into 
landscapes, and for another crystallized 
horsetail ferns as a form of keeping memory 
alive. Simon Ryder has produced work for a 
diverse range of locations, including Gloucester 
and Brandenburg cathedrals, the National 
Wetlands Centre Wales, Bristol (Southmead) 
and Newton Abbot hospitals, the UNESCO 
Biosphere Reserve North Devon, and he is 
currently working in the Cotswold Water Park. 

Simon is a collector of concepts – he draws 
out relationships between things and re-presents 
them anew. Not unlike Joseph Cornell’s boxes, 
he finds links between disparate objects and 
ideas, and like Mark Dion, he forages the past to 
inform the present, in this instance including the 
Mesolithic excavations at Culverwell on Portland 
Bill. Science is never far away from his art, 
whether it is in the process of research or in the 
making. Simon has a keen eye for nature, but 
also explores and utilises new technologies that 
enable his, and ultimately the viewers, eyes to 
see what has not been seen before. Simon’s 
practice is not restricted to any one discipline or 
process but shifts across media.

For ExLab, Simon has had access to 
contemporary scanning processes – (such as 
DORIS, LIDAR, and CT) used by geologists and 
archaeologists – this has enabled Simon to 
reveal the unseen and previously unknown. 
Following an extensive period of fieldwork, 
Simon’s artwork has come to pivot around the 
concept of the ‘pseudomorph’, which literally 
means ‘false form’ or ‘false body’. The Isle of 
Portland is situated within the Jurassic part of 
the World Heritage Site and in terms of Jurassic 
geology the petrified wood found on Portland is 
a good example of a pseudomorph. Over time, 
the wood has been replaced by silica, thus 
preserving its overall structure (sometimes right 
down to the cellular level) but it is now made up 
of a non-original ‘false’ material.

The notion of the pseudomorph, of something 
that completely changes whilst at the same time 
maintaining its outward form, is an idea that can 
be applied across many different fields (from 
geology, archaeology to personal memory) and 
over different time frames, from the ‘deep time’ 
used by geologist to the immediacy of our lived 
sensory experience. It is also a notion that is 
relevant when thinking about contemporary 3D 
scanning and printing technologies, which excel 
at transforming one form, whether the shape of 
the sound of a wave or the internal cast of a 
Portland Screw, into another media. On Portland 
pseudomorphs abound! 

Simon has extended his understanding of 
pseudomorphs to include the Race – feared by 
fishermen, this unruly mass of waves off the 
southern tip of Portland is generated by a 
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ZAchAry  
EAStwood-bLoom:  

digitAL EArth

ArtiSt commiSSionS

‘Digital Earth’ is a craft-based commission linking with the 
Jurassic Coast and the Countryside team at Durlston. Zachary 
Eastwood Bloom works with both traditional making 
methodologies and what he terms ‘post-craft’ processes of 
production. Access to landscape scanning processes used in 
geology have opened up new ways of working for Zachary which 
has resulted in both 2D and 3D renderings and models, as well 
as an innovative audio work derived from landscape scanning 
sources. Both the audio installation presented in the tower of 
Durlston Castle and the works at Walford Mills Crafts represent 
his keen interest in synaethesia.
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Zachary Eastwood Bloom was selected for 
ExLab because his work offers a fresh approach 
to craft and challenges preconceptions about 
what the term ‘craft’ embraces. He combines 
traditional haptic methods of making with highly 
technical processes of production. Often his 
work is actually about that collision between 
hand made and machine-made. 

Zachary is a founding member of London 
based Studio Manifold and has recently 
exhibited at the British Ceramics Biennial, the 
V&A Museum and The Royal British Society of 
Sculptors and his piece ‘Information Ate My 
Table’ recently toured with the Crafts Council’s 
Lab Craft exhibition. His work utilises materials 
such as concrete, ceramic, bronze, wood and 
resin. He combines both traditional and 
contemporary processes such as casting, CNC 
milling, 3D printing and laser cutting, making 
objects that question the delicate balance 
between the material and the digital. Zachary 
studied at Edinburgh College of Art where he 
began experimenting with 3D design software. 
He further explored digital processes and 
fabrication at the Royal College of Art for his 
Masters, graduating in 2010. Having made The 
Journey (2010), a work that transcribed sound 
into landscape, for ExLab he has reversed that 
process, creating sound from landscape. 
Zachary is now exploring a cycle of this activity 
with the New English Ballet Theatre – whereby 
the orchestra generates form and the performers 
respond to the resulting virtual landscapes.

Zachary considers his work to be a form of 
synaethesia. He sets out to transgress the 
senses, creating sound from form, form from 
sound, images and sculptures from data. 
During his research for ExLab he worked closely 
with geologists and natural scientists at 
Durlston, all of which has informed this new 
body of work. He commented on how 
fascinating it was that all those he engaged with 
at Durlston had very personal, and different, 
experiences of the same landscape. That 
knowledge conceptually underpins how he 
works across mediums and how he experiences 

place – there is no universal ‘knowing of 
landscape’ that we all share in common, but 
only our ‘interpretation of a landscape’. This is 
also applied to the mediums he employs – there 
is no ‘correct’ way to use them. Many of the 
works for ExLab reflect his use of various 
mediums – high-end technology provides visual 
readings of landscapes – which Zachary has 
modified to create prints closely akin to colour-
field paintings. He straddles the digital and the 
analogue, design, making and contemporary 
art. He makes things that have not been seen 
before, by merging and morphing media and 
material, the haptic and the hi-tec.

The diversity of his work is reflected across 
the two venues, which provide different contexts 
too. For example, sections of the Durlston 
landscape were scanned, generating digital 
data has been 3D printed- Fragments from a 
Digital Earth’ – and exhibited alongside a sound 
piece – Rendered Earth – that has also been 
generated from the shoreline. They are installed 
together in a Tower that has it’s back to the sea. 
A range of prints derived from digital landscape 
scanning technologies and forms created from 
3D renderings will be shown at Walford Mill 
Crafts, later at Durlston Country Park.

For Rendered Sound I have taken three 
dimensional data of Durlston Country Park 
captured from aircraft and used for scientific 
research to create a mesmeric sound work. 

Durlston Country Park

Situated one mile from Swanage in 
Dorset, Durlston Country Park and 
National Nature Reserve, is a 280 acre 
countryside estate consisting of 
sea-cliffs, coastal limestone downland, 
haymeadows, hedgerows and woodland. 
It occupies a promontory on the eastern 
end of the Jurassic Coast. It is owned and 
managed by Dorset County Council and 
is the base for the countryside ranger 
service for Purbeck. Durlston Castle has 
recently been refurbished as the main 
visitor centre for the Jurassic Coast 
World Heritage site, alongside a new build 
gallery for visual art and environmental 
exhibitions, an artist’s studio and 
residential accommodation, all of which 
opened in 2012.

The sound is generated from the emergence of 
the landscape up from the sea at Durlston 
Head travelling along the Jurassic Coast from 
east to west, crescending as the landscape 
rises away from the bay. The work created 
represents millions of years of geological 
metamorphosis, quarrying and the marks of 
human traffic stimulating an absorbing and 
emotional response to scientific data.

Summarising the experience of visiting, the key 
word is synaethesia. This is a visual arts 
exhibition, yet the visual is not prioritised. It is 
art, geology, technology – real and virtual. 
Zachary renders the digital as tactile, sound as 
seen and landscape as object. As the viewer, 
you may arrive expecting to look at works – 
you will undoubtedly have to engage all of your 
senses, just as Zachary did in the making of 
the works.
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mAt chivErS:  
ovErLAy 

ArtiSt commiSSionS

Mat Chivers’ work Overlay is the outcome of a commission that 
focuses attention on Purbeck and the geological character of the 
Portland beds, and aims to encourage Bournemouth audiences 
to explore this outstandingly beautiful National Trust location. 
Mat’s evocative film is a palimpsest of drawings and film footage 
of the Purbeck coast, referencing how the coastline was formed 
millions of years ago, when the African and Asian tectonic plates 
collided. The film can be viewed near the coastpath in the lovely 
Spyway Barn, built from locally quarried stone; and in a 
comparatively urban environment – a Victorian building that 
houses an amazing collection of objects owned by the 
Bournemouth Natural Science Society.
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another. In ‘Overlay – an Erosive Rhythm’ the 
past and the present, the still and the moving 
image, are bound together visually by natural 
geometric systems and fields. Geology and 
geometry create a schematic moving drawing 
that extends the pictoral frame of the film. This 
mirrors the way our gaze observes landscape 
when we draw it – our eyes travel freely across 
and around, but the frame of the paper, or in 
this case the camera, contains and restrains. 
Visually we may attempt to entrap the 
landscape, but as a living moving thing it 
continues to change, despite our efforts to 
control it. Filmed from a boat at dawn and 
looking back to the shoreline, the haunting 
African soundtrack – sourced from a vintage 
recording of anonymous West African 
percussionists – evoking a sense of massive 
weight in flux. This creates a metaphor for the 
specificity of these Portland beds, which were 
formed millions of years ago when the African 
and Asian tectonic plates collided, resulting in 
ninety-degree faults in the rocks. The 
soundtrack grinds and groans, the drumbeat 
aligning with the subtle movements of the 
boat, transgressing time and even continental 
territories. Edges are simultaneously defined 
and lost.

Mat also has an interest in disrupting the 
viewers expectation and this film evidences 
that. During his first field trips with Richard 
Edmonds, earth scientist for the Jurassic Coast, 
he became interested in whether or not a 
gigapan camera could be juddered to produce 
distortion in the images – but it couldn’t. He 
continued to explore his desire to disrupt in 
other ways, taking photos that went through 
systems of degradation, echoing the erosion of 
the cliff faces. Those processes retained the 
overall sense of the place, but through their own 
brief timescale, compared to the deep time of 
the coastline, they become a metaphor for 
geological erosion. The ninety-degree faults in 
the Portland beds caught his eye early on in his 
research and have held his attention ever since. 
They represent a massive disruption in the very 

Mat Chivers is the only one of the 2012 
commissions previously involved in 
Exploratory Laboratory in 2010, so had 
already begun to develop a rich relationship 

Purbeck 

Much of the property owned and managed 
by the National Trust consists of areas of 
land and not the stately homes and 
historic houses we generally think of. 
Purbeck is a peninsula of land at the 
eastern end of the Jurassic Coast, and is 
mostly cared for by The National Trust. 
The Corfe Castle and Purbeck estate 
covers about 8,000 acres of the Isle of 
Purbeck and includes an extensive stretch 
of coastline, including Studland Beach, 
Old Harry Rocks, Dancing Ledge and 
Seacombe Cove. The area is important for 
its geology, quarrying and the rare flora 
and fauna of the cliffs, downland and 
ad jacent grasslands.

with the geology and landscape of the Jurassic 
Coast. Mat has a studio in Dartmoor and has a 
deep interest in natural sciences that informs 
his art practice, the Purbeck landscape 
stimulating that interest even further. His work 
is often intriguing and ambiguous – familiar yet 
strange. Some works, such as ‘Outbreath’, use 
contemporary technological processes to 
capture the essence of biological activity – in 
that case, his ephemeral breath re-presented 
as a solid matter in the form of a rapid 
prototype sculpture. This process of binding the 
natural with contemporary craft processes is 
particularly appropriate for this commission, 
which seeks to draw together the urban and 
rural public perception about the National Trust 
and it’s activity. 

Mat’s work as an artist combines traditional 
approaches to making, such as carving by 
hand in stone and drawing on paper, with 
contemporary digital and science based 
technologies to make normally invisible 
processes visible. He has works in private and 
public collections nationally and internationally. 
Recent exhibitions include ‘Fascination’ a solo 
exhibition curated by James Putnam at Maddox 
Arts, London; ‘The Knowledge’ at the Gervasuti 
Foundation, 54th Biennale di Venezia; ‘Eleventh 
Plateau’ at the Historical Archives Museum, 
Hydra and The Athens Biennale, Greece and 
‘Biliteral’ at Pertwee Anderson & Gold, London. 
During 2012 he has shown work in ‘Material 
Matters’ at the Courtauld Institute, London and 
other venues and is currently involved in an 
ongoing project with research scientists at The 
University of Bristol.

For this ExLab commission, Mat has 
moved into another medium – that of film. The 
film continues his studio practice – overlaying 
real-time footage with hand drawn mark 
making processes that function as a signifier of 
the fundamental geophysical forces that are 
manifested in the cliffs. Previous works have 
included mirroring and distinctive framing 
devices, and those approaches have been 
brought through from one medium into 

formation of the earth – they are fractures, 
fissures – and people have quarried this stone 
ever since they were formed.

The commission and its relationship with 
the National Trust closes a circle that begins 
with geology and natural materials, and ends 
in the creation of local dwellings and barns, 
made of that very stone. Nature provides the 
raw materials with which humans create their 
cultural signifiers. The quarrying industry has 
underpinned the Purbeck economy for 
hundreds, if not thousands, of years. That 
economy and stone is what Bournemouth was 
built upon, both nature and culture become 
aligned, yet there will always be fractures and 
fissures between them – just as there are 
disruptions between people and places. Mats 
work aspires to beauty and it celebrates it too 
– it teeters on the edge of risk but is ultimately 
grounded and anchored in art history and by 
the unique way he combines past and present 
through diverse materials and methods.
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ArtiSt rESEArch  
burSAriES

Frances Hatch
Frances has an intense working relationship with the coast and wilderness locations. 
In this project she is principally concerned with the eastern end of the Jurassic Coast. 
Whilst most of her previous work has focused on extremes of weather and light, in 
this project she is investigating the slim coastal strip between South Beach and Old 
Harry Rocks that is revealed between the tides.

Research blog: http://franceshatch.tumblr.com 

Karen Hansen
Karen has set out to explore how environmental conditions influence plant structure, 
growth and survival in the sea, on shore and inland. This involves looking at the 
structural differences in waterborne and land-based plants. In particular, plants that 
have the longest histories such as Mares Tails. She started from the point of ‘what 
makes them stand up’.

Hosted by Dorset Visual Arts (DVA) ExLab has provided for three 
professional development bursaries for Dorset based artists. These take 
the form of small grants to undertake a personal research and 
development project related to one of the ExLAB’s principal areas of 
interest. The bursaries have been awarded to Sarah Gilpin, Frances 
Hatch and Karen Hansen.

Sarah Gilpin
Sarah is interested in illuminating the 
visual variety and richness of lichens on 
Portland, primarily through magnification 
and macro photography. ‘Flow becoming 
form’ – within rock, within lichens, within 
plants, (and over differing timescales) is 
a theme Sarah is currently observing, 
and for which Lichenometry may prove a 
useful tool. She is currently in discussion 
w i t h  B r yan  Edwards  (Do r se t 
Environmental Records Centre) who is 
kindly giving advice and assistance.

Research blog: http://sarahgilpin.
wordpress.com/
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For me, working with you has been a chance 
to respond to these changes and to express 
my uncertainty and excitement relating the role 
that these technologies will play in 
archaeological representation1. The artworks 
which will emerge from the project, altered 
archaeological objects, will take a physical 
form but their significance to me lies also in 
the dialogue and in the tactile and mechanical 
processes which led to their formation. In this 
sense, I see the work as being inherently 
conversational and perceive the objects which 
will result from, and survive, this project, as 
being akin to artefacts offering glimpses and 
clues into our thoughts and activities during 
this period.

SR: the “conversational” side of the work is 
certainly where the interest lies for me, and 

why I will be including the blog posts of my 
fieldwork on Portland in the final exhibition, 
entitled A Natural History of Pseudomorphs. 
The objects themselves are to me always 
dubious, useful only in how much they can 
allow you move on and leave them behind. 
But then a healthy suspicion of the object is an 
inherent part of a pseudomorph!

GB: another aspect of this proliferation of 3D 
technologies is that they will undoubtedly lead 
to a loss of control by the archaeological 
profession of images of archaeology. It 
remains unclear though whether the change 
we are witnessing will lead to a flourishing of 
new kinds of archaeological representation 
and of new voices, a period of ill-considered 
mass-reproduction or (as I suspect) a 
combination of both.

Fragments from an email conversation  
between GB (archaeologist) and SR (artist):

GB: ...in the early 1990s 3D computer 
graphics were first employed by archaeologists 
in order to visualise ancient sites, landscapes 
and objects. Terms such as vir tual 
archaeology (Reilly 1990) and vir tual 
reconstruction (Peterson, Fracchia et al. 1995) 
hinted at the novel possibilities which these 
new representational media presented. The 
results of these early attempts were received 
with the same mixture of excitement and 
suspicion that almost inevitably greets the 
introduction of new technology into any area 
of work or life (Barcelo, Forte et al. 2000). 
Today, the use of 3D computer graphics and 
digital imagery is as ubiquitous in archaeology 
as it has become in the rest of the world. Just 
as analogue photography had done 
previously, images produced using these new 
digital technologies became a standard 
feature of archaeological research, publication 
and broadcasting.

Just as these digital media become a 
more or less normal part of archaeological 
practice we are witnessing the introduction of 
a new suite of tools and techniques that have 
the potential to reform the role of 3D data in 
archaeology. The technologies in question are 
3D data capture tools and 3D printers. 3D 
data capture is becoming increasingly 
affordable. Until relatively recently, expensive 
capture devices were required in order to 
gather reliable and high resolution 3D data. 
Today, however, freely available tools instantly 

available on the web mean that anybody can 
create a relatively high quality 3D record of an 
object with a mobile phone camera.

Similarly, 3D printing which was once the 
preserve of high level mechanical engineering 
is becoming increasingly available to the 
general public. Web services will post you a 
3D printed object produced from your data 24 
hours after you upload it. As the cost of 3D 
printers fall, it can only be a matter of time 
before these objects become commodities, 
cheaply available if people should wish to own 
one. The technical changes which we are 
witnessing differ in two fundamental ways to 
the introduction of 3D computer graphics or 
‘virtual reality’ to archaeology in the 1990s. 
Where 3D computer graphics used costly 
machines and software, these techniques are 
cheap almost to the point of insignificance. 
Where 3D computer graphics were available 
only to the highly skilled and highly resourced, 
these techniques require (at their most basic) 
an understanding only of a mobile phone 
camera and a simple web interface. In other 
words, 3D computer graphics were effectively 
a broadcast medium. As with photography, 
illustration and film, these images were 
produced by technical specialists in order to 
communicate with non-specialists. In 
contrast, 3D data capture and 3D printing 
have the potential to proliferate and to be 
produced, reproduced and manipulated by 
anybody who wishes to do so.

ALtErEd StAtES

Below: working with Portland roach stone, stonemason  
Ian Chalmers and sound recordist Oogoo Maia
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SR: the struggle for control, or at least to have 
some influence over the context in which your 
work is viewed, is familiar territory to me as an 
artist. In fact, the struggle for context is often 
the greater work, greater even than the work 
itself in too many cases. But the idea that once 
the work is produced and subsequently how it 
is then perceived, lies beyond your control is 
something that I am comfortable with, in part 
because on so many occasions the reactions 
to my work have been completely outside my 
frame of reference, unexpected associations 
and meanings arriving with each new viewer.

The trend towards ubiquitous cheap 
technologies that allow anyone to manipulate 
images, data, objects is, I think, the next step 
in our materialist world. It is as if the easier it is 
to change things the less important they 
become in contrast to the intention of the 
creator. If you can no longer trust how 
something has been made, what it ’s 
relationship to the original/data is, then the 
focus turns to the intention involved. I am 
trying to capture something of this in A Natural 
History of Pseudomorphs through the use of a 
blog, but also through the work itself.

You have talked about the artist being a 
‘guide in an abstract [scientific] world’, which I 
reacted to negatively, as it verged on the 
perception of the artist as interpreter, illustrator, 
communicator of someone else’s truth. I guess 
what I would argue for is something more 
equal: that the artwork transmits a truth, a 
knowledge, that stands in its own right, but that 
also contains an exactness that you might 
recognise from your scientific practice. 

However, there is also a danger – that the 
technology leads us rather than the other way 
around. Here our work together has some 
traction, as you have talked about how a new 
aesthetic is emerging in archaeology around 
the new visualisation techniques – as if this 
comes out of the technology rather than coming 
in with the culture. It is just at this point, at the 
intersection of research and representation, that 
we have more work to do together. 

Thinking about how we have talked about 
visual representation in our respective fields, I 
wonder what you make of my infidelity to the 
original object – to the thought of changing its 
materiality, its size, and even its proportions – 
that you have neatly captured in the phrase 
‘altered archaeological object’? You have talked 
about the fact that the scan data is an ‘exact’ 
copy of the original, implying some authenticity, 
and I am planning to warp this data in my 
search to express the empathetic connection I 
feel through these stone age remnantsii, and in 
particular the skill, ambition, concentration and 
manual dexterity that they embody...

i During the early part of 2012 SR (Simon Ryder) and 
GB (Gareth Beale, from the University of Southampton) 
collaborated in the production of an artwork entitled  
A Natural History of Pseudomorphs. The project made 
use of 3D data capture and printing technologies in 
order to comment upon the history and landscape of 
Portland in Dorset.
ii Mesolithic microliths, many of which have been  
found at Culverwell, on Portland Bill

References
Barcelo, J. A., M. Forte, et al. (2000). Virtual reality in 
archaeology : computer applications and quantitative 
methods in archaeology (CAA). Oxford, Archaeopress.
 Peterson, P., F. D. Fracchia, et al. (1995). 
“Integrating spatial data display with virtual 
reconstruction.” Computer Graphics and Applications, 
IEEE 15(4): 40-46. 
 Reilly, P. (1990). Towards a virtual archaeology 
Computer Applications in Archaeology 1990. K. 
Lockyear and S. Rahtz. Oxford, British Archaeological 
reports. Int. Series 565 pp. 133-139.

Above: Pelt (peeled skin) of a Portland chert mesolithic microlith  
(see page 48 and www.simonhryder.wordpress.com for details) 
Opposite: actual microlith in hand
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used to follow similar strings of inquiry creating 
a web of knowledge and images that flow 
along the coast. That everyone is dealing with a 
degree of time in their work seems natural, 
given the huge longevity of the coast. But the 
idea of time has also arisen in the rhythm of the 
waves, the shaping of a stone, the bones and 
records of past lives; carved formations of a 
landscape. Each of us has grappled with this on 
this ancient coastline; each to find different 
routes through the landscape and our 
responses to it. 

Mat is just one of the artists with whom I 
had the pleasure of working with as part of this 
project, talking through many aspects of the 
coast both out on the paths and at his studio on 
Dartmoor. I also spent time talking to Simon 
Ryder on Portland, back in the winter when the 
lights of Weymouth lit our conversation and the 
coast sprawled away in front of us, and with 
Zachary Eastwood-Bloom on a windy day at 
Durlston, when we navigated cliffs in search of 
dinosaur footprints and undulating paths, 
talking about the music and rhythm of the 
coast. I also travelled down to Burton Bradstock 
throughout the winter and spring, with other 
cultural geographers from Exeter (Ian Cook, 
Nicola Thomas and John Wylie) to meet with 
Proboscis; to walk the beach, pore over maps 
and learn from them about mixing image and 

By Rose Ferraby 
Archaeologist, Illustrator, Printmaker, Geographer.  

Department of Geography, University of Exeter

A stormy day in Purbeck. The wind whips along 
the cliff tops, scouring the grasses. The chapel 
at St Aldhelm’s Head seems to cling there in the 
face of the raging sea air. Mat Chivers and I had 
come to look at the Purbeck coastline, to 
explore landscape and thoughts. The weather 
did not put us off, and instead we enjoyed a 
walk down the valley to Seacombe, guided by 
the contours of the strip lynchets. By the quarry 
caves the sea thunders, booms in hollow 
spaces and gathering pace, echoing through 
our feet. The waves that ride in are huge – angry 
– foaming with white as they cruise over stone 
platforms to burst upon the cliff. Mat and I lie 
like lizards on our bellies, hoods drawn down, 
each recording this moment, in our own 
different ways. We move silently about to get 
our different angles, whisper as though sharing 
a secret. Mat moves down the cliff, tucked in 
tufted grasses. As the gathering darkness 
draws in, he is lost to sight; all that’s left visible 
is the small camera screen as he films the 
monumental sea. Later, in the dead of night, as 
the sea drops and the moon rises, the white 
horses are caught in silver lines that race along 
the waves, to be lost. 

It is these moments in this project which have 
been the most precious to me – these 
conversations on cliff tops, behind wind breaks, 
in pubs and caves. I have always been 
fascinated by the relationship between science 

and art, so when I heard about this project, it 
was with real curiosity as both a ‘scientist’ and 
‘artist’ that I went to meet some of those 
involved, on both sides of the collaboration. 
There is something about meeting people 
outside, in the environment being studied that 
breaks down formality or reservation. Each 
meeting was made easy by a common 
connection with landscape, which made 
conversation flow and ideas bounce. Within 
minutes of meeting, we felt at ease, as happy in 
moments of silence and contemplation as in 
talk. And more than that – these relationships, 
conversations and memories became 
embedded in the landscape – the path of the 
conversation could be recalled by retracing our 
steps or remembering the lines we had walked 
by later seeing photographs and drawings. 

The benefits of verbalizing ideas – pushing 
them back and forth between us, has been of 
use to all, on a myriad of scales. In many ways, 
the boundaries between art and science have 
become lost, blurred and dismissed in this 
project; rather different methods have been 

mAking SPAcE

Opposite: Cultural Geographers from Exeter 
University (John Wylie and Ian Cook) walk the 
beach at Burton Bradstock with Stefan 
Kueppers and Alice Angus from Probosicis
Below: Richard Edmonds demonstrates 
Gigapan photographic recording to Mat Chivers

sound. It is a real pleasure to have been, in a 
very small way, a part of the process of making 
in all these artists work – just to observe how 
ideas have developed, and find in them the 
same curiosity and enthusiasm which I feel for 
this landscape. 

Rose Ferraby 

My academic career so far has cut a path 
through several disciplines, the latest being 
in Cultural Geography in Exeter for my PhD. 
My undergraduate degree was Archaeology 
and Anthropology in Cambridge, followed by 
a stint working as a Research Assistant at 
the British School at Rome. My love of 
archaeology, landscapes and visualisation 
then combined in a MFA at Edinburgh 
College of Art in Illustration. Here I developed 
ideas about how scientific and abstract ideas 
can be communicated visually, and how 
images are then used and interpreted. 
 I became very interested in how my 
archaeological experiences and ideas could be 
worked into screenprints, whose layers 
reflected those found in the landscape. 
 I continue to research narrative and image 
in archaeology, as well as co-directing the 
Aldborough Roman Town Project. My PhD 
research explores geobiographies of stone on 
the Jurassic Coast, and the various ways in 
which visual methods are employed by those 
interacting with the landscape there. 
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Anticlines strata which have been folded into an arch shape. They range in size from a few 
metres to tens of kilometres.

Archaeology Archaeology, or archeology (from Greek ἀρχαιολογία, archaiologia – 
ἀρχαῖος, arkhaios, “ancient”; and -λογία, -logia, “-logy”), is the study of human 
activity, primarily through the recovery and analysis of the material culture and 
environmental data that they have left behind, which includes artifacts, 
architecture, biofacts and cultural landscapes (the archaeological record). 
Because archaeology employs a wide range of different procedures, it can be 
considered to be both a science and a humanity, and in the United States it is 
thought of as a branch of anthropology, although in Europe it is viewed as a 
separate discipline.

Basin An area which undergoes subsidence and will therefore accumulate greater 
thicknesses of sediment

Bed A distinctive layer of sediment. One or more beds may form a member.

Bioturbated the disturbance of sediments and original sedimentary structures by living 
organisms. The structures created are trace fossils.

Chert A fine grained rock composed of the mineral quartz. Cherts are hard and dense 
ranging in colour from black to brown or yellow. Flint is a purer variety of chert 
found in chalk.

Cretaceous (145-65 Ma) A period of geological time during which environments across 
Dorset ranged from fully marine to terrestrial. Sediments include grits, sands and 
silts, mudrocks and limestones. The climate was sub-tropical to tropical.

DORIS DORset Integrated Seabed study. As World Oceans Day is celebrated on 8th June 
2012, an advanced seabed map has become the first in the UK to be made freely 
available to the public, making it possible to see the sea floor in all its glory, 
including reefs, wrecks and rocky ledges. Showing not only the contours but, via 
linked photographs, many of the habitats of the seabed from Abbotsbury to 
Swanage, the DORset Integrated Seabed study (DORIS) map allows divers, 
conservationists and marine planners to see exactly what is located at the ocean 
floor, whether for recreational diving or for decision making about the use of 
Dorset’s marine sites.

Fault A fracture through bedrock and/ or superficial deposits which allows vertical or 
horizontal movement to take place. Movement may be measured in kilometres. 
Down-throw is on the side of the fault which has been displaced downwards.

Geology Geology (from the Greek γῆ, gê, “earth” and λόγος, logos, “study”) is the science 
comprising the study of solid Earth, the rocks of which it is composed, and the 
processes by which it evolves. Geology gives insight into the history of the Earth, as 
it provides the primary evidence for plate tectonics, the evolutionary history of life, 
and past climates. In modern times, geology is commercially important for mineral 
and hydrocarbon exploration and for evaluating water resources; is publicly 
important for the prediction and understanding of natural hazards, the remediation 
of environmental problems, and for providing insights into past climate change; 
plays a role in geotechnical engineering; and is a major academic discipline.

Geomorphology Geomorphology (from Greek: γῆ, ge, “earth”; μορφή, morfé, “form”; and λόγος, 
logos, “study”) is the scientific study of landforms and the processes that shape 
them. Geomorphologists seek to understand why landscapes look the way they 
do, to understand landform history and dynamics, and to predict future changes 
through a combination of field observations, physical experiments, and numerical 
modeling. Geomorphology is practiced within physical geography, geology, 
geodesy, engineering geology, archaeology, and geotechnical engineering, and 
this broad base of interest contributes to a wide variety of research styles and 
interests within the field.

Holocene (c. 10,000 years ago to present day) The period of geological time during which 
man became resident in Dorset occupying a landscape that continues to be 
modified by the movement, erosion and deposition od sediment.

Inferior oolite The Inferior Oolite is a geological formation found in Europe. It dates back to the 
Middle Jurassic, and is an oolitic limestone which were formed in shallow seas 
and are made up of ooliths. Famous for its abundant fossils.

Jurassic (199-145 Ma) A period of geological time during which predominantly marine 
sands, silts and limestones were deposited across Dorset. Large marine reptiles 
swam in the seas and, later, dinosaurs walked across parts of the county. The 
climate was sub-tropical.

Lidar LIDAR (Light Detection And Ranging, also LADAR) is an optical remote sensing 
technology that can measure the distance to, or other properties of a target by 
illuminating the target with light, often using pulses from a laser. LIDAR technology 
has application in geomatics, archaeology, geography, geology, geomorphology, 
seismology, forestry, remote sensing and atmospheric physics, as well as in 
airborne laser swath mapping (ALSM), laser altimetry and LIDAR contour mapping.

Limestone A rock composed of calcium or calcium magnesium carbonate

Mesozoic (251-65 Ma) A geological era, encompassing the Triassic, Jurassic and 
Cretaceous periods.

Paleogene (65-23 Ma) A period of geological time which incorporates the Paleocene (65-56 
Ma), Eocene (56-34 Ma) and Oliogocene (34-23 Ma). The first of these two are 
represented by strata in Dorset. The climate was sub-tropical.

Pleistocene (2.65 Ma – present) A geological period of time in which the Earth experienced 
the most recent in a long history of glaciations dating back to the pre-Cambrian.

Portland Screw Known to the quarrymen as the “Portland Screw”, Aptyxiella portlandica is a 
common fossil in the “Roach” beds above the valuable Portland Stone. The shell 
has been filled by surrounding rock then dissolved by slightly acid water 
percolating through the rock leaving only a gap where the shell once was. It is a 
pseudomorph.
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Pseudomorph In mineralogy, a pseudomorph is a mineral or mineral compound that appears in 
an atypical form (crystal system), resulting from a substitution process in which the 
appearance and dimensions remain constant, but the original mineral is replaced 
by another. The name literally means “false form”. Terminology for pseudomorphs 
is “replacer after original”, as in brookite after rutile.

Sediments particles of rock or mineral grains ranging from very small (muds), through silts 
and sands to larger pebbles and cobbles.

Seismic survey A method of investigating the hidden geology below the surface using shock 
waves generated by either an explosion or special vehicles which vibrate the 
ground.

Side-scan sonar A survey technique used to produce a detailed picture of the sea floor using sound 
waves transmitted from a pod towed behind a ship, which in turn receives sound 
waves reflected from the sea floor

Strata Another word for beds: (singular) stratum.

Syncline strata which have been folded into a trough shape. They range from a few metres 
to tens of kilometres.

Tectonic plates The slabs of rock which cover and move across the Earth’s surface.

The Race Tidal race (or tidal rapid) is a natural occurrence whereby a fast moving tide 
passes through a constriction resulting in the formation of waves, eddies and 
hazardous currents. The constriction can be a passage where the sides narrow, 
for example the Gulf of Corryvreckan and the Saltstraumen maelstrom, or an 
underwater obstruction (a reef or rising seabed), such as is found at the Portland 
Race.

Trace fossils Evidence left in sediments by the activities of animals: e.g. movement, feeding 
and protection.

Transdisciplinary Transdisciplinary Studies is an area of research and education that addresses 
contemporary issues that cannot be solved by one or even a few points-of-view. 
It brings together academic experts, field practitioners, community members, 
research scientists, political leaders, and business owners among others to solve 
some of the pressing problems facing the world, from the local to the global.

Triassic (251-199 Ma) A period of geological time during which terrestrial gravels, sands, 
silts and clays were deposited across Dorset.

Unconformity The contact between rocks where sedimentation has not been continuous.  
A considerable gap in time may be represented. The unconformity may be 
obvious, with folded and eroded rocks overlain by flat bedded sediments giving 
an angular unconformity, or bedding may be similar above and below, giving a 
non-angular conformity (a disconformity).

Sources
–  Ensom, Paul and Turnbull, Malcolm (2011) Geology of the 

Jurassic Coast: The Isle of Purbeck, Weymouth to Studland. 
The Jurassic Coast Trust.

– wikipedia
– Dorset Wildlife Trust website
– Jurassic Coast Team
– http://www.ammonite.free-online.co.uk/screw.htm

notES



4746

notES



48 49

Proboscis: Burton Bradstock commission 
Karen, Liz, Mary, Greta, Janet, William, John, Steve, 
Nancy, Denys, Alan, David, Sally, Matt, Steve, Megan, 
Hannah, Peter, Nicky at Doyle Sails, Sarah, Katrina, 
Sam, Daisy, Richard, Fel, Tim and Burton Bradstock 
website, Martin, Nick, Barbara, Mary, Jane, Lesley of 
Bridport Wild Swimmers, the many people who 
participated during Spring Tide Festival; Caroline and 
Graham of Hive Beach Cafe; Steve, Bob, Rob, Peter 
and Peter of the National Trust; Dr I Cooke, Dr J Wylie, 
Dr N Thomas and R Ferraby from the Geographies of 
Creativity and Knowledge Research Group, University 
of Exeter; Coastwatch, Norburton Hall, Real West 
Dorset and Leakers Bakery.

Simon Ryder: Portland commission
Susann Palmer (Association of Portland Archaeology), 
Barry Joplin (QinetiQ), Denys Brunsden 
(geomorphologist), Gareth and Nicole Beale 
(computational archaeologists), Geoff Peters 
(Coastwatch), Ian Chalmers & Pascal Mychalysin 
(stonemasons), Jack Lambert (CT animation), Philip 
Ball (author), James Feaver (GIS), Larry Walker 
(lighthouse keeper), Lisa Gravett (Portland Museum), 
Lyn Cooch (countryside officer), Mark Godden & Tony 
Porter (Albion Stone), Mark Mavrogordato (µ-VIS), 
Martin Cade (Bird Observatory), Nick Holden (LIDAR & 
DORIS data), Richard Boardman (meshlab), Richard 
Dooler (3D printing), Richard Edmonds (Jurassic 
Coast geologist), Shaun Souster (boat captain), Su 
Illsley (Portland sheep farmer), Alfred le Maitre (editor), 
Gavin McClafferty (artist/writer), Nancy Grace 
(archaeologist), and Oogoo Maia (composer).

Zachary Eastwood-Bloom: Durlston commission
Andrew Ford (Lecturer in Geoinformatics, 
Bournemouth University), The Rangers at Durlston 
Country Park, Ali Tuckey, Hamish Murray and Katie 
Black, Andrew Dawood & Jonathan Rowley at 
Digits2widgets (sponsorship for 3D printing), Neil 
Birch at Champion Timber (sponsorship for timber), 
Will Robinson at Everythingisnumber (invaluable 
assistance with computer programming)
Sybil Fine (Fine Foundation Trust). 

Big PicturE wouLd LikE to thank thE 
foLLowing for making ExLaB PossiBLE

for their help and support for each artist 
commission:

Simon Callery: Sherborne commission 
Sam Scriven (Geologist), Susan Ray, Paola Piccato, 
Richard Breward (Dorset County Museum), Fiona 
Robinson, Sue Green, John Sutherland-Smith, Sarah 
Whittick, Katherine Barker, Jeremy Barker, Macintosh 
Antiques, Andy Elliot and the Dorset County Council 
GIS Team.

Mat Chivers; Purbeck commission
Ross Birkbeck (Compositor), Anson Hartford 
(Camera), Steve Blanchard (Poole Sea Safari), Richard 
Edmonds (Geologist), Denys Brunsden 
(Geomorphologist), Jonathan Kershaw (National 
Trust), Alison Bell (Research Assistant), Mimi Rousell 
(National Trust), Matt Hayden (Technical Manager), 
Mary Thornton & John Cresswell (Bournemouth 
Natural Science Society), Tom Freshwater 
(Contemporary Arts Programmer, The National Trust), 
Trish Early (Spyway Barn tenant), The Square & 
Compass for hosting ‘A Purbeck Jam’ in the research 
phase, The numerous Purbeck residents who attended 
that evening, Kevin Keates, Brian Bugler, Rose Ferraby.

for their contribution to artist research: 
University of Exeter, University of Southampton, 
Bournemouth University, Jurassic Coast Team 

thanks also to: 
Joe Stevens, Daisy Sutcliffe

the organisations and venues for providing great 
locations for the artworks: 
Wingfield Digby Estate, Hive Beach Café, 
Coastwatch, Durlston Country Park, Bournemouth 
Natural Science Society, The National Trust and AUCB.

for funding the project: 
Arts Council England, Dorset County Council, West 
Dorset District Council, Fine Family Foundation and 
the National Trust, Trust New Art.

creative coast 
ExLab is a partner of Creative Coast 2012, an  
18 month project which aims to connect people’s 
imaginations with the stories of the Jurassic Coast 
World Heritage Site

ExLab is part of Maritime Mix 
– London 2012 Cultural 
Olympiad by the Sea.

imagE dEtaiLs and crEdits
p4. G4. Geology map of Dorset, 1957
p6. ExLab Producer Carolyn Black with the 
commissioned artists, Tom Freshwater – National 
Trust Contemporary Art Programmer and 
Geologist Sam Scriven from the Jurassic Coast 
Team. L-R Mat Chivers, Tom Freshwater, Carolyn 
Black, Zachary Eastwood-Bloom, Alice Angus, 
Simon Ryder, Simon Callery and Sam Scriven. 
Photo © Andy Whale.
p8. Mat Chivers, Tom Freshwater and Alice Angus 
at AUCB. Photo © Andy Whale.
p14. & 15. Simon Callery at work, Quarr Lane, 
Sherborne. February 2012. Photo © Andrew Stooke 
p16. Top: Simon Callery in his studio. Photo © 
Andrew Stooke
p17. Simon Callery – Work in Progress July 2012
p18. & 19. Things I Have Found, Learned and 
Imagined on Burton Beach, Alice Angus 2012
p20. Left: Research for Storyweir.  
Right: Sketches, Proboscis 2012
p21. Detail from Storyweir: Traces, Proboscis 2012 
p22. & 23. A CT scan of a cylinder of Portland 
roach stone, carried out by the University of 
Southampton, reveals a cloud of shells, including 
the spiral shape of the so-called Portland Screw  
(Aptyxiella portlandica) a small snail from the 
Jurassic. © Simon Ryder
p24. Top: Simon Ryder at Coastwatch.  
Photo © Carolyn Black.  
Bottom: Filming The Race. Photo © Matt Hayden
p25. Left: Chart of the Race (1800) in Portland 
Museum. Photo © Simon Ryder
Right: Underground quarrying of Portland stone. 
Photo © Simon Ryder

p26. & 27. Zachary Eastwood-Bloom – Net Work I
p28. Durlston Castle. Photo © Guy Woodland
p29. Left: Zachary Eastwood-Bloom – Colour 
Chart II (detail).  
Top right: Zachary Eastwood-Bloom with previous 
work ‘We Control the horizontal and the Vertical’. 
Bottom right: Zachary Eastwood-Bloom –  
‘Digital Earth’ (detail)
p30. & 31. Mat Chivers ‘Untitled’, 2012.  
A mirrored photograph of the quarry face at 
Seacombe, Purbeck (work in progress).
p32. Top: Mat Chivers. Photo © Andy Whale. 
Bottom: Spyway Barn
p33. Mat Chivers ‘Overlay’ Drawing (Looking)’, 
2012. A series of inkjet prints digitally eroded 
through a repeated process of printing, scanning 
and re-photographing.
p34. Top: Frances, Karen and Sarah in 
discussion with Simon Ryder
Bottom: Lichen, Sarah Gilpin. 
p35. Top: Research work, Frances Hatch
Bottom: sketches of Horsetail cross section  
under microscope, Karen Hansen
p38. ‘Pelt’ of the microlith – First scan your 
microlith using x-rays to produce a 3D model, 
and at the same time take photos of the surface 
all around. Then stick the photos to the 3D model, 
so that the model becomes an exact replica, in 
shape and colour, of the original. Then, peel the 
colour surface off the model, allowing it to stretch 
and split so that what is a curved surface can be 
laid flat, just as an animal skin is stretched out 
– a pelted stone!” http://www.simonhryder.
wordpress.com
p40. & 41.Photo © Rose Ferraby
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Big PicturE rE-PrEsEnting thE VisuaL arts

Big Picture Partners 

Artsreach organises a varied programme of touring 
visual art exhibitions which circulate to village halls, 
rural galleries, and other venues throughout rural 
Dorset. These include contemporary craft shows and 
thematic exhibitions bringing together contemporary 
and traditional work and collaborations with national 
and regional artists. Artsreach also manages a range 
of visual arts projects and residencies working with 
community groups and artists throughout rural Dorset.
www.artsreach.co.uk

b-side is a partnership organisation established to 
develop new creative talent and commission new 
interdisciplinary, site-based work from artists that 
animate public spaces in Weymouth and Portland. 
b-side aims to encourage audiences to ‘encounter’ 
contemporary art in unexpected and innovative ways, 
ensuring that these ‘encounters’ are fruitful, engaging 
and sustainable for artists and audiences alike.
www.b-side.org.uk

Bridport Arts Centre is a multi-arts organisation at the 
heart of the West Dorset community. Its delivers a 
diverse professional programme across visual and 
performing arts and is the home of the Bridport Prize, 
international creative writing competition. It also runs 
an extensive programme of community activities with 
a particular emphasis on young people.
www.bridport-arts.com

Dorset Visual Arts is a large, open, membership 
organisation designed to promote the work of 
artists, designers and makers. It manages 
exhibitions, events, websites and projects. Its core 
activities are the huge, biennial Dorset Art Weeks 
and Art Trails. DVA increasingly works through 
partnerships to increase the effectiveness of the 
visual arts regionally.
www.dorsetvisualarts.org.uk

DIVA contemporary is an artist-led organisation 
committed to creativity and experimentation in the 
arts and practice-based research, working 
internationally, nationally and locally. Formerly 
known as PVA MediaLab/LabCulture Ltd, this Dorset 
based studio provides workspace for creative 
businesses and develops projects that engage with 
place through audio, visual, and performance media.
http://www.pva.org.uk
http://divacontemporary.wordpress.com/

Sherborne House Arts (SHA) is a curatorial 
organisation that develops exhibitions and projects 
that reflect current visual art practice, encourage 
dialogue and develop opportunities for the creation 
of new work. Formerly managing the visual arts 
programme at Sherborne House in Dorset, SHA is 
currently working in partnership to develop visual 
art opportunities outside a gallery context. 
www.sherbornehouse.org.uk

Walford Mill Crafts provides the focus for encouraging, 
promoting and maintaining the highest standards of 
contemporary craft work in the region. It aims to 
encourage audience awareness through its exhibitions 
and participation for all ages in a complimentary 
education programme. It also offers contemporary 
craft works for sale in the craft shop.
www.walfordmillcrafts.co.uk



www.exlab.org.uk


