CHARLIE LEE-POTTER
MA FINE ART: PRINTMAKING

I am a landscape artist who works with printmaking, video, soundscape, photography and
ceramics. My touchstone is the Swedish neologism fotminne, meaning ‘to remember with
your feet’. I embed the idea that not only do we leave our traces on the land, the natural
landscape imprints itself on us.
I explore the way folds, pleats and overlaps can be expressive of landscape and its layered
history. The folds I make are an extrapolation from the Medieval method of ploughing the
fields called ‘ridge and furrow’ in which the land is cut into and turned over to reveal what
lies beneath, creating a new topography. The ascending slope of the newly-exposed soil
gestures towards a future state of being which will depend on us having become better
ancestors.
I try to entice viewers to look closer, longer, underneath, often at floor level, to invite them
to see the land anew. What lies beneath the surface of the soil, where does the shadow of a
leaf fall, what is hidden behind the bark of a tree? Constructed from etchings and
photographs, my folded structures invite the onlooker inside as a visceral, fotminne
encounter. Each page of my folded book structures replicates the length of a footstep and
the viewer walks alongside the work literally and figuratively.
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A WALK IN FOUR CHAPTERS
As a walking artist, I’ve designed Ridge and Furrow as a predominantly floor-based show.
The viewer’s gaze is drawn down to the ground and their eyes are refocused. Although the
original spark for the idea was that the work should be placed in the wild, natural
environment, the exhibition can easily be reshaped to suit smaller, more urban sites.
BODY OF WORK:
Shadowline
This vast painting in ink (1,300 x 150 cm), captures the fleeting shadows of leaves as they
flicker and dance on the ground. The work, created en plein air, has a kinetic energy as it
floats into the sky on the whim of the wind. By melding light, air and shadow, the painting
captures the ephemeral moment while still making the viewer think of the land’s past and
future.

Shadowline. Ink on taffeta, 1,300 x 150 cm. The painting is shown as it responds to
air and light in the landscape.
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Shadowline. Ink on taffeta, 1,300 x 150 cm.
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Details from Shadowline. Ink on taffeta, 1,300 x 150 cm .
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Three Paths
My floor-based installation Three Paths has a trio of components: an artist’s book (Ridge
and Furrow), a porcelain footpath (Fotminne), and a long line of hazel sticks gathered during
lockdown, inscribed with botanical drawings of mycelium threads (Walking Sticks).
Three Paths, Path 1: Ridge and Furrow: an artist’s book
The viewer sees the dark undergrowth when walking in one direction, and the tips of wild
grasses silhouetted against the sky when walking the other. The repeated image forms
‘footstep pages’.

Detail: Walking Home, digital print on Somerset paper. Single page, 52 x 30 cm.

5

Detail, Ridge and Furrow. Digital print on Somerset paper, with book-cloth and board.
Complete work, 1,100 x 30 cm.
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Details from Ridge and Furrow, including its book-cloth and board concertina covers.
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Ridge and Furrow, 1,100 x 30 cm.

Ridge and Furrow, 1,100 x 30 cm.
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Three Paths, Path 2: Walking Sticks
The second of the three footpaths which make up the installation Three Paths is constructed
from sticks I gathered on daily lockdown walks. The sixty pieces of hazel represent
increments of time. The sticks are inscribed with botanical drawings of what’s known as the
‘Wood Wide Web’ – the mycelium fungal system which lies beneath the ground and acts as
the trees’ own mutual communication and support system.

Walking Sticks. Sixty hazel sticks with gouache and white graphite botanical drawings.
Each piece approx. 48 x 2.5 cm.
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Detail from Walking Sticks
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Details from Walking Sticks. Hazel with gouache and white graphite. 60 sticks, each approx.
48 x 2.5 cm.
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Three Paths, Path 3: Fotminne
Fotminne. 300 pieces of porcelain, 4 x 2 cm. Each piece has been moulded by hand from the
inside bark of a dead Dutch elm tree. Elm beetles, which have killed the tree, leave traces as
they tunnel unseen behind the bark. Fotminne, the Swedish word meaning to ‘remember
with your feet’ has a double meaning in this work: the beetles’ own foot prints which the
bark has remembered, and our own embedded memories as we look at a landscape which
has changed irrevocably. Much of this change has been going on ‘behind the bark’ while we
weren’t looking.

Detail from Fotminne. Porcelain, 4 x 2 cm.
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Detail from Fotminne. Porcelain, 4 x 2 cm.
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Fotminne. Porcelain, 4 x 2 cm. 1,200 cm in total.
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Glass Ambrotype: Wild Barley
Taken on a 10 x 8 camera and developed using the historic, wet plate collodion method. The
ambrotype is designed to be looked at and then to be looked through, focusing the viewer’s
gaze on the perspective beyond. In the first exhibition proposal, the ambrotype is set into a
floating wall; in a smaller space, it’s inset into the entrance door of the gallery.

Wild Barley. Glass ambrotype, 26 x 20 x 0.2 cm,
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Videos and Soundscapes:
1.
2.
3.
4.

Undergoing
Coordinates
Shadowline
The Wild Barley

All four videos include composed soundscapes, an integral aspect of my practice.
Undergoing features one of my poems mixed with atmospheric sound. As with all my work,
the video tries to refocus the mind and eye on a different perspective, often close to or
below the ground.

Undergoing. Video, spoken poetry and soundscape. 10’ 29” https://vimeo.com/445225755
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The Wild Barley. Video and soundscape. 2’ 21” https://vimeo.com/439709201

Coordinates. Video and soundscape. 2’ 32” https://vimeo.com/442449300
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Shadowline. Video and soundscape. 23’ 23” https://vimeo.com/451941584
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KEY EXHIBITION REFERENCES:
Olafur Eliasson, The Mediated Motion, Kunsthaus Bregenz, 2001

© StudioOlafurEliasson

Olafur Eliasson collaborated with the landscape architect Günther Vogt to devise a walking
encounter, leading the viewer through four areas of a building in Austria designed by Peter
Zumthor. Some of the keywords Eliasson noted at the time were ‘journey’, ‘sequence’,
‘walking through’, ‘you only see things when you move’ and ‘feeing present’. Visitors moved
from the opening exhibit of a collection of logs from which shitake mushrooms were
growing, past a pond with floating duckweed, and onto a floor of compressed soil. Like
Eliasson, I would like my exhibition to lead the viewer from place to place focusing their
gaze not on walls but on the more unexpected sightlines of the ground and the sky. The
haptic nature of Eliasson’s exhibition invites a visceral connection with the viewer –
something I am constantly seeking to evoke.
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Ai Wei Wei, Sunflower Seeds, Tate Modern, 2010-2011

© Tate © Ai Wei Wei

I saw this exhibition on the day it opened in 2010 which meant I was able to walk through
the 100 million porcelain sunflower seeds unhindered. Three days later the installation was
roped off. The curators said they were fearful visitors would inhale dust as the seeds were
trampled underfoot, but it crossed my mind they were just as anxious about the number of
people who were surreptitiously slipping the hand-made seeds into their pockets. To me,
the potential risk posed to an artwork by the viewer’s encounter with it seems a vital part of
the dialogue. Sunflower Seeds is an exhibition that’s always stayed with me, not simply
because of the scale of the endeavour, but because of the resolute insistence that floorbased work can refocus the eye and mind.
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Johanna Love, Der Engel Schwieg, Standpoint Gallery, 2019

Johanna Love, Der Engel Schwieg, installation, laser etching with graphite and ink on paper,
120 x 80 cm © Johanna Love

I was drawn to this exhibition because of its insistence on ignoring the walls of the gallery.
Not only were the laser etchings displayed on the ground, there was a powerful sense that
they had settled there effortlessly and of their own accord, in softly folded heaps. The
projection at the back of the gallery, in a small, enclosed space, didn’t distract from the
floor-based work in the opening room, but enhanced what the viewer had already
encountered and experienced.
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Zoe Leonard, Strange Fruit, The Whitney Museum of American Art, 2018

Installation view of Zoe Leonard: Survey at the Whitney Museum of American Art © Zoe
Leonard. Photograph: Ron Amstutz

What’s most powerful for me in this installation is its mutability. Leonard removed the fruit
from bananas, apples and oranges and then sewed the outer skins back together before
placing them on the floor to evolve and decay. In my exhibition proposal I’ve suggested that
my 1,300 metre painting Shadowline should be exhibited outside at the mercy of the
weather. I would actively like to see what its encounters with rain, sun and wind will do to
its ink marks. As Leonard said of Strange Fruit, the fruit is ‘like memory; these skins are no
longer the fruit itself, but a form reminiscent of the original. You pay homage to what
remains.’ As I mark the traces of the seasons, the sun’s ephemeral shadows on the ground,
and landscape’s evolution and potential decay, I’m drawn to the idea that artwork which
embodies those aspects should evolve and adapt too. Such an encounter with the elements
may result in the work’s own decomposition, but that is the point.
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Catriona Leahy, Relief in Time, Rijksmuseum Twenth, Enschede, Holland, 2015

© Catriona Leahy

Catriona Leahy’s installation re-constructed the underground plans of a disused coal mine
using ground coal dust. I was drawn to her willingness to present work which was liable to
be disrupted or even damaged by visitors. The coal from which the plan’s lines are formed is
not fixed to the ground. It merely lies there, vulnerable to change, accident or even
deliberate damage.
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Doris Salcedo, Shibboleth, Tate Modern, 2007

© Tate © Ai Wei Wei
Salcedo’s 2007 work Shibboleth was powerfully political, demanding that we look down into
the 167 metre long crack in the floor and imagine other people’s lives. In places it was no
more than a narrow fissure, in others a chasm. What I loved about this work was its
mesmerising effect. Despite the grandeur and scale of the Turbine Hall, I found myself
unable to resist following the line from end to end and back again. Salcedo found a way to
make us focus on nothing but the floor, whilst asking us difficult questions: where is our
empathy, where is our sense of community, where is our activism. She has described the
work as ’a reminder’ in which she wanted to ‘bring a question mark, a disruption. Not only
in space but in also in time. What is it before and what is going to happen after?’ My own
questions are about our connection to landscape and the imperative to find a future
language for the Anthropocene, whilst becoming ‘better ancestors’. Salcedo’s ability to
confront and question by disrupting our eyeline has motivated me for more than a decade.
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EXHIBITION DESIGN
Space 1. Entrance
Shadowline: video and soundscape

Entrance (right) and main gallery (left)

The main gallery has a wall of glass the full length of the space, facing onto the fields and
hills of Wiltshire. It’s entered via a four-metre square room which, in my proposed
exxhibbtion, houses a wall projection of my video and soundscape Shadowline.
Before visitors can see the projection they negotiate a floating wall into which is set a large
glass ambrotype of my image Wild Barley. Viewers will first look at and then through the
glass to refocus their gaze on the different perspective that the exhibition invites. Setting
the ambrotype into a floating wall has the added benefit of shielding the projection from
light coming in through the glass entrance doors. Blackout-blinds block light from the
conservatory roof. The projection is of my video and soundscape Shadowline, thrown onto
the back wall from a ceiling-mounted projector. The floors and end walls are the same dark
charcoal throughout, to accentuate the work.
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Floating wall (20 x 200 x 4 cm) inset with large glass ambrotype of Wild Barley
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1. Entrance as currently configured (4 x 4 m) with narrow opening into main gallery.
2. and 3. Main gallery (12 x 4 m) from both directions.
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Visualisation of the doorway into the main gallery space:

The video and soundscape Shadowline is projected onto the back wall of the entrance area,
viewed first through the glass ambrotype in the floating wall. https://vimeo.com/451941584
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Space 2: The Main Gallery
THREE PATHS: A WALKING INSTALLATION
The installation in the main gallery is exhibited on the floor for the viewer to walk alongside.
The glass wall of the space provides a view onto and into the wild landscape beyond.
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All three elements of the installation – hazel sticks, porcelain, and my artist’s book – run the
full length of the 12 metre-long gallery space. Walking Sticks, made from sixty pieces of
hazel, rests against the wall, while the porcelain pieces of the artwork Fotminne trace a path
alongside the 21-page artist’s book Ridge and Furrow. The porcelain pieces of Fotminne
could be reconfigured into a more organic, less linear shape in a smaller or square gallery
space. Fotminne and Walking Sticks could also be exhibited outside as separate entities.
The wall at each end of the gallery is painted charcoal grey to form a continuous visual path
with the charcoal floor. The projection Shadowline can be seen through the open doorway
and speakers in the ceiling of the main gallery continue to fill the space with the video’s
unnerving soundscape.

Main gallery visualisation with the three components of Three Paths: Mycelium Walking
Sticks, Ridge and Furrow, and Fotminne. All three fill the 12 metre-length of the space.
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Alternative viewpoints
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Visualisation of Three Paths looking out through the glass wall towards the landscape.
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Space 3: The Summer House
NIGHT-TIME, OUTDOOR PROJECTIONS OF VIDEOS AND SOUNDSCAPES: UNDERGOING,
COORDINATES AND THE WILD BARLEY

The old stone Summer House sits in the garden on the border with the wild land beyond.
Three videos with poetry and soundscapes (The Wild Barley, Undergoing and Coordinates)
will be projected on a loop onto the back wall of the structure in a night-time projection.

The Summer House as currently configured, with Gary Hume’s Back of Snowman, 2003. The
view beyond the Summer House of Richard Long’s Tame Buzzard Line, 2001.

34

Visualisation of the Summer House at Roche Court, here with The Wild Barley.

Undergoing https://vimeo.com/445225755
The Wild Barley https://vimeo.com/439709201
Coordinates https://vimeo.com/442449300
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Space 4: The Land

Visualisation of Shadowline in the landscape at Roche Court. Ink on taffeta, 1,300 x 150 cm.

Shadowline is the painting which appears in my video and soundscape of the same name
which is projected onto the back wall of the main gallery space. Here it’s suspended from
slim, black metal poles so that it appears to float in the air. The taffeta is strong, fine and
weighs virtually nothing, making it easy to hang, and the painting has a kinetic power as it
stirs and writhes in the breeze. Part of the process is that the painting should respond to
and evolve with whatever weather conditions it encounters.
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ALTERNATIVE PROPOSALS FOR EXHIBITIONS IN SMALLER AND/OR MORE URBAN SPACES
OPTION 1: The Fox Garden and Double Height Room, South London Gallery
The long, narrow dimensions of the Double Height Room (7.5 x 3.3 x h.6m) make this the
ideal urban space for my installation Three Paths. The room opens onto the narrow,
enclosed Fox Garden (18 x 6 m) designed by Fraser & Morris. Planted seasonally, the garden
is the proposed setting for my 1,300 x 150 cm painting Shadowline, suspended on slim,
black metal poles. The single, winding garden path replicates the sinuous lines of the kinetic
painting. Once again, the painting will respond to whatever weather conditions it
encounters. The high, enclosed walls of the garden are dramatic surfaces for night-time
projections of my videos and soundscapes.

Double Height Room and Fox Garden, South London Gallery © SLG and Fraser & Morris
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OPTION 2: SMALL SQUARE SPACE
In this visualisation the floors and walls are charcoal grey and the projection is on the righthand wall as the viewer enters. All four videos and soundscapes are played in rotation, on a
loop. The translucent ambrotype is set into the entrance door and the three-part
installation of artist’s book, porcelain pieces and mycelium sticks lies on the floor parallel to
the projection. The speakers are positioned at ceiling height above the door.

Option 2
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OPTION 3: SMALL OBLONG SPACE
In this proposition, the projections of all four videos and soundscapes play on the outside
wall of the exhibition space, in rotation and on a loop. The physical painting, Shadowline, is
fixed to the ceiling inside the gallery space, with small, concealed fans at either end to give it
movement. As with all the propositions, nothing is to be placed on the walls. The three-part
installation is arranged on the floor, to follow the same direction as the painting on the
ceiling. Speakers inside the space relay the unnerving soundscape from the four videos and
soundscapes playing on the outside wall.

Option 3
Projections outside the main space.

Looking up at the ceiling
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