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Moveable Feast Bothy: An Itinerant 
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ECA Build: 28 May - 12 June
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1) Backyard of ECA, Lauriston Place,  28 May-12 June 
2) Gayfield Creative Spaces: The Depot, Leith, 13-15 June 
3) 188 Pleasance Rd, outside The Number Shop studios, 16-19 June 
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5) Lochrin Basin in Fountainbridge, Edinburgh Quay, 25-28 June 
6) Bowden Estate, Scottish Borders, 28 July 
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4) Rachel Disbury, Huntly
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Fig. 01 – ECA Sculpture Yard, framing for six 4’x 4’ modular floor panels.

Fig. 02 – ECA Sculpture Yard, framing assembly for modular floor panels.

Introduction 

“The minor works the major from within.”  – Erin Manning, The Minor Gesture 

The Moveable Feast Bothy project originates from a 
deep dive investigation into crucial aspects of social 
studio artist residencies: namely, their temporary and 
itinerant natures which harness disparate artist-residents 
together for a set range of time and circumstance to 
create new collaborative practice/s before releasing 
the residents back to their own habitus at residency end. 
Through formation of a collaborative practice, simulta-
neously, residency can allow for a resident to also bring 
one’s own creative process to the forefront, into the col-
lective fold, as it were. Here, I have sought to investigate 
the purpose and creation of knowledges through shared 
authorship of design-to-execution, wherein all aspects of 
the residency itself are formed by peers over time and 
place. In other words, what does it look like for a group 
of peer artists to author what their own residency looks 
like, from the ground up? Through collaborative prac-
tice, i.e. the attention over time to sharing transcultural 
knowledges, various masteries, curiosities, and haptic 
jerry-building, with a Do-It-Together ethos, the group 
transforms the quality of their own residency by inclu-
sively making the physical place for their own continued 
experiential learning to occur.

MFBothy is a social studio residency project in which I 
and five other Edinburgh-based interdisciplinary art-
ist-residents from various international cultures entered 
into residency with only one mission: to ideate, design 
and build together a moveable place in which we would 
then further convene our residency activities. After much 
discussion and brainstorming, we produced a bespoke 
8’ x 12’ wooden bothy, or wayfarers’ hut unique to the 
Scottish landscape and purpose. Sited at five different 

locations around Edinburgh and Leith, both inside and 
outdoor, urban and rural, it moved locations seven times 
over 19 days and housed various intensities of experi-
ence and intersectional programming. The MFBothy is 
designed to be broken down in two hours with only sev-
eral pairs of hands and put up again at a different site, 
all in one day, much like a collapsible tent; it’s a social 
structure built to move.

Through this itinerant residency project, I’ve investigated 
several aspects of my research question: 
How do contemporary artists learn from their peers and 
others within artists’ residencies? Specifically, how does 
learning collectively and in situ affect artistic ideation 
and the creative process? How is meaning co-constructed 
in specific situations, and what kinds of peer-led struc-
tures, relationships, practices and forms of knowledge do 
artists produce within social studio residency? 

I break down aspects of this question, namely, 1) Itin-
erancy, or how movement occurs amongst temporary 
residents and publics, within a temporary structure 
which also travels; 2) building and dwelling, or how 
is the structure designed and built together, how do 
we occupy and dwell in a cartographical place over 
several days before being dismantled and erected at 
another location, and how does this thicken or thin 
place; 3) knowledge transfer, or how do we come to 
know what we know, by sharing that knowledge with 
peers; and 4) construction of the public sphere. These 
four questions will be developed throughout, and 
specifically interrogated in the last section of this folio 
through a series of Bothy Stories..
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The liminal situations creat-
ed by the MFBothy’s move-
ments draw upon various 
communities of practice, 
i.e.- temporary ice house 
villages on frozen Northern 
lakes, which are frequently 
built by those fishers using 
them, and journeymen 
rangers who gather for 
2-5 days in one loca-
tion for experiential and 
instructional learning and 

then disperse into the diaspora before re-joining again 
at another workshop or hearth further afield. It shares 
the same itinerant labour-of-love ethos as Tilda Swinton 
and Mark Cousins’ 2009 film festival art project called 
A Pilgrimage, in which she gathered a disparate commu-
nity of film lovers and aficionados to drag a 37-tonne 
lorry, re-fashioned as travelling cinema, intermittently 
across the Great Glen of the Scottish Highlands over 8 
days. Whilst the group of 40 people was motored along 
the route in part each day, they committed to literally 
drag the Screen Machine, a fitted expandable pop-up 
movie theater, by jute ropes for a long one-hour mile 
into town on each festival-stop arrival. Swinton and 
Cousins had carefully programmed the films throughout 
the itinerant festival tour to reflect each locale; they 
screened Brigadoon (1954) in the village of Brigadoon, 
and Kurosawa’s Throne of Blood, a 1961 Japanese re-
make of Macbeth, in the Scottish place where Macbeth 
is set. This place-based interaction in the public sphere 
has been influential within my MFBothy ideation.

Precedents

The social turn in art has led to considerable social 
studio art projects which precede the MFBothy, including 
but not limited to the Floating University in Berlin (2018), 
the e-flux 90-day SUPERCOMMUNITY project at Venice 
Biennale (2019), and the DAI Roaming Academy since 
2018, which occupies empty spaces in and around 
Enheim, the Netherlands.  With a nod to those projects, I 
will specifically focus on three: Black Mountain College, 
running from 1938-1953 in the Blue Ridge Mountains of 
North Carolina; Signal Fire, originating in the Cascade 
mountains of Washington State; and Art Shanty Projects 
(ASP), held on a frozen lake in Minneapolis. These three 
share a DIT tenet of location specific self-building and 
group dwelling in their core mission.  

Black Mountain College, an experimental alternative 
school with arts at its core, was a project spearheaded 
by Professor John Andrew Rice and Theodore Drier, 
and was built in three months. Disillusioned by the trend 
toward instrumentalism taking place in academia in 
America post-WWI, he formed a coalition of ex-patriot 
faculty from other formerly-progressive American institu-
tions in 1933, creating a non-heirarchical yet acclaimed 
art campus nestled in the woods of Appalachia. Rice 
was a compatriot of experiential education theorist 
John Dewey, who served on the BMC Advisory Council 
alongside Albert Einstein and Carl Jung, and Rice and 
Dewey reciprocally influenced each other’s democratic 
philosophies on experiential learning and co-author-
ship. For example, at BMC, the students not only helped 
choose which artist-teacher would join their select 

Fig. 04 – A Pilgrimage Film Festival, 
Tilda Swinton and Mark Cousins, 2009

Knegt, Peter. “Once upon a Time in the 
Scottish Highlands: a Queer and Magical 
Love Story | CBC Arts.” CBCnews, CBC/
Radio Canada, 9 Aug. 2019, www.cbc.
ca/arts/once-upon-a-time-in-the-scottish-
highlands-a-queer-and-magical-love-
story-1.5237595.  
Image Credit: A Pilgrimage. © 2009 
Sandro Kopp
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faculty, through the Faculty committee but also co-determined the curriculum itself. Spe-
cifically, after outgrowing their ex-YMCA camp buildings in the fourth year of BMC, 
the students and faculty co-designed and then built together their own dormitories and 
new classroom buildings. This collaborative practice designed space for two major 
experiments: new agricultural fields, from which cultivation then fed the student body, 
and open meadows for several future building projects with guest faculty Buckminster 
Fuller, exploring the specific facility of the geodesic dome as relevant to the BMC cam-
pus. This esprit de corps drew international faculty such as founders Joseph and Anni 
Albers, and later Xanti Stravinsky, Merce Cunningham, and John Cage. 

Another prescient social studio project I drew upon in the MFBothy ideation is the 
decade-old itinerant artist residency project called Signal Fire, originally set in the 
Cascade Mountains of Washington State. This discursive itinerant project offers one 
to three-week residency or retreats, referred to as Wide Open Studios, several times 
per year engendering a unique framework. Artist-residents move on foot with proper 
camping kit and tent throughout the nomadic residency, with one Instruction only: to 
meet up in the designated city, i.e. Portland, Seattle, Albuquerque, Phoenix, or Tucson, 
from which they together begin a field practicuum. Given a map, a compass, and a 
tailored discursive “reader”, the guided group finds their way to the first basecamp, 
for dinner over open fire and discussion concerning the first reading. Built for vary-
ing mountaineering abilities, the trips invite artists to explore their studio practice in 
dynamic wilderness locations, amidst an atmosphere of friendship and critical thinking. 
Chances for artistic collaborations arise along the route, and selections from the read-
er are discussed at each camp. 

A third precedent is the rhizomatic social studio project 
called Art Shanty Projects (ASP) in Minneapolis, his-
torically taking place on a frozen lake since 2000 in 
January-February. Born from a DIT ethos, this project 
brings together teams of like-minded artists who each 
build their own studio, or “art shanty”, modelled after 
the ice fishing houses which populate the frozen waters 
of Minnesota’s 10,000 lakes every winter. Each artist 
team builds a self-designed unique icehouse/art studio 
(aka art shanty) whose only requirement is to meet these 
regulations: 1) measuring not larger than 10’x12’, and 
2) built on skis. In the Northern US, lakes are considered 
a year-round liminal space, and are not regulated by 
the same land laws or even the same patrolling; the 
authority on American lakes is the local Water Patrol, 
separate from the land police of the counties in which 
the lakes are plotted. This affords “lake life” to have a 
kind of outlaw quality where residents are free to do as 
they please, as many land laws simply don’t apply. Be-
cause of this lawless quality, a strong neighbours-help-
ing-neighbours ethos prevails, a pragmatic and common 
standard for those inhabiting -20F climes together.

Fig. 03 – Art Shanty Projects – 2020

https://artshantyprojects.org/about-us/
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In the Winter of 2011, I’d joined a team of artists in ideating, designing, and build-
ing together the One Room Schoolhouse Shanty (ORSH) as part of ASP. Building on 
the traditions of the rural one-room schoolhouses during the late 19th and early 20th 
centuries, we re-claimed this mode of all-inclusive, non-hierarchical learning, where-
in pupils aged kindergarten through S2 (or 8th grade in US) learned together, and 
from each other, under one roof. Within the walls of our basic one-room schoolhouse, 
self-identified students of all ages who came out to the ice learned basic and ad-
vanced skills through workshops taught by other students, peer-to-peer, or Guest 
Lecturers, outsiders invited by the student body to speak about topics of expertise or 
simply interest. These GLs ranged from a distinguished hand-letter, a sandwich philos-
opher, an acclaimed personality neuro-biologist, a skilled lasso-er, and a dog.

One of the main takeaways from the ORSH project was the structure’s innovative 
modular design, first ideated by fellow teammates A. J. Warnick and Derek Ernster. 
This design featured 4’x8’ wall and floor sections, that could be built off-site and then 
assembled by locking together on the ice. Other distinctive design features were dou-
ble-clad walls, which could hold insulation between them to keep out the bitter cold, 
modular low-fi benches and tables to accommodate a class of up to 30 students or 
simply two registrars, as needed, an open gabled roof, providing an airy feeling with 
light reflecting throughout, and belfry with authentic schoolhouse bell which we’d ring 
out across the ice at the start of every workshop (four times daily). A central element 
was its wood-burning stove, that would not only provide heat in the deep winter, but 
also hot soup for all public shanty-goers put on every day at noon between morning 
and afternoon classes, mimetic of the same practice in centuries-old American school-
house daily life. 

We’d built this 10’x12’ schoolhouse shanty out of 2”x4” studs, double clad 5/8” OSB 
walls, and a double hardwood floor; this made the entire structure weigh more than a 
half-tonne once assembled. As frozen Northern ice is strong enough to hold a semi-
truck, we weren’t worried. However, that winter proved to be warmer than usual, and 
as soon as its final installation on the ice was complete, the structure began to sink. 
We were able to lever it along to a hard-won solid spot of ice using several 12’ long 
planks, and it rested safely then throughout the public Art Shanty month. This was a 
lasting lesson for me in the importance of finding a stealth and underweight design, 
made of tensile materials, and also, how to quickly and effectively move a structure.

Fig. 05 – One Room School House

Visual Artists:

Anthony Warnick, Katinka Galanos, 
Patricia Healy McMeans, Alyson Coward, 
Derek Ernster

Building on the traditions of the rural one-
room schoolhouses during the late 19th 
and early 20th centuries, we re-claim this 
mode of all-inclusive, non-hierarchical 
learning. Within the walls of our basic 
one-room schoolhouse, students and the 
public-at-large can learn basic and 
advanced skills, as well as have a voice in 
choosing the school’s Guest lecturers and 
participating in the workshops that the 
Guests then lead.

Art Shanty Projects is a four-week 
exhibition that is part sculpture park, 
part artist residency and part social 
experiment, inspired by traditional ice 
fishing houses that dot the state’s lakes 
in winter. It is an artist driven temporary 
community exploring the ways in which 
the relatively unregulated public space of 
the frozen lake can be used as a new and 
challenging artistic environment to expand 
notions of what art can be.

On Medicine Lake, Plymouth, Minnesota.
January 14 – February 5, 2012.

https://oneroomschoolhouseshanty.
wordpress.com/



6INTRODUCTION

Bothy Culture in Scotland

Akin to icehouse culture in Minnesota stands the bothy culture in Scotland. In the rural 
and wilderness areas of Scotland, the landscape is scattered with over 100 simple 
shelters known as bothies, from the Gaelic “bothan”, its root the Old Irish both, mean-
ing hut. Since the early 20th century, bothies have been widely regarded as free 
use shelter for any wayfarer to stop or stay the night. Originally, bothies were basic 
accommodation provided by landowners for farm labourers or estate workers who 
tended crops or livestock. Over the years, a confluence of geo-political factors in 
Scotland has engendered the open use shelter of today’s bothies. Notably, the forc-
ible Highland Clearances (1750-1860) aggressively pushed crofters off their land 
and was soon followed by a natural shift away from rural agricultural economy on the 
advent of the Industrial Revolution in the early 1900s. These geographical movements 
have left abandoned crofting cottages and workers’ accommodations standing in the 
Scottish landscape, and were appropriated over time by hill-walkers as temporary 
out-dwellings for modern travellers. 

Although there are no formal rules to bothying, the tacit bothy code reflects the 
common-sense philosophy of treating others with respect, and leaving a bothy in the 
condition you would wish to find it.  Most importantly, no one has an exclusive right 
to a bothy, nor can you reserve one; they are open shelters available to all, and the 
overriding ethos is that, however full, there is always room for one more. 

The most common bothy layout is a simple cottage with 2 rooms, often referred to by 
its Scots term, “but and ben”, the but referring to the added or outer room, or kitchen, 
and the ben the inner room, or bedroom. From the entrance vestibule there is typically 
a room to the left and one to the right, and occasionally a small additional chamber 
straight ahead.  As a bare minimum, bothies provide a table and several chairs, and 
may also have a sleeping platform. The upper floor rooms, if any exist, are generally 
used as sleeping accommodation only, although if a bothy is particularly full of way-
farers, different parties have the option to stay together in their own space and set up 
for the night.

Scottish bothies were built for pragmatic agricultural 
land-working purposes by land owners, so they may 
not necessarily lie close to a particular peak or along 
a recognised long-distance trail. Thus, they differ from 
other systems of mountain huts around the world in that 
they are not purpose built for travelling, nor are their 
placements the result of strategic trail planning.  Hence, 
they are now often a destination place in themselves, 
whilst still remaining largely hard to find. Indeed, the 
word bothy is rarely found on any Ordinance Survey 
maps, and, in the landscape, few physical clues to their 
whereabouts are apparent. 

In 1969, the Mountain Bothies Association (MBA) was 
formed from independent bothying enthusiasts, and now 
keeps over 81 bothies in its network. It has recently pub-

Fig. 06 – Bothy: Glencoul

Location: Glendhu Estate, Kylestrome, 
Sutherland, Scottish Highlands

Grid Ref: LR15: NC 271 304 
Owner: Reay Forest Estate

“Bothy: Glencoul.” Edited by Association 
Members, Mountainbothies.org.uk, 
Mountain Bothies Association, 2018, www.
mountainbothies.org.uk/bothies/northern-
highlands/glencoul/.
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lished the Scottish Bothy Bible which, eponymously, is a 
complete outrigger’s guide to Scotland’s bothies, how to 
reach each of them, and what to expect.   It also serves 
as a behavioural rulebook of sorts, guiding new users on 
how to enter and leave a bothy, and social etiquette for 
encountering other travellers. (edit. Kruger and Chung, 
2017)  In this regard, bothies differ from another Scot-
tish out-dwelling practice known as “hutting” in several 
key ways. In Scotland, “huts” are modest timber-built 
dwellings that can be traced to post-WWII when small 
plots of land were made available by the state to 
returning servicemen. Purposefully nestled in clusters 
around Scotland in rural communities, these dwellings 
are now owned or rented annually for temporary leisure 
use for those with permanent residences elsewhere and 
so carry with them the entitlement of ownership and class 
exclusion. Furthermore, their use is meant to be repeated 
by a sole owner over the course of years, a practice of 
experience and skill that is acquired through repetition 
in place. In contrast, a bothy is meant for any passing 
traveller’s use for one night only, therefore a practice 
of intermittent occupation and communal grace and 
tension. The increasingly popular contemporary activi-
ty called “hutting” is described by geographer Rachel 
Hunt as both a practice and a way of life, and creates a 
nuanced skillscape, alongside taskscape as Ingold pur-
ports, both of which are predicated on a slowing down 
of life, living the ‘simple life’, one that seems smooth but 
is actually reft with tensions.

Fig. 07 – Bothy Project

Uisge Bothy - “Oosh-Ka”

The fabricated bothy temporarily built 
and located at Edinburgh Sculpture 
Workshop (ESW) was transported by 
lorrie to its new location – Loch Nell, 
Inverlonan, Oban. While these new 
bothies are not defined or programmed 
as artists’ bothies, they teamed up with 
The Bothy Project to mimic the Scottish 
bothy experience.

Artist Bothy in Transit, Scotland  
© Johnny Barrington Courtesy of The 
Bothy Project

http://www.thebothyproject.org 
https://www.inverlonan.com/
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From 1745 To Present Day

Rather than existing as workers’ quarters, some of the 
structures now in use as bothies were newly built in 
1746-80 to house shepherds and ghillies, or hunting 
expedition servants, once the forced evictions of the 
Highland Clearances had begun. In the aftermath of 
the last failed Scottish uprising led by Charles Edward 
Stuart in 1745, the defeated clans were punished by 
the English government. Their power and wealth broken, 
many clans resorted to short-selling their land to absen-
tee landlords who replaced them with large scale sheep 
farming and deer stalking enterprises.  As a result, many 
crofters were driven from the land they had occupied 
for generations but to which they held no written title. 
Many families emigrated to Canada, America and 
Australia, by choice, or were forcibly shipped out of the 
country. For decades, the remaining crofters were often 
coerced onto marginal land before the right of tenancy 
was finally made law in passing the Crofters’ Holdings 
(Scotland) Act of 1886.   Soon after, many agricultural 
labourers left rural areas to work in the burgeoning 
factories of Glasgow, and the loss of life from two world 
wars (1914-45) further de-densified many rural Scot-
tish communities.  These abandoned farms and cottages 
which stood newly vacant in the landscape across the 
Highlands were eventually relegated as bothies.

Bothying, in the recreational sense, dates from the 1930s 
when the urban population had more leisure time to 
join the middle class in hill-walking and climbing pur-
suits.  Weekend groups of mainly young men, hitchhiking 
or scraping together enough cash to travel on buses, 

headed to the country, and the empty cottages soon be-
came places to congregate and sleep for free.  In some 
cases, their use was clandestine, but, increasingly, various 
estates have given their consent. Following WWII, this 
trend continued, as ex-military kit and newly-published 
guide books rendered the mountain environment ac-
cessible to city dwellers. By the 1960s, however, many 
bothies began to suffer through misuse and lack of main-
tenance. Many contemporary landowners have worked 
to restore them, and the MBA membership dues help to 
maintain those in its network.

Bothy accommodation is very rudimentary, 
and there isn’t any gas, electricity or a tap. 
You should expect only a wind and water-
proof building that offers somewhere dry to 
sleep. If you are staying overnight, you will 
need to carry in all the equipment you would 
normally take camping, plus candles, and if 
there is a fireplace, fuel to burn. Water often 
comes from a nearby stream, and although 
some bothies have latrines, a wayfarer will 
need the use of a spade. Bothies can seem 
romantic, but in reality, can be cold, dusty, 
damp, and pretty dark. Yet in the evening with 
the fire blazing and candles burning, illumi-
nating original wood paneling and mantel-
pieces, the place is transformed.  
(The Bothy Bible, 2018)

Allan, Geoff. The Scottish Bothy Bible: 
The Complete Guide to Scotland’s Bothies 
and How to Reach Them. Freshford, Bath, 
United Kingdom: Wild Things, 2017. Print.
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Bothy Project

When I began living in Edinburgh in 2014, I became aware of a small network of 
remote solo residencies in hut-like structures called the Bothy Project. Since 2011, artist 
Bobby Niven and architect Iain MacLeod have self-built three off-grid bothies for 
rotating artists to live and work for immersive lengths of time in distinct and diverse 
locations around Scotland: Inshraich Bothy near Loch Ness, Sweeney’s Bothy on the 
western Isle of Eigg, and Pig Rock Bothy, meant for Assynt but is currently sited on the 
lawn of Edinburgh’s Scottish National Gallery of Modern Art. The bothies provide 
enough space for living and creative working for one artist at a time, and sometimes 
an artist pair, for a funded or self-funded residency. The founders sought to make a 
space for artists and researchers to explore the history, landscape and people in the 
areas surrounding the bothies.  

Niven and MacLeod joined together and crafted their first bothy with support from 
the RSA, creating the pre-fabricated parts of the structure at Edinburgh Sculpture 
Workshop in Newhaven. Aimed to be situated in a woodland setting, Inshriach Bothy 
is a small shelter comprised of simple, sustainable materials. Insulated with sheep’s 
wool, this single-room space holds a library, desk, kitchenette, double bed mezzanine, 
a composting toilet and stove-heated shower. Solar panels provide a light source, a 
phone charger, radio and torch. It reached its final home at Inshriach Estate in the 
Cairngorms National Park in 2012. A year later, in the rugged terrain of the commu-
nity-owned conservation Isle of Eigg, Sweeney’s Bothy was placed. This mono-pitched 
shelter, built in 2013, was designed in collaboration with artist-poet Alec Finlay who 
sought inspiration from the tale of Sweeney or Shuibhne, a 7th-century Gaelic king. 
This bothy is only reached through a ferry from the West Coast mainland and then 
checking in with a nearby local host who stays three miles away. 

The third structure, Pig Rock Bothy, was made to reflect the landscape vernacular of 
Assynt in the northwest Highlands. Designed and pre-fabricated in Edinburgh, the cost 
to then move it to Assynt was outweighed by simply re-building it in the North from 
scratch, and so the bothy has remained and has become a fixture of the Modern One 
in Edinburgh since 2014. Of the three Bothies, it doesn’t hold any residencies per se, 
as it hasn’t facilities to afford overnight sleeping. This structure now acts as a unique 
pop-up space for art workshops, events, talks, readings, and exhibitions. It’s outfitted 
with artist-crafted tables and chairs for event purposes, and its polycarbonate skin 
gives a luminous glow after dark. To date, it’s become such a fixture of the Modern 
One programming that it’s been normalised into the year-long exhibition programme 
and funded as such. 
 
Though I was aware of Niven & MacLeod’s Bothy Project at the time of conceiving my 
first mobile residency in 2015, it was not a direct influence on our Moveable Feast 
Bothy residency. Shortly after our MFBothy had inhabited Edinburgh that June, auspi-
ciously, the Niven & MacLeod team began a social enterprise called ‘the Bothy Stores’, 
in which they began to market and sell a prefabricated “Artist Bothy” which could be 
transported to anywhere in the UK the purchaser designates. Furthermore, the pro-
totype was installed and still remains in the courtyard of ESW, a place we had first 
sought to emerge at the end of our MFBothy trail before we’d chosen the Canal Festi-
val. Their high-spec huts, modelled after the original Ishraich Bothy, starts at £39,000, 
are made locally in Fife from sustainable materials and by local craftspeople, and 
comes affixed with optional bespoke features designed by past resident artists whilst 
on residency.  The mobility of their pre-fab Artist Bothy is mimetic of our Moveable 
Feast Bothy project, though theirs is not designed nor meant to be so flexible as to be 
collapsed again and reassembled repeatedly as part of its purpo
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1) How do contemporary trans-disciplinary 
artists learn from their peers and others within 
SSAR, and share and produce knowledges 
through various intensities of experience?
2) In what ways does the disruption and shift 
of an artist’s habitus during SSAR affect the 
artist’s experience and practice?
3) How do SSARs enact a social contract of 
place-keeping and radical hospitality, and can 
that contract engender trust amongst resident 
artists, hosts and publics? 
4) In what ways do specificities of site and 
thickening of place affect imagination?

Research Questions:

I explore these questions through stories, photos, field-
note entries, and creating an instructional manual for 
how to set up your own Moveable Feast Bothy. 
(see back of this portfolio PDF).

Stories:

BUILDING 
DWELLING IN RELATION TO PLACE
CONSTRUCTION OF PUBLIC SPHERE 
MY STORY
	 pre-production	
	 dialogism,	one	step	ahead

Through this itinerant 
residency project, I aim to 

investigate several aspects 
of my research questions:

In the telling of these stories, they begin to perform the 
analysis of the research conducted, and taken together 
with the photos, fieldnotes and codified manual, some of 
my research questions will be answered.
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MFBothy was conceived of collaboratively by six resi-
dent-artists: Stephen Kavanagh, James Currie, Donald 
Watson, Matthew Poland, Patricia Healy McMeans and 
John Corrigan. The early concept of this project co-opts 
the conversational tactics and improvisational camarade-
rie of what occurs “down the pub”. In fact, the size and 
structure of the Bothy itself were designed around the 
spatial relation of a rectangular pub table, its surround-
ing one-meter-high stools, and the distance to paneled 
walls at the Blue Blazer pub on West Port. The concept, 
preliminary drawings, and wearing-down of stubby 
builder’s pencils originated in this location amongst the 
six residents, and were then executed nearby over a 
week in late May in the Backyard of ECA at Lauriston 
Place.

The resident group decided to build a modular 8’ x 12’ 
structure that could be broken down in one site and put 
back up again in another site within four hours. The struc-
ture is built of detachable 4’ x 8’ OSB panels secured 
by removable screws at overlapping seams, a modular 
bolted floor, ribbing and joists, and has a pitched roof, 
perspex (i.e. plexiglas) for natural lighting, four win-
dows, and, once built, features these moveable parts: 
a rectangular table which can be attached to any wall, 
several chairs, a door, a porch, and projection screen.

By sharing certain codified and tacit knowledges, the 
group tackled the challenge of how to design and build 
something so modular that it can be broken down quick-
ly, using light and tensile materials. Together, the group 
designed and troubleshot several iterations of blueprints 
and plans, especially for bundling and transport, through 

conversation largely at the Blue Blazer and Victoria 
pubs. The Scottish residents taught the American resi-
dents how to cut studs and OSB sheets using only a hand 
saw. Power saws were only deployed to cut the interior 
panel squares for window sets.

The entire structure can be flat-packed down into one 
solid 4’ x 8’ block standing five-feet high from fully 
erected in two hours. 

It unfolds upon a morning in one situation, standing 
adjacent to a council tenement building, atop gray stone 
sidewalk squares like a Paris bistro, always in spatial 
relation to the street. Varying speeds of comings and 
goings; it stands open for business. Three days later, it 
folds in upon itself section by section, beginning with its 
sheltering roof, to rest two hours later in a tidy flatpack 
as tall as a person, awaiting its next mobility.

Overview
Synopsis

Fig. 10 – Flat packed stacking order of 
dissasembled bothy. Visable from bottom 
to top; 3x 4’x8’ floor sections; 10x 4’x8’ 
cladded wall, window and door sections; 
2x roof rafter structures; 6x 4’x8’ 1/2” 
OSB roofing panels; 2x 30”x6’ perpsex 
covered transparent windows; 2x interior 
tables; 4’x8’ white screening OSB. 
Hardware kit, latereal strust, and front 
facia board. Also pictured, quartered 
circular door step (leaning). The entire 
Bothy was able to stack flat efficienly for 
travel, short term and outside storage.
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Patricia Healy McMeans
Born and raised in Minneapo-
lis (USA), Patty holds an MFA in 
Sculpture from the University of 
Minnesota. She had just come to live 
in Edinburgh and the UK for the first 
time in August 2014 to begin her 
practice-led PhD. Having a back-
ground in environmental sculpture 
and art shanty building, she brings 
building and design capacity, as 
well as public-facing and relational 
assets in making deals with hosts and 
reaching out to publics. Strengths: 
Bringing people together, making 
opportunities happen for  fellow 
artists; Prior residency experience: 
8x8x8 NYC/LON/MSP (2006) in 
NYC, London and Minneapolis, Ten 
Chances Art Res administer (2012-
14) in Minneapolis.

Players

Stephen Kavanagh 
Born and raised in Kirkcaldy, Fife 
(SCOT), Stephen was a first conspir-
ator in the MFBothy ideation process. 
He had just ended his Masters’ 
Course at ECA, where we had spent 
the Spring of 2015 in studio next 
to each other, spit-balling spatial 
problems using instant maquettes out 
of cell phones and sanding blocks. 
He also crucially formed the initial 
brainstorming sessions at the Blue 
Blazer pub. Strengths: Mad building 
chops, patient explainer when 
showing how-to; Prior residency 
experience: none

James Currie
Born and raised in Gifford, Midlo-
thian (SCOT), James was a first 
conspirator in the MFBothy ideation 
process. He’d also just ended his 
Masters’ Course at ECA, where we 
had spent the Spring of 2015 in 
studio next to each other, talking 
about Object Oriented Ontology 
and transcendental meditation. 
He also crucially formed the initial 
brainstorming sessions at the Blue 
Blazer pub. Strengths: Broad thinker, 
eager planner; Prior residency expe-
rience: none

Donald Watson
Born and raised in Coupar Angus, 
Fife (SCOT), Donald was brought in 
secondarily by Stephen, as they’d 
done their Bachelors course together 
at Gray’s School of Art in Aberdeen. 
About to step fully into the freelance 
hard landscaping world, Donald 
joined the group as an engineering 
lynchpin. He also crucially had just 
come off the Hidden Door event 
where he’d designed and built a 
temporary 20’ wooden bar, thus giv-
ing us “the in” to procure their used 
materials. Strengths: Mad building 
and engineering skills, huge smile 
and jolly demeanor; Prior residency 
experience: none

John Corrigan
Born and raised in Minneapolis, 
Minnesota (USA), John holds an MFA 
in Design from Maryland Institute 
College of Art. John had just come to 
live in Edinburgh and the UK for the 
first time in August 2014. His build-
ing skills range from house-building 
to roofing to art shanty building. He 
is a reluctant but essential joiner to 
many projects. He chimed into the 
initial brainstorming sessions at the 
Victoria pub, and soon joined the 
build team as a resident. Strengths: 
problem-solving, perseverance, 
prior knowledge of precedent bothy 
design; Prior residency experience: 
Haystack (1994) in Vermont, Open 
Book (2012) in Michigan, Art Shanty 
Projects (2011) and Ten Chances 
Art Res affiliate admin (2012-14) in 
Minneapolis

Matthew Poland
Born and raised in Surrey, then 
settled in London (ENG), Matthew 
had just ended his first year on the 
Masters course at ECA. He joined 
the resident group late, during the 
build at ECA courtyard after the 
design had been interrogated. He 
has experience being a semi-profes-
sional cricket player and freelance 
gardener, and he had little building 
experience. Strengths: Curious mind, 
willingness to try new things; Prior 
residency experience: none
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Fig. 11 – Bothy Tracker online map

Using Google Maps, each location was identified and posted to the MFBothy website 
and social media to inform the community of its current location and unique programming. 
The Google mapping application documented each past location with photos and 
location highlights.

“https://www.google.com/maps/d/embed?mid=1w0uLrtmqRyOwWgR6BfXfehlmkSQ”

The totality of MFBothy took place over the 17-day 
course of Embassy Annuale, an anti-festival festival 
which the Embassy Gallery puts on each year in June 
showcasing a constellation of emergent artist teams in 
locales around the city. For our moving target project, 
the exact location of the MFBothy at any time could be 
followed via a live on-line GPS Bothy Tracker accessed 
at the Moveable Feast website; this was activated by 
a GPS sensor attached to the Bothy structure itself. At 
each stop, a rotating resident would hold a daily event 
of their choosing in order to pursue their own practice, 
comprised of film screenings, dinners, talks, workshops, 
private studio-time, or pop-up exhibition, all in various 
positions within the public sphere. Each resident planned 
on sleeping overnight in the MFBothy at least once 
during its five-location run. 

Alongside the daily participation of these six main 
residents, several outside guest-artists were also a part 
of a specific day’s events, ranging from a two day art 
exhibition called Units curated by resident James Currie, 
showing alongside Swiss artist Anne-Laure Franchette 
(Canal stop) to our group re-performance of artist An-
drew Gannon’s Chair Work (Number Shop stop). When 
sited at Mortonhall Caravan Park, the Bothy residents 
had a special intersession with artist Anthony Schrag 
as he moved through the locale during his three month 
long-distance performance walk from Huntly, Aberdeen-
shire to Venice, Italy, a part of Deveron Projects and the 
2015 Venice Biennale.    

The moving-through-ness of the structure’s essential 
transportability challenges and investigates how artists’ 
mobility is enacted within the form of a social studio 
residency, and the inherent transient nature of artists 
on residency. It problematizes the fixed state of natural 
Scottish bothies, at once rooted to the landscape, not 
only by mobilizing the structure itself, but the processual 
gathering of social activity brings it into existence. This 
temporary positioning is acheived by a repetition of tak-
ing down and putting up again, over and over, reflecting 
the slowing and speeding of knowledge exchange and 
experiential learning which occurs whilst on any residen-
cy; a process of learning by doing until something clicks.

Stops, Functions
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Fig. 13 – Bothy Tracker online google map

Using Google Maps, each location was identified with a house-like structure icon to 
differentiate it from other, more common, google icons and catographic features

“https://www.google.com/maps/d/embed?mid=1w0uLrtmqRyOwWgR6BfXfehlmkSQ”

Fig. 14 – Bothy Tracker online  
google map

Using Google Maps, the author can 
customize the map style. The mapping 
feature allows to you draw segments from 
location to location to identify routes and 
miles traveled.

https://www.google.com/maps/
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Fig. 02 – ECA Sculpture Yard, floor 
framing sections. Intital (6x) 4’x4’, floor 
frames were produced and bolted – 
width wise, creating three 4’x8’ 1/2” OSB 
sections. Each module was clad with OSB, 
additional 4’x8’ OSB strengthed the floor.

ECA: Outdoor Sculpture Yard

Design and Build
Days 1–6

Fig. 01 – John and Matthew affixing the 
found and reclaimed front door to the 
threshold and wall panel. The panel was 
then clad is OSB and ready for travel.
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Fig. 05 – James and John screwing the 
two rafter sections across the eight foot 
span of the bothy. The rafters were 
angled from just above the perspex 
window wall to the top of eight foot wall 
sections. The rafters were desiged to bare 
weight of roofing material installation, 
and structurally square-up the open bothy 
structure.

The Depot: Gayfield Square
13-15 June

Fig. 04 – Fully built bothy in its interior 
location at Gayfield Square: Depot. We 
did not install fianl roof OSB to assist with 
interior lighting; and interior space was 
safe and dry from the elelments.

Fig. 03 – Bothy modular parts and 
pieces before fianl assembly at Gayfield 
Square. Up until this point of the building, 
all construction and partial assembly had 
been ouside. Additional solutions would be 
found in its first location.
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Fig. 07 – MFBothy  
“thick and thin space” panorama.

Fig. 06 – Bothy installation and build (three-quarters) outside The Number Shop. The 
first outside/street location had several new building requirements and constraints to 
consider. John, James, and Stephen fatsen three wall sections prior to pivoting the section 
into place. Previously, the bothy did not have/need a working roof. Six 4’x8’ found OSB 
panels were installed to keep the Scottish rain out. The need for external power required 
a small extension cord (AC/DC) power hole and flap. (See Instructions Manual figure 
73-75)

The Number Shop
16-19 June
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Fig. 09 – Floor Assembly

Stephen, James, John, and Matthew 
bolting the inverted floor sections together 
before the full 8’x12’ structure is flipped 
180• and rotated into place.

Mortonhall Caravan Park
20-24 June

Fig. 08 – Mortonhall Floor Assembly

Stephen, James, John, and Matthew 
bolting the inverted floor sections together 
after the bothy was delivered/moved 
from its previous location at The Number 
Shop

Fig. 10 – Mortonhall Caravan and 
Camping Park

Caravan park site and services map. Our 
site is listed as I.326, which is typically 
reserved for long term caravans.
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Fig. 11 – Fountainbridge Canal Park site 
visit prior to installation

Fig. 12 – MFBothy flat-packed and 
stacked after delivery prior to site health 
and safety approval.

Canal Festival
25-28 June

Fig. 13 – MFBothy mid-insatllation prior 
to roof assembly. Each of the ten wall 
and window sections are screwed into 
each other and the floor. The clearstory is 
bolted on north facing wall. Windows are 
removed for transport and screwed into 
place after walls are secured.

Due to everyones conflicting schedule, 
John was tasked to install the entire roof 
system and finish bothy construction on his 
own. With Canal Park being the forth stop 
in its nomadic programming, installing the 
roof was now second nature. John was 
able to hoist and fasten the each of the 
rafter sections, install the front facia plate, 
hoist and secure the roffing OSB, install 
windows, and afix the triangle ends.

Fig. 16 – Final bothy on-site construction,  
installation, and art exhibition for Canal 
Park Festival, Fountainbridge.

Fig. 17 – James installing Anne-Laure 
Franchette exhibition photographs.

Fig. 14 – John and James preparing for 
forth stage of installation

Fig. 15 – Interior view prior to roofing 
installation.

Lochrin Basin (Union Canal), 
Fountainbridge, Edinburgh
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From talking shite and chatting up at the pub, first the Blue 
Blazer, and then Victoria, we wondered aloud, what if?  
what if we...? I began thinking about how we move through 
that space, how it is built, and what is the proprioceptive re-
lation of my body to that pub table, once a sewing machine. 
Where are the chair rails, and what does that mean, without 
my even thinking about it? We got to postulating about how 
we could make a pub space that we could erect wherever we 
like, a tent pub? We could put it on the street, in the grass 
courtyard at ECA, in Donald’s back garden, on the Links, in 
the middle of the roundabout at the top of Leith Walk. Here 
in the Blue Blazer, these tables are crammed in as close as 
possible in relation to the room, and able to still fit people 
around them. This means that, on a crowded afternoon, your 
backside is generally an inch away 

from your neighbors backside, if not touching. This situa-
tion immediately instills a sense of intimacy to the relation-
al dialogue happening at your table, even though you aren’t 
even facing the backside neighbor. The stools are low, lower 
than is comfortable if you are a taller person– how many 
times has Donald, standing 6 feet tall, just about fallen over 
when he sat down on a stool as the night went on! It occurs 

to me that they are so low because they have to fit into the pub table, which are 
all reclaimed early 1900’s iron sewing machine stands. And they were built to fit 
the height of a seated lady seamstress. 

On a mid-week afternoon day in early May, after our first group pub brainstorming 
sessions, I went into the Blue Blazer to take some measurements. I had my daugh-
ter’s trusty Blues Clues measuring tape we’d brought with us from the States and 

a notebook. The back room was fairly 
empty and so I was able to move about 
as needed. The general low barstool 
is 14” in diameter, and 17.5” tall. The 
area around a roughly 3’x1.5’ rectan-
gular pub table is 20” on either side. 
This gives only a 6” space  of movement 
before you might hit the person behind 
or adjacent to you. This pub has a chair 
rail, which is also the top edge of the 
booth backs and comes up to my elbow. 
So, if you are standing holding a pint, 
your arm is likely bent at the elbow and 
so there is a visual and proprioceptive 
relationship. These were all things I’d 

MY STORY 

BOTHY STORIES

pre-production

Fig. 01c

taking measurements at the 
Blue Blazer; height and size 
of pub table and stools, 
to determine the pubtable 
territory. 

Fig. 02

Cast-iron sewing machine 
stands are traditional 
pubtable stands.

Fig. 01a, 01b

an empty Blue 
Blazer pub 
backroom; sketches 
of furniture with 
measurements.
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Fig. 05 –John finding 
window panes to reclaim 
from Sam Burns’ Yard. An 
early prototype.

Fig. 06 –Square picture 
frames from IKEA, which we 
repurposed and arranged 
two on top of each other to 
make vertical rectangular 
windows.

noted to be included in my ideation 
contribution to the group.

I brought them up at the next group 
meeting, and this then became part of 
the plan– building the size of the Bothy 
itself to fit proportionately around one 
or two of these tables and stools in situ. 
From observation, the territory sur-
rounding a pub table at the Blue Blazer is 6’ x 5’, inclusive of 
the table and stools. Which meant that, multiplied out, we 
had to build the Bothy to 12’ x 8’ if we were to fit two table  
territories abreast. We began searching for materials, and 
brainstorming in our meetings about where to find reusable 
and reclaimable ready-mades; Donald mentioned that he’d 
just worked on a build for an event called Hidden Door, a 
multi-day underground artist-led music and art festival on 
King’s Stables Road sandwiched between ECA and the Castle. 
Hidden Door would be de-installing on May 31, and so maybe 
we could scavenge some of their OSB panels and other mate-
rials. James suggested taking a trip to the Council Recycling 
Centre and a mysterious place called Sam Burns’ Yard.

Whilst the CRC lead didn’t pan out, John and I did take a bus-transfer journey out to Sam Burns’ Yard, 
which is one person’s half-acre sprawling junkyard. In essence, this felt a bit like a flea market, but 
with a wide array of domestic and mechanical unwanted things, everything from assorted car tires to 
refrigerator doors to tea cups. Its areas are well-organised, and it operates generally on a barter sys-
tem. We were in search of windows here, house or farm windows, and found a good crop of them to sort 
through, with glazed, double-glazed, and a great variety of panes. Settling on two mismatched but suit-
able heavyweights (Fig. 05), we bartered Sam for them, and then quite clumsily made our way back into 

the city with them on the bus. This was not the first time we 
found ourselves in the situation of two Americans not yet 
understanding the British way of doing things, in this case, 
shopping at a junkyard in the countryside, and attempting 
to make the best of it in the moment though force of will 
and sheer ad-hocism. In the end, on a subsequent trip to 
IKEA, John and I came across the perfect solution: six square 

shadowbox picture frames, which, 
two stacked on top of each other, make 
three rectangular windows the shape 
and size we were looking for	(Fig. 06). 

Fig. 03 – ideas for how 
wall pieces might assemble, 
including an early 
rendering of a flop-down 
table.

Fig. 04 – group sketch pad  
for joinery and building 
ideas
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Upon entering the empty backyard of ECA on the first early morning, still 
in May, we clutched our builders’ tea and surveyed the yard for 15 long and 
quiet minutes. This would be our build site for the next week, and we were 
getting acquainted with it; hello.

John, James and I set out our personal tools we’d brought along from 
home, and began to set up worktables and sawhorses. This is meant to be 
an outdoor communal space for sculpture students, and nobody else was 
using it. We began sorting through the 4’ x 8’ re-claimed graffitied OSB 
panels we’d scavenged from the Hidden Door event earlier in the week, after talking the one tech 
with keys to the ECA van into fetching it with us, and had stashed them in a temporary storage cu-
bicle on the yard perimeter. The Edinburgh Castle loomed overhead like a movie lot backdrop. A tidy, 
plastic-wrapped stack of proper milled new timber studs, OSB panels and hardware had been deliv-
ered early that morning from Jewson’s timberyard and awaited us, just at the edge of sight on the 
sidewalk, patient in the morning light. 

After weeks of hand gestures in the air, eyebrows raised and then fur-
rowed, verbal descriptions, and drawings on pub napkins, we were about 

to embark on this brave and exciting task we’d 
chosen. Each of us held in our minds an image 
of a bothy which these ideation sessions had 
drawn, and we knew they were not the same. We 
would have to make it together. Many questions 
still remained, the worst of them figuring the 
calculus needed for the dreaded roof triangles, 
and we said we’d solve them as they arose. I had 
earlier caved in to Donald and Stephen’s pitch to 
the group for the angled roof and clear story instead of the open gable roof I’d trusted from my past 
projects. I couldn’t really feel in my body or my mind what this architectural feature would produce, 
but had turned that over to “We’ll see”. We didn’t have one ‘hero’ blueprint we were all referencing, 
just the visualizations we each held in our own heads from shared conversations. Matthew joined the 
project late and so missed all the planning discussions and hadn’t yet worked a drill. 

We all entered into the unknown with a sense of goodwill and trust in the hidden knowledges each 
other would bring to create together something none of us had seen before. Donald and John knew 
how to build, and had each done so professionally before, in Scotland and the US, respectively (and, 

unknown to us at this time, would do so togeth-
er in the future) Stephen could do just about 
anything with his hands, he is one of those peo-
ple. I silently went into the ECA shop to check 
out the electric mitre saw, an essential tool for 
making perfect 90-degree cuts for this kind of 
tight-fitted build, John and I knew, whilst James 
silently placed his hand saw on the table.

BUILDING

Fig. 08 – Edinburgh College of Art, outdoor sculpture 
yard. Bothy floor panels nearing completion. There are six 
4’x4’ pine frames assembled from standardized 2x4x8 
building lumber. Frames are bolted together creating three 
identical 4’x8’ floor sections for transport. Flooring sections 
are bolted together on site and entire 8ft x 12ft is flipped 
into place. Secondary 4’x8’ OSB panels are screwed onto 
floor for added strength and stability

This image shows the final frame assembly before the OSB 
flooring is attatched.

In late May, leaving the planning and building up to the group to decide, I took 
on the administrative task of canvassing, negotiating and securing the locations 
for the Bothy to settle for several days, once built. I knew from experience this 
would be an on-going task, one in which the next place might not be set until we 
were assembled in the one before it. If I could get just the first stop set up, and the 
second, whilst we were still in the initial build, that would be enough. I began 
to contact places and people that I already knew where I thought an interest-

ing thickening of place would occur, such as Dan Brown 
at Edinburgh Sculpture Workshop in Newhaven, an artist 
I was singing with in the Rhubaba Choir who had a sizable 
front garden to their home, and also a long-shot contact 
with John Ennis who ran Whitespace, a gallery in town 
that showed our peer artists and was centrally located at 
the top of Leith Walk. I knew from years of experience that 
pleasant greetings and a broad smile will get you far when 
first contacting a potential host for collaboration, and also 
a sensibility of being-in-dialogue without any pressure to 
join forces is paramount to a good working relationship. 
My mature age, at 46, and that I was doing this as part of my 
PhD work also helped open a pathway to trust, on their part. 

Essentially, I explained my approach to the project, highlighting it as an experiment in the intersec-
tions of art and life, of living and working, and in new ways of learning, and asked  would they like to 
join me in this experiment? This was the same way I approached dialogue with potential artists when 
inviting them to join any of my residency events as well.

Soon, I had an initial in-person meeting with the gracious John Ennis, and had solidified the Depot, a 
building within the Gayfield complex, as our first stop. After a coffee meeting with Ali Grant who runs 
the artist-led Number Shop studios, I’d secured the dates and sidewalk location at Pleasance as our 
second stop. This was enough to safely get started and disseminate through social media and other PR. 

I trusted that, as long as I kept a few 
irons in the fire, some arrangement 
would come along for the last few stops, 
as we went. I’d learned that patience 
is paramount in relational matters. I’d 
also learned to trust that the experi-
ence we would have in the first few 
stops would also reflexively help direct 
where I should take the Bothy in the 
last half of the journey, and so I relied 
on the open-ended-ness of it.

[continued	page	35]

ECA: Outdoor Sculpture Yard 
06-12 June

Days 1-6

Fig. 07 – re-claimed 
building materials from 
‘Hidden Door’ was 
inventoried, sorted, 
stacked, and stored in 
multiple outdoor sculpture 
coves at ECA.
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Fig. 13 – John repeats the 
process over and over until 
he trusts the cut. Donald 
cheers him on.

 

Fig. 14 –James tells John 
to breathe, and pull slow 
and true.

Fig. 12 – Matthew Poland 
uses a drill for the first 
time; he affixes the interior 
framing for the door in 
place with encouragement 
from veteran builder John 
Corrigan.

Fig. 09 – Six 4’x4’ flooring 
frames; laid out waiting to 
be fitted with OSB flooring.

That whole week in May was forgivingly clear, and we worked under a bril-
liant blue sky every day until dark. Having built the One Room Schoolhouse 
four years prior, John and I knew the basics from experience: start with 
the floor. Use bolts for easy disassembly and fast and se-
cure re-assembly. Build everything in 4’x8’ sections so that 
it can all be broken down easily, stacked and flatpacked as 
needed for storage or transport. Procure your actual win-
dows and door first. Measure and build those walls around 
them, not vice versa. We perfected a design 
we’d tried in the ORSH, wherein an offset to the 
wall clad gives you a ½” overhang, to the right 
or left, and this lip, once screwed tightly to 
the open frame of an adjacent wall section, be-
comes a simple and secure locking mechanism: 
neither wall will move. Donald, James and Ste-
phen understood this, conceptually, but had yet 

to see it in practice and so were operating on blind trust.

The first step to building the 4’x4’ floor is to make a cut list, beginning 
with all the 4’ lengths of timber. Then, you can easily set up a jig, or guide, 
for the electric mitre saw and just zip out all 12 perfect lengths at once. 
This is common practice in the US, and is an elementary Foundations Shop 
class technique. James took a pencil and tape measure in hand, and began 
marking out the 4’ length on each plank. Meanwhile, I began to set up the 
mitre saw. My first cut was just a hair off square due to an inaccuracy in 
the blade guide; a plank now wasted. I looked over, and James had already 
made his first perfect cut, in the same amount of time, with a simple 
hand saw. John and I were aghast at using this method for house-building. 
How could you possibly trust building a house to the likely inaccuracy of a hand cut? James laughed 
good-naturedly at our skepticism, “Aye, we’re taught how to cut it perfectly straight when we’re 
just a wee bairn,” he said. James slowed down to show John how to begin the cut line using the “hard 
point”, with the hand saw, the kind known as a push saw. (Fig. 14) Feel your squareness to the timber 
and table, line up your blade just right, and then trust your own saw arm and body to perform fluid 
repeatedly perfect motions. Let the saw do the work for you. Don’t let the wood bind the blade. 
And…voila. In just a few planks, John had gotten it, repeatedly perfect straight cuts. (Fig. 13) A 
bit awestruck at this Scottish method, we returned the electric mitre saw and didn’t see it again.  
Quite apprehensive at trusting this method for an entire house build, John and I, laughing, said to 
each other, “nobody back home is going to believe this!”

As the days went by, residents would naturally show up at 9am and stay until dark, 
feathering in and out over the day based on work and other obligations. We almost 
always broke at lunchtime for the £3 meal deal at Sainsbury’s just across Lady Law-
son and brought Stellas to the backyard in the late afternoon. After the floor was 
built, everyone pitched in together to build the wall sections, window walls and door 

section. Matthew, the most inexperienced builder amongst 
us, and John, a veteran builder, together visualized and laid 
out the window and door sections (Fig. 11). Through many 
hand gestures and verbal descriptions from both men, this  
embodied knowledge was transferred from John to Matthew. 
While building, John showed Matthew how to use the drill 
gun, unsure at first and then gaining confidence slowly, 
and soon they had the window walls built and door attached  
to its frame. (Fig. 12)

Fig. 11 – Residents John 
Corrigan and Matthew 
Poland figuring out how the 
windows, aka two square 
IKEA picture frames, will be 
spaced and best affixed 
to the window wall. Once 
determined, the process 
would be repeated with six 
windows placed into three 
wall sections.

Fig. 10 – James Currie 
coaches John through the 
steps to make a perfect 
90-degree cut on a plank 
using the ‘push’ saw.
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DWELLING 
IN RELATION 

TO PLACE 

The processual and improvisational nature of the MFBothy 
event engendered an intense social experience of people 
being thrown in together in a hothouse. Us six main resi-
dents were engaged in various modes and speeds of rela-
tional context and knowledge sharing throughout, i.e. 

camaraderie, hanging out, conversation, shoes 

off, taaps off, guards down, listening up, mak-

ing do, showing how, figuring out, drawing the 

board, drawing on the board, trusting his math, 

handing tools, measuring twice, cutting once, 

cutting again, taking shifts, covering for each 

other, taking up the slack, on 

the clock, off the clock, having a cuppa, house 

cocktailing, kitchen-towel snapping, napping, 

sleeping, shitting, shimming, walking off, 

walking off in a huff, waiting on Donald to get home from work, 

dinner making, bed making, neighbor greeting, movie watching, 

wee hour secret sharing.

Dwell, v. To abide or continue for a time, in a place, state, 
or condition; to pause; to spend time upon or linger over (a 
thing) in action or thought; to remain with attention fixed 
on; to treat at length with insistence, in speech or writ-
ing; to sustain; to continue in existence, to last, persist; 

to remain after 
others are taken 
or removed;  
to have one’s 
abode, to reside,  
to lie;  
to occupy,  
to inhabit (OED)

In this residency event, we dwelled 
itinerantly, much like nomadic cul-
tures in the world i.e., the Bedouins 
in North Africa and Native American 
tribes. Our itinerant dwelling also 
reflected the nature of residencies 
themselves; their transient mobili-
ty, interchangeability of assemblage 
parts, and disruption of one’s habitus.

As we were initially just constructing each piece, we didn’t assemble any 
sections together beyond bolting the adjoining floor pieces, to make sure 
it manifested in the way we had (each) visualised it (Fig xx). After build-
ing each piece – a window wall or parallel wall - we then just stacked it 
aside the main build space, numbering them as we went. After walls came 
the roof rafters and Perspex pieces, and the dreaded triangle calculus. For 
this task, John and James ventured inside to the empty and quiet MFA stu-
dios, with pencil and paper, a calculator and the wood pieces. Set off to 
themselves, they went over the math again and 
again, calculating the pitch of the roof to cre-
ate the triangle clads and cut the appropriate 
notches out of the rafters. After several hours, 
James finally said “Well, we’ll have to 
trust the math.” At this point, John just 
laid out the wood on the floor so he could visu-
alize it. In the end, they made the cuts accord-
ingly, hoping it would be dead on for the actual 
install out in the field.

With all parts and pieces built and no time for a dry-run install for assur-
ances, we stacked everything back into the temporary cubicle, awaiting 
tomorrow’s transport to the first stop: The Depot at Gayfield Square. Lo-
cated at the top of Leith Walk, about 5 miles away, the first stop is an 
indoor space and only time the bothy would be under another roof; we 
trusted we had room for creative problem-solving on the day of our first 
installation should something go awry. We’d have easy access to power and 
shelter from the rain, if any came. On this last night at ECA, we found a 
readymade in the dumpster, likely an art student’s former project: two 
2’ x 4’ rectangular wood pieces, already trimmed on the edges, which we 
easily refashioned into our modular table tops.

Fig. 17 – (above) 
James installing the 
readymade 2’x4’ fibre 
board stretchers. Each 
table could be installed in 
a variety of configurations 
unique to the needs of the 
stop/location.

Fig. 18 – (center image) 
James high atop the 
roof rafters and Perspex 
clearstory examines the 
effectiveness of peivious 
maths discussions

Fig. 15, 16 – Patty and 
other residents begining to 
feel their way in the space
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THE DEPOT

Gayfield Square is located at the posher (top) end of Leith Walk, set back 
from the main thoroughfare amidst brass-handled doorways and land-
scaped front gardens. The Depot is a part of Gayfield Creative Spaces, a 
non-descript block-long arts compound which also comprises the more 
well-known Whitespace gallery, and is run by John Ennis. The old horse-
and-carriage ambulance depot is at least two stories tall inside with vault-
ed ceilings, more than spacious enough to house the 11’ bothy and its 
public activities.

During my prior communication with John Ennis to line up use of the Depot, 
he’d recommended a general mover named Ben whom he and his peers call 
on from time to time as an art mover. Ben arrived to the front sidewalk 
of Lauriston Place with his own moving truck, and we walked the modular 
bothy sections out, one at a time. Ben happened to have a wooden theat-
rical set piece remaining from a move he’d done the night before, and he 
offered it to us as a readymade porch, serendipitously the exact 4” height 
to match our floor. This piece fit perfectly, and 
joined our ranks. Our main goal was to flatpack 
everything into the truck safely. After some re-
arranging of parts for 2-3 hours, we were bat-
tened down and set off to Gayfield.

A heightened anticipation moved in the air once we arrived at Gayfield; 
our resident group was beginning to soar. Every one of us was excit-

ed to see our collective vision come to fruition for the first time! Under John’s direction, all the 
Bothy sections were unloaded and sorted in the back of the Depot according to first usage. Once 
the floor pieces were all flopped face down on the ground, arranged for assembly, and bolts tight-
ened in place, we all gathered together for the collective effort to flip it. We hadn’t had to do this 
before, as its frame, initially built face up and then cladded, then hides the bolts and you can’t 
get to them. Therefore, the floor must be assembled facedown, and then flipped. All	six	of	us	be-
gan	 the	 flip by standing shoulder to shoulder, and hoisting one long 12’ side up in the air above 
our heads. All together now. First ankles. Then to waist. Then to chest. Then, in one simultane-
ous effort, up above your head. Donald, the tallest one bears the most weight for a few seconds.  

 
everyone creeps it completely upright until it 
stands 8 feet tall on its own five inches. Instinc-
tively at this point, Donald and Stephen, the 
tallest two, moved round to the other side whilst 
the rest of us kept it in place, and then, once 
they were holding steady opposite us, we skit-
tered around ourselves so we could all together 
walk it smoothly down to the ground in one mo-
tion, now face up. Within seconds, like roadies 
for a rock band, we all stood on the smooth 
8’x12’ stage, testing the joints and corners for 
soundness by jumping on them, and high-fived 
each other. This was the stage for the whole 
structure, and event, to come. 

Here, our habitus was, on the one hand, disrupted time 
and time again. We moved our built structure from place 
to place, and so, on the other hand, we made place anew 
every time we reassembled it. In this way, our dwelling 
was also polytemporal, meaning there was a slow making of 
place, for us, inside over 17 days, whilst, simultaneously, it 
moved rapidly across the city, occupying each site for only 
four days. This engendered a unique synch  opated rhythm. 
When we moved it to a new location, once assembled, the 
interactivity of the assemblage grew in a small crescendo 
and that swell ended on the fourth day, sometimes like a 
guillotine drop and sometimes a slow fade out. This phrase 
would start and repeat over and again. However, simultane-
ously, there was also the speed at which we, the residents, 
came to know and dwell in the inside of the bothy, which 
grew evenly over the total time of the event.

THE DEPOT

When we assembled at the Depot on Gayfield Square, our first Stop, we were 
inside of this big cavernous space once meant for ambulance horse-and-car-
riages; it had to not only fit multiple carriages but also have space to move them 
around. When we arrived, we realized that we didn’t actually have to install 
our own roof because it was already in an enclosed space. Thus, when we began 
to assemble the structure, the timbre of our dwelling changed because this 
now open-air structure, meant for staying and working 

in, suddenly felt a bit like an open air 
barbecue in Texas. It made me think of 
places that I’ve been in the desert in 
the American West where it’s common 
to come upon an open-air oasis that 
you can stop at for a time; they’re quite 
festive and have strings of colored 
lights. Often there’s a barbecue pit out 
back that’s tended constantly and a 
counter where you can settle yourself, 
but none of these things are indoor. Our situation in the cavernous space of the 
Depot was similar; the Bothy had the atmosphere of a festive place one could 
squat for a short time and move on. It was different from any other stop on our 
event journey because it was the only one where we were under another roof. 

The Depot stop held the first resident event: Stephen’s film screening. It was 
advertised beforehand on the Annuale and Bothy websites and also we’d put a 
sandwich board out on the sidewalk for passers by. The Depot is part of Gayfield 
Creative Spaces, run by John Ennis, whom I did not know beforehand. This cre-

ative complex is situated just off Gay-
field Square, a small upscale residen-
tial neighbourhood at the top of Leith 
Walk. We’d chosen this as our first Stop 
because it was so easily accessible 
by bus and pedestrian traffic in the 
City Centre, and its centrality would 
coincide that night with the Embassy 
Annuale opener. 

Then slowly	–	slowly	–	sssllllllooooooowwwwwllllyyyyy

The Depot: Gayfield Square 
13-15 June

Days 7-9

Fig. 21 – John and 
“removals expert” Ben 
making the first of many 
repeated journeys to and 
from Ben’s truck.

Fig. 19 – MF Bothy 
unloaded and stacked 
into the cavarnous Depot 
gallery space.

Fig. 20 – John directing 
James, and Ben in his big 
yellow removals truck. 
Collectively, we would end 
up hiring Ben, and his truck, 
a total of six times, ferrying 
the bothy to and from each 
of the locations.
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On the second night, Stephen held a film screening of his 
own sculptural video work and a Black Mountain College 
documentary. It was quite intimate; only about eight people 
were in situ that night and we sat inside the Bothy with 
the indoor Depot lights off, watching the videos on Don-
ald’s projector. I loved looking up into the space above us; it 
was a very uplifting and warm feeling with lots of laughter 
and jokes, a felt camaraderie like we had at the pub during 
our collective ideation stages. We’d 
brought in some wine and beers for the 
event, and several tutors and artists 
in town joined us for the films and 
discussion about communal learning 
and the idea of collective ad hoc spac-
es where artists make things togeth-
er. Engaging in reflexive discussion, 
through the lens of Black Mountain 
College, about the kind of situated ex-
perience we were all presently having 

was a pointed way to kick off the whole experience of the 
bothy in place. Up until that time, we had only just been 
building it; this was our first assembly. 

We experienced the outside of the bothy, as opposed to 
always dwelling inside, more at that stop than any oth-
er because we didn’t have to weather the elements to be 
outside of it. Once we set foot out the Bothy door we weren’t 
also exposed to the public. The door to the public street was 
the Depot door, and therefore we could treat the outside 
of the Bothy similarly to the inside, with an almost equal 
weight in our regard to each. For example, on the opening 
night, people clustered and chatted 
both inside and outside the structure, 
and took in the art by walking around 
the structure as well as within.

Fig. 26, 27 – Fully Awake: Black Mountain College 
documentory screening

Fully Awake is a 60 minute documentary film about 
the legendary Black Mountain College (1933-
1957), an influential experiment in education in 
Western North Carolina that inspired and shaped 
20th century modern art, its unique education 
methods, and how its collaborative curriculum 
inspired innovation that changed the very 
definition of art.

Artist and project contributor Stephen Kavanagh 
screened his video work Tank. Visitors were able 
to discuss the work which will be featured in his up 
coming shows in London and Paris.

Fig. 22 –  “The math 
works!” John and James 
fitting and securing the 
rafters across the eight foot 
bothy expance from the 
top of the eight foot wall 
panels to the additional 
30” Perspex rise opposite.

Fig. 25 –  Completed bothy  
with ‘open-air’ exposed 
roof and rafters. Both the 
roofing panels and triangle 
ends were left off for 
ambient light and expose 
the interior of the cavernous 
Depot project space.

After the top floor 
layer was secured, we 
began to assemble 
the first corner of walls; the front window wall 
and the adjacent corner (Fig 23). This corner su-
ture showed the group exactly how the overlap 
or “lip” functions as a way to lock the walls to 
each other, and everyone could then understand 
it. In attaching the third panel, now locking two 
parallel walls to each other (Fig 24), each mem-
ber of the resident group could now visualise how 
the whole thing would go together, one wall af-
ter another like dominoes. Matthew was an old 
hand at the drill by now. 

We added the fourth panel which completed 
the first long 12’ side wall. John could suddenly 
see that he and I had actually built the 12’ wall 
length several inches shorter than the floor. this 
was likely due to a metric-to-inches differen-
tial, or European v. American standard under-
standing of measurement. In other words, the 

Americans had built 
the floor whilst simul-
taneously the Scots 
had measured the 
walls. On reflection, 
we realised the wall 
section framing had 
been measured and 
built to fit the store-
bought 1220 x 2440mm 
OSB panels sold in Brit-
ain, which are actually 
several mm shy of the 
exact 4’x8’ dimensions 
used in the US. Once 
added up, it result-
ed in a 2.5” underbite 
across the back. John 
and I were horrified. 

Fig. 23 – John and 
James squaring up fully 
assembled 8’x12’ floor and 
preparing first window and 
wall sections to create the 
structural corner ot bothy. 
This same assembly method 
wiould be utilized at each 
of the upcoming locations.

Fig. 24 – James, Matthew 
and John continue adding 
wall sections. Each window 
and wall panel is screwed 
to both its neighbor and 
the floor.. 

We then re-purposed 
the subtle mistake 
very pragmatically, 

as a ledge to store spare panels and other tools 
whilst on site. I called it “our back deck”.

Once all ten walls were up and locked into place, 
we began the uncertain task of the roof rafters. 
Donald and Stephen quickly affixed the Perspex 
panels into position to give us the rise of our 
pitch; the clear story allows light to flood in and 
bounce against the angled ceiling down to the 
dwelling area of the bothy. 

From now on, the active work area moved to 
over eight feet high, and so any active workers 
were on ladders; the rest of the group handed up 
tools and held in standby the rafter parts next to 
come. A distinct sound of pleasure arose as the 
first 9’ cross rafter section locked into place; 
the notched angles cut earlier by John and James 
had fit! Particularly, James was astounded at 
seeing what was once theoretical manifest phys-
ically. “The math works!” he exclaimed.

At the end of that first slow 8-hour day’s com-
plete build, we decided not to put the roof pan-
els on. As we were inside the Depot, we needn’t 
worry about the weather; the high vaulted ceil-
ing was gorgeous to look at from the open-air 
bothy. Furthermore, we were so elated by the 
time the successful roof rafters locked into 
place, we strung deli lights through the raf-
ters and screwed one of the tables along the 
back wall in “bar” position, i.e., elbow height;  
we were just ready to celebrate. We had previ-
ously advertised an opening reception invitation 
that evening for us at the Depot, via the Em-
bassy Annuale blog and our own collective public  
relations lists, and we had 45 minutes to our-
selves in private celebration before the publics 
began to arrive.
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Fig. 28 – Looking east 
across Pleasance Road to 
The Number Shop with the 
MF Bothy nestled along 
side the Edinburgh Council 
Flats and the old Lismore 
Rugby Club.

Fig. 29, 30 – The bothy floor design required the OSB 
clad floor panels to be assembled and bolted together 
face down. The large 8’x12’ floor was lifted, rotated and 
leveled into place. This process was repeated at each stop. 
The process was reversed when the bothy was taken apart 
and prepared to be moved to its next location.

NUMBER SHOP

After settling in for three days at the Depot, it was time to move on to the 
next stop. This would be our first take-down of the Bothy, and we began 
by gingerly removing the door and windows, the table, chairs, deli lights, 
and Bowie-and-Burroughs photo we’d hung. We pulled out the ladders we’d 
stashed days ago, so we could de-install everything in reverse order, be-
ginning with the rafters. It only took about an hour to get all the sections 
taken apart with relative ease, and so we just awaited Ben to arrive in his 
truck. I’ve often marveled, since my early years working in the scene de-
partment in movies, at how quickly something standing so solid and hous-
ing a breadth of intensities could come apart in 
mere minutes. The Scottish rain had begun while 
we were de-installing, which matched our mood 
of leaving the place in which we’d soared for 

three days; we’d have our first itinerant transition to a new site in an un-
relenting wet.

We loaded the truck quicker this time and more efficiently, due to the rain 
and also an understanding of how things would fit. We paid closer atten-
tion to loading it with parts we’d need first, e.g., the 4’x8’ floor sections, 
nearest the door, as opposed to just tightly flatpacking everything. We 
were headed to the Number Shop, six miles away on Pleasance Road. As the 
first time we’d packed up the truck, we now had the charged experience 
of climbing in our cars to follow it, like an ambulance, to the next stop.

Once we pulled up on Pleasance, I jumped out to greet Ali Grant, the stu-
dio/gallery runner who I’d been working with to collaborate on this stop. 
He and Fraser came out to assist us. The rain had subsided now but we still 
moved swiftly, floor pieces first and stashing everything else to the side. 
The labour of flipping the floor felt less jubilant this time and more like a 
signal to begin: here we go. (Figs, 29,30) No longer soaring, we seemed 

in a kind of stealth mode, concentrating on rising to new challenges of installing outside on the 
public sidewalk. We soon discovered the decades old sidewalk itself was uneven and so had to de-
ploy shims, a small but essential tool that would be used in every stop thereafter to keep the bothy 

standing square. 

We knew we had to secure the roof as soon as 
possible before the rain began again, so we in-
stalled from muscle memory, using screw holes 
from the Depot installation as guides, all the 
way to the rafter stage. The rafters stopped us, 
as we now had to switch our thinking to new ter-
ritory again; we had only gotten this far in the 
Depot. Stephen and James, up on ladders, took 
care to get the roof panels overlapped properly, 
starting from the tallest peak and then tucking 
the next row under so they shingled downhill, 
running the rain off the back eve. By the time we 
were screwing the roof panels in place, everyone 
was fair giddy.

NUMBER SHOP

Once assembled at the second stop, the Number Shop on Pleasance Road, we 
had quite a different dwelling experience. The Number Shop was an artist-run 
initiative with 14 studio holders and a small storefront gallery and shop. We felt  
such like we were a part of Number Shop, because artist Ali Grant, who runs the 
space, and all the studio-holders were instantly so friendly with us. We were in-
vited to use their bathroom and kitchen, and they shared their hidden key with 
us so we could get in and out as we needed even if they weren’t there, a gesture 
of trust and hospitality. Fraser Salter, who was also on the course at ECA and a 
TNS studio-holder, came out to the street on the morning we arrived to unload 
the truck and he and Ali helped us assemble the Bothy. Crucially, once the floor 
sections were assembled, Fraser helped in the daunting and all-important task 
of flipping the floor. He and Ali really joined in our dwelling at that stop; once 
the roof was assembled for the first time, they came inside and hung out with 
us for tea. I’d brought our kettle from home, and we ran electricity through the 
mailslot. John had devised a little hinged flap covering a 

hole in the back wall of the Bothy from 
which to run a power cord, providing 
reading lamps and projector power. 
They also provided us with these col-
orful wheeled stools that were made 
from tree trunks, perfect pub-chair 
height. We had three of them that they 
just let us keep in the Bothy during the 
four days. 

We stayed there well into the evening, and as the Bothy began to glow, we 
watched across the street as lights came on in the neighbourhood flats. This 
reciprocal action became a conversation that we felt like we were having with 
the neighbors, knowing they were also watching us. I felt a rather empathic 
bond, as if we were projecting ourselves into their lives and space and could 
see how they live in their everyday world, and also project them back into 
our space. This was an especially heightened feeling during the sunset hours 
which, in the summer in Edinburgh, is a very late and long twilight; this affect 

lasted most of 
the night. None 
of us slept in the 
Bothy at that stop. 
we all went back 
home, often late 
in the evening or 
wee hours of the 
morn.

The Number Shop 
16-19 June

Days 10-13

Fig. 31 – James attching 
roof OSB panels for the 
first time. Now that the 
bothy was outside, its 
exterior needed special 
attention to keep out the 
Scottish rain and wind.
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We installed the pro-
jection screen on the 
back wall immediate-
ly this time, as Mat-
thew was having a film 
screening on this the 
second night at this 
stop. We also realized 
the need to run power 

in a more secure way than we had at the Depot, 
where we just ran a cord in through our open 
front door. Since power was being run out to us through the Number Shop 
mail slot, John devised a cord hole with a moveable flap about 6 inches 
from the floor in the back wall, which was closest to the power source. 
Here, we could easily run a 50’ orange extension cord into the Bothy to an 
outlet strip for tea kettle, reading lamps, and the projector. 

As this site placed the bothy right out on the public street at all times, 
we realised, once on the ground, the necessity to secure it. We had thought ahead to procure a 
padlock for the door hasp, but hadn’t planned any security for the windows. This was a dilemma, for 
sure. John thought to simply replace the OSB squares we’d originally cut out of the wall panel for the 
window holes themselves, as they’d be a perfect fit, and then secure them by placing a 4-foot-long 
strip of OSB over them and screwing it to the exterior wall from above and below (Fig xx). They could 
be affixed and removed quite easily with a screw gun, by any one of us. Thus, quite perfect window 
claddings were fashioned, on the fly. This was a clever and effective way to secure the now-public 

bothy during unattended hours and overnight, as 
it cannily appeared to passerby as though no win-
dows even existed. 

In the end, we finished this entire install before the rain came 
back, in two working hours.

Fig. 33 – Privacy Scotland 
topical discussion with Dave 
Young

Fig. 34 – domesticity 
Film set by VJ MATTHEW 
POLAND. Films by: Jess 
Ramm, Katie Bootland, 
Joanna Baxter Wilson and 
Matthew Poland

A film series showing four 
artists around the theme 
of private spaces; spaces 
that you find yourself in 
that is away from the public 
realm. Things you do, things 
that you experience – that 
are maybe just for you, and 
no one else.

Fig. 35a, 35b –  
Chair Work – Span (5 
chairs) by Andrew Gannon; 
performed by James, John, 
Matthew, and Patty 

Fig. 32a, 32b – Side by 
side images showing the 
Bothy with, and without, 
the  inspired window 
cladding. With tremendous 
forsight, each of the six 
OSB squares, originally 
removed for each of the 
window frames, was able 
to be re-incerted into their 
corresponding vacencies. 
Secondary vertical OSB 
‘straps’ fastened everything 
inplace. The solution made 
it so that the windows did 
not have to be removed, 
only covered

In the Bothy that second night, 
resident Matthew Poland insti-
gated a public film screening 
and curated together several 
artist filmmakers from Edin-
burgh and Glasgow. Most of them 
were peers of ours, but one or 
two were artists Matthew had 
reached out to, cold, or knew 

from his time in London years back. 
This event planning was a first for Matthew, who was always keen to learn from trying new 
things. Several of the filmmakers came through that night, and, on the third day, we had out-
side guest artist Dave Young come in for a topical discussion with a speaker he’d invited from 
Privacy Scotland. Dave was the first of two outside guest artists we’d be working with at this 
stop, an arrangement I’d made in prior weeks.

The second outside guest artist interaction happened the following day, when four of us performed Andrew Gan-
non’s Chair Piece. Andrew is an Edinburgh artist who scripts performances that 
he then invites other people to re-create or enact. One of them is Chair Piece, 
wherein a set number of people stand up on a row of folding chairs for a specific 
duration of time, straddling a chair on each foot. The caveat to this piece is that 
in order to get down, you must exchange your spot on the chair with somebody 
else. I have seen this performance reenacted at a large crowded art event, i.e. 
Embassy Gallery opening, but here we were, on a semi-busy street on a sunny 
mid-morning. The only way that one of us could get down off of the chairs was 
to have a passerby come and take our place. Thirty minutes into our hour-long 

performance 
duration, I had to use the bathroom 
and, luckily, I was able to convince 
one of the passersby to come up 
and take my place for a moment. 
Re-enacting this piece was a really 
lovely way for us to make a suture 
with the public. Aside from the one 
person who switched spots with me, 
several people did stop and talk to us 
about what we were doing, and most 
lived close by and were on their 
way to school or work. In this way, 
we had a chance to meet and share 
our purpose with our neighbors who 
were also residing in this Place we’d 
chosen to abide.
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MORTONHALL

The move to Mortonhall Caravan Park was the 
furthest outside the City Center we’d travel, 
5½ odd miles to the southwest just inside the 
ring road, with a close-up view of Hill End in the 
Pentland Hills. This was a risky stop for sever-
al reasons. First, we would literally be parking 
the Bothy in a group site meant for caravans on 
a temporary basis. Secondly, for the first time, 
our host had no art or art center affiliation, and 
thirdly, I had no prior permission. Though we 
hadn’t intended it at first, we were occupying 
space here in a blatantly subversive way. 

I’d reserved a prior camping spot on-line like 
any caravan traveler would. Once we arrived, I 
checked in at the lodge. I didn’t tell them ex-
actly what we were going to do, and didn’t hon-
estly think it mattered; a plot is a plot, and I’d 
paid for ours. We were directed to #326, and 
then walked down the approach road to our plot 
(Fig. 36), close to the entrance and just alongside 
the road (Fig. 38). Almost all the plots were occu-
pied by caravans already; we had neighbors.

MORTONHALL

At the Mortonhall stop, we real-
ly dwelled the most. We had no 
pre-scheduled programmed art event 
to advertise, and we were ready to 
sleep overnight. Donald’s art inter-
vention here was quiet and private; he 
made a physical change to the Bothy 
itself, replacing one of the panels with 
unexpected materials. We didn’t have 
any passersby as we had in our first 
two stops; as it was a caravan park at 
the height of summer, approximately 
100 caravans were around us. General-
ly, our neighbours were either inside 
their caravan or exploring the City, 
and the people who surrounded us now 
were other dwellers who were dwell-
ing in their RVs. We just happened to be 
dwelling in our wooden Bothy, which 
we built in our allocated spot. 

<—

Mortonhall Caravan Park 
20-23 June

Days 14-17

“I remember there 
being a box on the 

booking form, which 
enquired as to the 

type of caravan, and 
when we were forced to 

select other and then 
type wooden hut,  

I must admit I had 
little hope that we 

would be accepted.”         
-James Currie, on reflection, 2018

Fig. 39 – John and 
Matthew on front step

Fig. 38 – Caravan 
approach road

Fig. 36 – Morton Hall 
Caravan Park site and 
services map.

Fig. 37 – Site no. 326

Fig. 42 – John and Patty 
brought an air matress, 
bedding, an electric heater, 
and digital projector to 
spend a cozy night in the 
bothy. The Scottish breeze 
rattled through Donalds 
pourous tape installation.

Fig. 41 – MFBothy CocktailFig. 40 – Stephen making 
himself comfortable on the 
bothy floor

This was the stop that Stephen almost 
fell through the roof on assembly. This 
was the first stop that Donald couldn’t 
join us until 6 PM due to work, and 
then just to install his art. This was 
the stop that Matthew slept in his van 
so he could stay nearby. This was the 
stop John developed the Bothy “signa-
ture cocktail”, with a kitchen towel 
draped over one shoulder. 

One by one, at different times over the course of the first couple hours after the 
build, we each took our shoes off at the door without really thinking of it. We 
stepped inside in our stocking feet and set the tables up in a “dining” arrange-
ment, lower and underneath the windows, as opposed to higher up at the “bar” 
position along the back wall. We again mounted the projection screen along the 
back wall, knowing that we would be alone together watching movies later on; 

we’d have a sleepover, like when we 
were kids. This was the stop where we 
also brought an electric hot plate and a 
radiator. We pounded nails in the wall 
to hang kitchen towels and coats, and 
hung framed pictures of Bowie, Bur-
roughs, and Walt Whitman and various 
other ephemera we’d been gathering 
along the way. 
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We played music, telling stories until dark, and one by one, 
James, Stephen and Matthew departed. We walked to the 
nearby Stable Bar, leaving the Bothy unlocked, for din-
ner the first night. It felt like a proper country pub, and 
we didn’t feel like we were wayfarers staying at a caravan 
park, though it was located right in the center of the base 
camp. John and I slept in the bothy for two nights, under 
duvets and watching movies, whilst Matthew slept outside 
in his van.

In my field notebook at Morton Hall, I recorded that Mat-

thew looked at me that first morning as we were listening 

to music and having tea, after having spent the night, and 

said to me “this is the kind of place that  
one finds oneself.”  

I also noted in my notebook here that I felt like “the whole 

route and journey of the entire Bothy event should have 

ended here.”  I wrote that “five stops were just too many, we 

were happy here, and tired of moving. We were not anticipat-

ing the breakdown of the last movement to the canal, back 

into the city, away from the pace of this quiet place.”

Over the course of three days, we befriended our caravan 

neighbours. Directly across the lane from us a small family had parked, and in 

talking with John and Matthew, they had gotten into a repeated philosophical 

discussion. As it turned out, the man had self-published a book about his own 

philosophy of life, and after talking at length with us, he gifted John a copy 

of his book on our last day. I vividly 

remember him coming over to our door 

with such gratitude on his face; it felt 

like we were being gifted something 

quite precious, and would also serve 

as a reminder of our time spent in Mor-

tonhall as we went forward into our 

own post-event lives. 

We’d carpooled in Stephen’s car, as John and I 
intended to stay overnight, and Matthew had 
driven his van separately. We unloaded Ben’s 
truck in 30 minutes, and spread our sections into 
stacks on the grass. We took time here to con-
sider our orientation to the sun, so as to maxi-
mise the sunlight flooding the clear story. Once 
decided, flipping the floor took fewer people 
and 10 minutes, and the walls went up quickly. 
I spent this time walking around our campsite 
looking for power and surveying the terrain. Our 
neighbors had become quite curious, and I had 
a few chat-ups explaining what we were doing. 
As we were finishing the roof, someone from 
the main office came out to see what we were 
up to. He told us that it was actually illegal for 
us to have the Bothy there because we were not 
on wheels. That’s what differentiates the cara-

van area from the tent area, the wheels. John and I toyed around with 
re-building the bothy so it stood on a jerry-rigged platform with wheels, 
like a dolly, but realized this would be physically too much to do in a short 
few days. With broad smiles and a tall tale of our foreigner’s ignorance and 
some outlaw bravado, we convinced them to allow us to stay temporarily. 

Fig. 44 – Stephen, James, 
Matthew, and John bolting 
the modular floor panels to 
each other before it can be 
raised and flipped into its 
final place. Shims would be 
needed to level the floor 
across the uneven grass.

Fig. 46 – (left) Stephen 
fitting roofing OSB panels 
just before he nearly falls 
through

Fig. 47 – (right) Matthew, 
James, and John squaring 
up and fitting the grooved 
side wall/window panels 
before moving on to the 
back wall.

Fig. 45 – Floor assembly 
and bothy elements 
unloaded across the 
caravan site

Fig. 43 – Bothy elements 
being assembled in our 
caravan site. Flatpacked 
walls sit stacked waiting for 
the floor to to raised.
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Separately, we were invited to 
join a Happy Hour with another 
set of caravans who were one 
“cluster” over from us. They 
were an international clus-
ter, mostly from Germany, who 
have a group that always travel 
together in the summer. They 
come over from the continent, 
and each have their own RV 
and travel around Scotland all 
summer long; they just meet up 
from place to place. We chatted 
with them one day, and they in-
vited us to come for their group’s 

Happy Hour. It felt congruous, we were 
intersecting in time and space as our 
events entangled for this moment, 
each with its own purpose. It sounded 
quite romantic, and felt at home for 
me; where I grew up, in the American 
Upper Midwest, my aunts and uncles 
would travel with us around parts of 
the country together in different cars and we called that a caravan, where peo-
ple follow each other in their cars to a destination. I was a young teenager, 12 
years old or so, and as we were often driving to Colorado this way, my cousins in 
separate cars would pass each other on the highway, and we would hold scrib-
bled handwritten signs on notebooks up to the window as one car would cruise 
by the others in the caravan, back-and-forth. We would stop at Dairy Queen and 
jump out and socialize, and then jump back in our cars and continue on. Now, I 
had romanticized this notion and description that this German couple gave to us 
about what it is that they do every summer with their friends. We were so glad to 
be invited for their Happy Hour; John and I were only there for about 45 minutes 
and we felt quite included, and also that we were being inclusive in return.

This stop’s break-
down went smooth-
ly, we had only John 
and myself and Ben 
for the morning. The 
transition was an odd 
one; we were not al-
lowed to install yet 
at the Quay until the 
next day, but only had 
Ben’s truck on this 
day. So, we’d decid-
ed to transport the 
bothy and flat-pack 
it up against a wall 
overnight, out of foot 
traffic at canalside. We had to bring a trunk-load of bothy accoutrements 
we’d gathered over the days, i.e. hotplate, tea kettle, Bowie-and-Bur-
roughs photo, projector, home with us as we had no place to secure it for 
the night down at the Quay. This was a sad, slow, dismal grey moving day; 
all of our teammates had work or meetings on and only John and I moved 
each panel, one by one, into place. Our muscles ached, and we knew we 
were chancing it just leaving the tarped flatpack unattended in such a 
public throughway overnight, but there was nothing for it. We had no other 
option. By the time we arrived at our flat late that evening, we were the 
kind of sore and tired people get after moving house and/or sleeping in a 

tent for several days, 
both of which we’d 
just done in the same 
48 hour period.

[continued	page	33]

Fig. 49, 50, 51– As our comfort level increased, the 
necessity of items from home began to fill the space.

Fig. 48a, 48b – Assigned 
bothy space put us squarely 
among holiday and touring 
RVs and caravans.

Fig. 57 – Matthew after 
spending the night in his car 
alongside our overnight in 
the bothy.

Fig. 56 – Donald joining us 
after work for sunset

Fig. 53, 54 – Mortonhall was the only location which 
we actively stayed over night, his activity created many 
unique moments and creative opportunities.

Fig. 55 – John, Stephen, 
and Matthew enjoying 
cocktail hour on the front 
step.

Fig. 52 – A gathering of 
‘home comforts’ including: 
tea and kettle, soda, 
coffee, wine and beer, 
heaters, cooking hot plate 
and cultlery, household 
pillows , comforters and 
favorite blankets.
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CONSTRUCTION 
OF PUBLIC SPHERE

The ethos and concept of the MFB constructed and challenged notions of 
the public sphere in its backbone. We were always riding the line between 
public and private hours, and most days comprised both. In some ways that 
was happenstance, but in others, it was made so by design. We designed 
it so that, once built and assembled, we had the facility to each use the 
Bothy space for our own practice, which sometimes was a public endeavour. 
We also designed the Bothy path so that we could dwell in it as residents 
of a locality, particularly in Mortonhall Caravan Park, which felt like a more 
private space and time than being open to the public as we were at all  
other stops. 

The Bothy itself was transformed, as it looked different inside at each stop. 
It had a different purpose in each locality, for our peers who would come 
along, for our neighbours, and for ourselves. At the Number Shop, we were 
meant to hold space for open dialogue through art film screenings  
(Matthew) and open civics discussions, such as 

Dave Young’s conversation about surveillance resistance tactics. Here, we 
had affixed heavy black curtains to the perspex so we could create a black-
box effect for video projection. This remained up all four days, but did not 
appear at any other stop. Conversely, at Mortonhall, the Bothy transformed 
into a cozy dwelling; our double blow-up mattress was erected at all times 
and just tipped up, like a Murphy bed, during the daytime when not needed. 

Here, we used the front porch not just as an inviting gateway for publics to enter, but as a domestic 
porch; this was the only stop that two porch chairs stood all the days and we each removed our shoes 
before entering (Fig. 58). Along the way, things were tacitly added, useful objects or tools but also 
framed pictures and maps and tokens of an experience had in past localities or a gift left by a visitor. 
This was often a pragmatic action; kettles were brought from home, electric hotplates were bought, 
more tea cups, measuring tape, digital projector, computer speakers and stapler all became part of 
the accoutrement and decor of the Bothy (Fig. 63).    

Embedding several guest artists within the Bothy 
event was a crucial way to build our public sphere 
by engaging our peer community. We did this 
through remote engagement, as in our perfor-
mance of Andrew Gannon’s Chair Work at Number 
Shop without his presence, and in two very dif-
ferent artist talks situated inside the Bothy: Dave 
Young, who opened up a civics conversation about 
surveillance and Rachel Disbury, who gathered 
artists and festival-goers at the Canal for a more 
traditional artist talk about her process work in 
a quest to Find a Good Coffee. We created these 
intersections as a way to enrich ourselves, 

[continued	page	35]

At this stop, Donald performed a sculp-
tural intervention to the Bothy struc-
ture itself.  His installation-based art 
practice often involves stretching 
strips of coloured rubber from one 
point to another, across open space in 
buildings and other architectural fea-
tures. He did this at one of the triangle 
sections near the roof, just above the 
front door. He just took the triangle clad section off, and replaced it by screwing 
an eye hook on the narrow end, at the point of the triangle, tied green rubber 
strips to it, and stretched them all the way across to the front of the Bothy up by 
the perspex. He did this over and over again, and it created a radiating effect, 
apparent from the outside or inside (Fig. 59). Inside, light coming in through the 
perspex would bounce inside of the shanty and, as it hit that green, a part of the 
shanty would glow in a warm inviting way. Donald’s installation was the only 
one that did not have an announcement; it was put up quietly, and meant only 
for us and any of the other neighbors who came by or whom 

we invited into the shanty.

Likewise, John did an image projection intervention here. He experimented 
with moving the projector outside and, from ladder-height, he projected some 
graphic designs he’d made of the MFBothy event onto the outside of the bothy. 
This projection tagging (Fig, xx) acted like graffiti with light, so that our neigh-
bours could see it from their caravans. In this way, they could gain some knowl-
edge into this new wooden neighbour of theirs without having to brave a cold 
knock for the curious.   

I had also arranged an intersection here with outside artist Anthony Schrag, 
who was in process of a three-month durational artwork in which he was 
walking from Huntley, up in Aberdeenshire, to Venice, Italy, in conjunction 

with and refutation of the Venice Biennale. He had start-
ed from Huntley two weeks before, and I’d previously been 
in contact with my peer Rachel Disbury of Deveron Arts to 
arrange how he might be able to direct his walking path 
through Mortonhall as he traveled south; we hoped to host 
him, even for just an hour, on his journey.  I anticipated it would be an intersectional learning op-
portunity for like-minded sojourners. Unfortunately, the timing didn’t work out, as he would’ve had 
to go quite far west out of his path as he traveled south from Edinburgh to Roslyn that day. Therefore, 
I instead took one full day off from our activities at Mortonhall so that I could meet him at the Forth 
Bridge in Queensferry as he crossed into Edinburgh and walked with him for as far as I could. On the 
next day, after sleeping at his own flat for the first time in weeks, he started his journey on foot 
again, heading south out of Edinburgh. We met him along his path just a few miles east of our Bothy, 
and walked with him again for as long as we could. While the intersection didn’t have the hosting 
element I’d hoped for, it was fruitful 
to be able to learn from his wisdom 
about wayfaring, durational tactics, 
reliance on nightly strangers to host 
him, and his general improvisation 
thus far.

Fig. 58, 59 – Detail images 
of Donald Watson’s green 
PVC tape installaation. 
(top) exterior showing eye 
screws; (bottom) interior 
view showing horizontal 
patterning which mimics the 
Perspex

Fig. 62 – John’s second 
night, spent alone in 
the bothy, created a 
photographic exploration 
he called project:on. A 
series of bothy images and 
text was projected back 
upon the bothy. 

Fig. 60 – Evening light at 
the Caravan Park. Our little 
bothy illuminated from the 
inside out.

Fig. 61 – Evening light at 
the Caravan Park. Our 
little bothy illuminated 
from the inside out. Image 
shows Donald’s green tape 
installation backlit from 
within.

Fig. 63 – Evening side 
table light at the Caravan 
Park. The centered desk 
surface was utilized more 
as work/dining table.
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CANAL FESTIVAL

Conversely, the next stop at the Canal festival in Fountain-
bridge was the stop we would dwell the least. We arrived at 
the cusp of a huge festival that we weren’t anticipating; 
it was overwhelmingly populated and very busy with the 
Publics. In this stop, the Bothy transformed into a gal-
lery for the first and only time, as James had created an 
exhibition of his own work and a peer artist from Zürich 
called Anne-Laure Franchette. We spent quite a bit of time 
here before the publics arrived in hanging that show, 
which consisted of 5’ tall photographic collage prints from 
Anne-Laure, and James’ very small sculpture interven-
tions, stapled to the ceiling like paper footballs. The middle 
of the bothy was oddly empty, and we’d set up one of the 
tables in a dining situation, as in Mortonhall. Later, this 
was very helpful, as there were unex-
pectedly hundreds of people coming 

through the Bothy to see Anne-Laure’s work on the walls, 
and maybe glancing up to see James’ paper footballs. 

Most residents couldn’t be there the morning we had sched-
uled assembly due to work and class commitments, and 
so, John, pushed by this challenge, assembled the entire 
Bothy by himself in just two hours. I was crossing the canalside festival campus repeatedly to get 

permissions, find a power source, try to run power with daisy-chained extension cords from a partially-closed nearby 
architecture firm, and witnessed this fast build; suddenly, it seemed, the Bothy was standing in the morning sun from 
its commanding position at the Quayhead and boardwalk. The days at the Quay were spent in a slow, lazy waiting, hours 
of hanging around, helping James install, John sitting cross-legged in a wooden chair on our porch and smoking in the 
sun. It started at a very slow speed. We watched the canal activity grow, up and down the canal, over the course of the 
morning. Then, quite suddenly, the public began to arrive. Like a clap of thunder, we found ourselves suddenly in a mid-
dle squall of it all, and our Bothy was literally full of public festival goers. We keep chairs free for guests, and always had 
places for folks to sit down and have tea, for anybody who wanted it. Over the course of the crowded day, the Bothy, and 
us, acted as a sort of oasis for beleaguered festival goers who needed a respite from the pace outside.  

One stand-out interaction was a repeated guest to our Bothy, an older gentleman 
who never gave us his name, but who would sit and knit and 
drink tea with us. He had a medical condition that affects 
his memory, and, through knitting, he could stay focused 
on what we were talking about in informal conversations. 
James recalls that he “thrice” came into the bothy. He had 
great humour and affected us all, including other public 
festival goers who were just coming through for a moment.

[from	page	31]

CANAL FESTIVAL

In the early morning, I felt fresh and ready to begin again. I’d called a 
black cab to our flat, which flanks the south side of Bruntsfield Links, to 
transport the accoutrement load down to the Quay, whilst John went on 
foot. This was the first morning that we were in charge of our own install, 
waiting on no-one. All six in our resident group were sloooooooooow, defi-
nitely not soaring, and those four Scots had other things to do. Only James 

was able to meet us at mid-morning to help with the install. I directed the driver down Bruntsfield 
Road towards Tollcross, taking a left at the Cameo Bar which would wind us, I thought, as close as 
we could get to where the flatpack stood near the Quay-head itself. It turns out that Lochrin Street 
dead-ends short of the Quay, and so I unloaded the gear, stacking it off to the side, and sent the 
cab on its way. After arranging gear and bags aside foot traffic, I began to lug everything from that 
curb, bit by bit, in a sloooowwww trudge. It was burdensome and I began to cry at one point. It 
seemed John’s help would never come. 

Once I reached the flatpack, without suggesting I 
should’ve used a different route that he knew would’ve 
gotten the cab closer, John smiled and came along to dou-
ble the speed of retrieving the hand-carried gear. After 
three trips, we had everything in one staging area by the 
flatpack, and the sun was starting to come out. The Quay 
was mostly deserted but kind of buzzing, like Covent Gar-
den at 6am with only the streetcleaners and veg suppliers 
about, getting ready for the bustle of the day. Strings of 

festival bunting flags hung stretched across the empty boardwalks, the only harbin-
ger of things to come.

We spent 30 minutes walking around the entire Quay and assessing it from all angles 
and approaches to see where would be the best position, given the sunlight, dis-
tance to canal, and obvious footpaths. We decided to place the bothy just at the 

confluence of the Southside 
boardwalk and initial bridge go-
ing over the canal (Fig 66), still 
in sight of the festive events 
to take place on the Quay-
head, one of which, we knew, 
would be a canalboat race. As 
we wrapped up this location 
scouting, about a dozen food 
tents were popping up on the 
Northside boardwalk, past our 
bridge, and extending down the 
canalside until out of sight.

Lochrin Basin in Fountainbridge
Edinburgh Quay | Union Canal 

24-28 June
Days 18-22

Fig. 68 – Evening light at 
the Caravan Park. Our little 
bothy illuminated from the 
inside out.

Fig. 66 – Evening light at 
the Caravan Park. Our little 
bothy illuminated from the 
inside out.

Fig. 64, 65 – Evening light 
at the Caravan Park. Our 
little bothy illuminated from 
the inside out.

Fig. 67 – Evening light at 
the Caravan Park. Our little 
bothy illuminated from the 
inside out.
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The pace of the Quay was constant and relentless, with 
hundreds of people moving through and around our space; 
it felt at times like we were a kiosk at a tradeshow. We were 
caught up in the spectacle of the Canalfest, rife with canal 
raft races, balloon animal hats, and bunting strung in 
football field lengths as far as the eye could see. This Satur-
day was a very long public day, and starkly contrasted our 
much more quiet and private time just prior at Mortonhall 
Caravan Park. 

Sunday, following festival day, we had scheduled outside 
artist Rachel Disbury, our peer from ECA, to give an artist’s 
talk about walking a great distance in the countryside of 
Aberdeenshire, where she then resided, to find a “good cof-

fee”. Her talk also demonstrated var-
ious maps, both real and imagined, of 
her journeys in pursuit of this desire, 

and was attended 
by walk-through 
canal goers as 
well as other peer artists. 

Our final breakdown as the weekend 
drew to a close felt like a slow fade-
out to the event, like an inordinate-
ly long fade-to-black at the end of a 
heart-wrenching film. We had already 
gone back to our workaday lives by the 
time we finally moved and re-stacked 
it in the sculpture cubbies, awaiting 
its next and final move, over a month 
later, to permanent stasis as an artist’s 
studio for Donald’s mother-in-law 
down by the Borders.

Once we’d chosen our spot and began to get floor pieces in place, I left 
John alone with the build to meet with Pat, my host contact at the Ca-
nal, to get her okay on our choice and ask about power. Walking around 
down by the Quay-head buildings and trying a few locked doors, I found a 
Canal Festival office open and bustling with chatter, coffee, and volun-
teers. Finding Pat, she confirmed our chosen location and suggested we 
try the close-by architecture firm as a power source. We had two 50’ ex-
tension cords, and so could daisy chain power from up to 100’ away. She 
sent a festival technician with me to suss this out. Together, he and I ap-
proached the architecture firm, which was mostly locked down so we just 
kept trying doors, until we eventually found a random employee who could 
point us in the right direction. With broad smiles and some charm, we did 
get approval to run power out of their employee breakroom because it had 
the closest working outlet to their back door, which was the closest door 
to where the bothy stood.

By the time I came back to our site two hours later very pleased with my-
self on this achievement, John had the bothy up entirely. He’d done this 
all himself, by rote. Through muscle memory, habit, and some jerry-rig in-

genuity, he’d somehow done everything but the 
last two roof shingles. James had arrived brief-
ly while I was away to help flip the floor, and 
had gone back to ECA for class. It happened so 
quickly that its install is hardly documented. It 
was now late-morning, and James had arrived 
back, thinking to join in putting up the walls. As-
tonished, he and John sorted the last roof bits 
in a few minutes, and then, slowly and quietly, he began installing the art 
work for his exhibition, straight away. 

On our final breakdown day, we flatpacked the Bothy once again up close 
to the Fence away from walking and biking traffic desire lines. We had to 
leave it there for several days, until Ben was available with his truck to 
transport it back to the ECA sculpture yard. We each went our separate 
ways, John and I calling a cab, together, to bring us and our household 
gear back home.

Fig. 75 – James installing 
his exhibition Units - works 
from Anne-Laure Franchette 
& James Currie.

Fig. 76  – Anne-Laure 
(Zurich) created Trompe-
l’œil paintings/digital prints 
which james applied to the 
MF Bothy wall(s)

Fig. 77 – (above)  
Units opening reception 
with bothy resident 
Matthew Poland and fellow 
ECA MFA students

Fig. 69, 70 – Sunday at noon for our final day to hear 
ECA MFA graduate Rachael Disbury (pictured right) talk 
about her walking journey to find a good coffee, from 
Huntly towards Aberdeen.

(top - down) 
Fig. 71 – Afternoon 
viewpoint looking across the 
Quay towards the bothy in 
the distance

Fig. 72 – Mid-day crowds 
gathered for canal 
festivities and DIY raft 
races

Fig. 73 – thousands 
of guests witness and 
participate in the yearly 
Canal Festival

Fig. 74 – Long boat rides 
and landing demonstartions 
on Union Canal

Fig. 78 – (right)  
Final flatpacked breakdown waiting to be moved back 
into storage at the ECA scuplture yard, before its final 
permanent move to the Scottish Boarders.

Fig. 79 – (below)  
John sitting outside the bothy in the afternoon sun during 
the Canal Festival.
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[my	story	–	from	page	22]

dialogism,	one	step	ahead

This set up a rhythm for me, separate from the other res-
idents, of always looking forward to the next stop or two 
down the line whilst being in the present Bothy locality; 
they were quite situated in the moment, and not looking so 
speculatively far down the event line. Thus, whilst we were 
at the Depot, I was looking forward to where we might go 
after Number Shop. Much of my “downtime” from the Bothy 
hours was spent attending to e-mail correspondence and 
canvassing the city, much like a location scout on a film 
crew. I had some good assurances from dialogue with Pat at 
the Canal Festival, definitely locked in the Festival date of 
22 June, and so I only had to choose 

and lock down the open Fourth Stop. It seemed loose enough 
to throw out something wild. I entertained keeping us at the 
Number Shop longer until it was time to move to the Canal, 
and just skipping something in between. I’d been imagining 
setting up someplace out of the city center, to see what that 
experience might procure, but wasn’t certain of place or 
timing. I’d been in conversation with my peer, artist Rachel 

Disbury who also worked at Deveron Projects, about intersecting with perfor-
mance artist Anthony Schrag, who was walking from Aberdeenshire south down 
the British Isle and to Italy. I imagined if we could move the Bothy someplace 
outside the City, we could better intersect with him on his journey. As this idea 
began to build, I decided to locate the Bothy in the countryside near horse pas-
tures and a grassy ski slope called Hill End, at Mortonhall Caravan Park, publicly 
accessible by the 11 bus. Once Mortonhall was set as our fourth stop, I felt I could 

now relax into it, and see the whole 
trajectory of the MFB residency event.

[construction	of	the	public	sphere	–	from	page	32]

us residents and also the guests, as they have reported, and also to invite others to share the Bothy experience with less time 
commitment, an invitation to occupy this space, to take over or tactically subvert it, for a short time before moving on. We didn’t 
know what they were going to bring, and it wasn’t always in harmony with us, the place or the locality.  It is through these frag-
ments of contested space that our public sphere was constructed, through both consensus and dissensus. 

Our strategy of being stealthy, to not be so easily found, for people to have to take extra steps to find it and then get themselves 
there, worked to maintain a Sloterdijk-esque intimacy to our public sphere, one in which the intimate 
is taken seriously and our collective art actualises concrete forms of ‘conviviality’. (Sjoerd van Tuinen)  
We were not interested in creating a forum to encourage the most footfall possible; clearly, by moving 
our building around the city we were actively negating that notion. Instead, we were seeking a quality 
of intimate experience to our events.  

James writes: “There were events where the artists/speakers outnumbered 
the guests, and there were some pretty lonely days at the coalface while 
invigilating. But does that matter? the quality of interaction comes first 
and foremost, and to those ends, it was successful. As something which 
banded a small group together, tentatively expanded a network, linked 
[disparate] places like: Number Shop, Whitespace, Mortonhall, and the 
Canal Festival, then yes, I think it was very worthwhile. 

There was also a general ethos 
(or so it seemed to me) that if you 
wanted to be involved, you rolled 
up your sleeves and mucked it, and 
maybe that wasn’t for everyone.”

“I remember really clearly when  
Nuno Sacramento said this, because  
I made a mental note to think about once my 
hangover was gone. He said:  
‘The community know where the door is, and it’s always open.’  
I think it’s better to do your own thing– put your best foot forward, of course – but then let people come to you.  

Art has its popularisers, and I think it’s absolutely fine not to be one.  

All of the artists and informed visitors engaged with the Bothy in a positive way, as did No-Memory-Guy (thrice), 

and for me, that’s enough.”
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Our ideation for the MFB event started as part of the Embassy Annuale, which itself is a self-proclaimed ‘anti-festival festival’, 
working as a refutation of and alongside the institution of the summer Edinburgh Festival circuit. The committee-run Embassy 
Gallery’s brick-and-mortar site holds a small square footage, and so many of its member’s Annuale projects that year were 
speckled around the city; their website and print collateral formed maps for visitors to follow, much like the Edinburgh Art 
Festival. The MFB placement in the public sphere was always inside of this structure, and remained so. One or two other projects 
that were part of the Annuale that summer were also itinerant, though ours moved most frequently and engaged five distinctly 
different areas of the city. This is why the Depot in Gayfield Creative Spaces as our first stop was so important; it intersected with 
the opening weekend of the Annuale and created a constellation of our interactivity within a mile from the Embassy Gallery itself. 
This first stop, and the second at Number Shop, saw the most engagement with peer artists and Annuale goers than the rest. 

Curious people knew about our MFB event through three main dissemination points: Embassy Annuale’s own PR, the email list 
made by us residents which brought together our peers and friends- to whom I blasted out emails before each stop transition, 
and second tier involvement of guests artists and hosts telling others. All three of these relied on and were linked to our live 
website for information (https://moveablefeastbothy.wordpress.com), and most essentially, our Bothy Tracker. Accessible from 
any mobile device, the Bothy Tracker shows the GPS movement of the Bothy as it traverses the City, so at any time a curious vis-

itor would be able to find us (Fig. 80). Constructed with Google My Maps, the Bothy Tracker not only signals an updated map to its 
current location and host site but also provides directions from the City Centre, and lists information about past spaces, events, 
and locations. Because we were itinerant, nomadic and unplanned, it was difficult for any PR generated before the event to list 
any of our locations; we had to have a special entry on the pre-printed Embassy Annuale map to explain this situation, and that 
folks should Stay Tuned! This could have piqued people’s curiosity or perhaps just turned them away because it required too much 
constant attention for those needing instant gratification, though it didn’t matter to us, regardless. We were happy to be found, 
or not found.    

Our event path ended as part of the Canal Festival, a public sphere of its own that encompasses thousands of people. This small local festival is dwarfed 
by the other international festivals happening in Edinburgh at the same time, and so we were entirely unaware of the amount and kind of traffic we would 
have. The different kind of attention paid by a superpublic, wandering through, almost aimlessly, and looking for entertainment was something we hadn’t 
expected. We thought we’d maybe have 50 people through all afternoon, and not the thousands that came. Whilst pleasant enough, and convivial hosting 
occurred, the type of interaction sparked a different result. We suddenly had to engage visitors who were not seeking us out but had come upon us, and 
marveled as much at the Bothy itself as the art inside. We had several offers to buy it, or commissions for us to re-build one according to specs. This type 
of construction of the public sphere at the Quay was fragmented from the start, and made room for much dissensus. Differences of opinion were abundant, 

especially as the art-goers coming in were of varying educations, social 
classes, and habitus, and whose worldviews varied wildly from us residents. 
Active conversation amongst strangers was the name of the game  
at this stop.

If we consider the public sphere as ‘fragmented, consisting of a number  
of spaces and/or formations that sometimes connect, sometimes close off, 
and that are in conflictual and contradictory relations to each other,’ as de-
veloped by Mel Jordan, Simon Shiekh, Chantal Mouffe and others, then our 
MFB project affected this across the situations or set of conditions in time 
and place of the 17-day event.

Fig. 80 – (screen shot)

Bothy Tracker on Google 
- My Maps. GPS  tags 
and city locations allows 
dynamic information for 
each stop. This map plots 
the distance between 
locations, and provides 
directions.
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Conclusion

Stories:

BUILDING 

DWELLING IN RELATION TO PLACE

CONSTRUCTION OF PUBLIC SPHERE 

MY STORY

	 pre-production	
	 dialogism,	one	step	ahead

1) How do contemporary trans-disciplinary 
artists learn from their peers and others within 
SSAR, and share and produce knowledges 
through various intensities of experience?
2) In what ways does the disruption and shift 
of an artist’s habitus during SSAR affect the 
artist’s experience and practice?
3) How do SSARs enact a social contract of 
place-keeping and radical hospitality, and can 
that contract engender trust amongst resident 
artists, hosts and publics? 
4) In what ways do specificities of site and 
thickening of place affect imagination?

I explored these questions through stories, photos, field-
note entries, and creating an instructional manual for 
how to set up your own Moveable Feast Bothy. 
(see back of this portfolio PDF).

Through this itinerant 
residency project, I’ve 

aimed to investigate 
several aspects of my 

research questions:

In the telling of these stories, they begin to perform the 
analysis of the research conducted, and taken together 
with the photos, fieldnotes and codified manual, some of 
my research questions will be answered.
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What was answered?

The Moveable Feast Bothy project has helped to answer 
the question of 1) How do contemporary trans-disci-
plinary artists learn from their peers and others within 
SSAR, and share and produce knowledges through 
various intensities of experience? By tracking the inti-
mate sharing of embodied knowledge, for example, how 
James slowed down to show John in a hands-on way, 
how to make the repeated perfect cuts necessary for 
building the bothy. Likewise, then, how John did the same 
in showing Matthew how to use the drill. This project also 
showed me that trust is required for this kind of knowl-
edge sharing to occur. The group think involved in the 
brainstorming sessions showed how peer-led structures 
can form organically, and without one needing to lead 
or dictate. Even though, and also because, we each held 
a different idea of what the bothy would look like in 
our heads, the actual built structure came together as a 
confluence of our collective thought, intentions, abilities, 
and histories. Pragmatic decisions were made collective-
ly and individually, and the issues which arose to require 
them were sometimes anticipated (we will need a pad-
lock on the door when we get to Number Shop in a few 
days) and sometimes unexpected (we need shims right 
now because the sidewalk is not level). In these instances, 
each individual acted to make pragmatic decisions at 
the times when they were called to and were able to do 
so. When one could not, then another one stepped up 
and did it according to their best judgement.  

The embodied knowledge of the beginning design and build, sometimes 
spoken and sometimes not, came together to make the bothy. The bothy 
structure was, in fact ,alien to each of us, since it didn’t match what we had 
imagined in our heads. It took time, and the bodily repetition of assembling 
it and disassembling it over and over, for us to come to know it well and un-
derstand how it worked. By the time we reached the last stop, at Edinburgh 
Quay, John could put it up mostly by himself in two hours, he had acquired 
a rote knowledge of it. Only after the whole residency event is over could 
we arrive at a codified knowledge of this, one that is explicit, collective and 
conscious, resulting in the Instruction Manual portion of this portfolio PDF, that 
can be used by anyone to construct a Moveable Feast Bothy of their own 
and can be passed along as an open source tool for dissemination.

The MFBothy event also helps answer the question How do SSARs enact a 
social contract of place-keeping and radical hospitality, and can that con-
tract engender trust amongst resident artists, hosts and publics? The social 
contracts between us residents were clear and precise, with the exception 
of some residents, John and James particularly, needing to step in further 
than they had first agreed upon due to one of the other residents having to 
drop away from the project until the Number Shop stop for personal reasons. 
These things were negotiated in goodwill and good faith as they arose. A 
sense of being “all in it together”, or an immense DIT contract that we were 
all equally aware of, was the keystone to engendering trust amongst us. 
This extended to the places where we squatted or occupied, as our clear 
intention and agreement with them, sealed with a handshake, allowed them 
to trust us to keep their place well. The exception to this was in Mortonhall, 
where the local host did not have prior knowledge to our bothy assembly in 
spot 326, but our good intentions and polite demeanour coupled with their 
own curiosity allowed for them to bend the rules and, in the end, trust us to 
make place in such a way that would honour it, its history, and our surround-
ing neighbours.
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What wasn’t answered?

Since our movement within the Bothy, as well as its movement from place to 
place, was often rapid, we did not have much time for simply hanging out 
or slow moments in which to let our imaginations go. This project did not help 
very much to answer the question: 4) In what ways do specificities of site and 
thickening of place affect imagination? In terms of working in the space for 
each our own practice, the two exceptions would be John’s alone time over-
night in the bothy once we were assembled at Mortonhall, and Donald’s in-
stallation, or intervention to the bothy itself, in the same location. Here, alone 
with the bothy and surrounded by the neighbours whom he’d now met, John 
experimented with creating graphics and projecting them on various parts 
of the outside of the bothy, to be viewed by the neighbors at will. This was 
an unplanned imaginative experiment and was very much in response to the 
site itself. Donald’s installation there was planned, but it was undecided what 
he would do, exactly. He came with materials and a vague idea and let his 
body and sensory relationship to the Bothy and its site dictate what would 
happen. By taking the triangle sections off, he created an ethereal moving 
feeling to an otherwise solid structure. The other moments of imagination 
being sparked by site, if there were some, were not evident to view. I would 
note there were quick responses to the situation at hand during each build 
that were sometimes answered imaginatively, such as when John concocted 
the hole and flap in the back wall of the shanty from which to run a power 
cord. This perhaps a different kind of imagination response to site, manifest-
ing by a making do, than one which occurs in one’s art practice, manifesting 
by a leading out.

It was also difficult to ascertain an answer to this question: 2) In what ways 
does the disruption and shift of an artist’s habitus during SSAR affect the 
artist’s experience and practice? This difficulty is due to our habitus being 
completely disrupted at all times during this project. There was no shift into 
another collective place for habitus to take hold or be determined. Perhaps 
this began to happen as we came to know the place inside the Bothy itself, 

which was a fairly constant trajectory over time, but 
establishing any kind of position from which to then settle 
a disposition was futile. By the time we’d hit Mortonhall, 
our 4th stop, we were finally coming to some ‘sense of 
the place’, meaning the bothy itself. This is suggested 
by Matthew’s comment “This is the kind of place one 
‘finds’ oneself.”, as well as other events and moments that 
began to happen there, i.e., each of us tacitly taking our 
shoes off to enter, coat and kitchen towel hooks on the 
wall, ‘bedding in’ for movies, etc.        

What Questions do you still have going forward? 

The Moveable Feast Bothy project has raised questions 
for me, such as What are the traces and patterns of this 
project, full of such itinerancy and mobility, now that it 
has been over for five years? How does that compare 
to the traces and patterns that endure from other tem-
porary SSARS, such as 10XArtRes, as well as others 
that exist around the world? What effect did the forced 
movement of the bothy itself have to subvert or turn up-
side down the traditional notion of the fixed bothy, sited 
in place, a destination location for many a contemporary 
traveller? For how long should  this project, on repeating 
it again, settle itself in place for longer, such that artists 
can begin to establish a habitus within it?



40ARCHIVE

IMAGE ARCHIVE 

ECA: Sculpture Yard
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The Depot: Gayfield Square
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The Number Shop
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Mortonhall Caravan Park 
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Canal Festival, Fountainbridge
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Bowden Bothy
The Borders: A Permanent Home
28 July (and beyond)
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Canalside, Fountainbridge Quay, 25-28 June [>]

Bowden Estate, Scottish Borders, 28 July
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Project Name: 
Moveable Feast Bothy: An Itinerant 
Artists’ (Built) Residency Project

Moveable Feast Bothy – a modular structure built to 
move – can host several events and be sited in various 
locations, and can be tracked using the Bothy Tracker. 

Through this project, we are co-opting the improvisa-
tional camaraderie and conversational tactics of what 
occurs “down the pub” which remain in constant flux, 
and are the incubators of networking, assemblage, and 
resistance. The moving-through-ness of the structure’s 
transportability challenges and investigates ways in 
which knowledge is exchanged in an era of social accel-
eration: often through a temporary settlement within a 
like-minded community, both scalable and embedded at 
the same time.

Instructions



48INSTRUCTIONS MANUAL
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Fig. 4

Fig. 3

Fig. 1

Fig. 2

1) Build one 4’x4’ floor section, with inte-
rior struts as per this model 
(fig. 1). Begin with the 4’x4’ framing, 
using four 2”x4”s, cut to fit an exact outer 
edge of 4’x4’. Interior struts begin with 
attaching the bisecting cross (a), and then 
two adjacent supporting struts (b). All 
joints connect by 2-1/2” screws drilling 
from the exterior in.
2) Repeat 5 times, resulting in six identi-
cal square sections.

2) Lay the six squares in the 
arrangement shown in Fig. 2.

3) Beginning with the lower left square (c), clamp the square 
adjacent to it (d), near each corner. Measure 4 even spacings, 
about every 8”, and draw a straight line across both frame 
edges (e) at each point with a ruler. These do not have to be 
perfectly spaced. The line now acts as registration, and will be 
a visual Instructionsindicator where the bolt holes are.

4) While the clamps are still in place, drill a hole just a hair 
wider than your chosen bolt diameter at each line, through 
both frame edges.  

5) Place 4” bolts through each hole, an example of lower left 
corner section (c) shown in Fig. 3. 
Affix the exposed thread on the exit side with 
washers and nuts to hold tightly in place.

6) Now you may remove the 
clamps. Add the next square 
to the appropriate edge, 
clamp, and repeat. Do this 
until you have built out the 
8’x12’ floor section in Fig. 2. 

7) Affix one 1/2” OSB 
squares to clad the top of 
each 4’x4’ section (Fig. 4), 
using 1” screws from the top 
down roughly 8” apart, en-
suring hitting the wood fram-
ing below. Arrow indicates 
screw direction. This results in 
the first layer of floor (fig. 5).

Step One:  
Floor Section
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Fig. 5 Fig. 7 Fig. 8

Fig. 9
Fig. 6

8) Be certain all individual  
4’x4’ OSB first layer sections 
are affixed squarely and 
securely, as shown in Fig. 5.

9) Affix three 4’x8’ sheets of 
OSB on top of the first floor 
layer, as indicated in Fig. 6 
and Fig. 7, using 1” screws 
from the top down roughly 
8-12” apart. Arrow indicates 
screw direction. 
 

This results in the Second 
Layer of Floor (fig. 7).

The arrangement of the sec-
ond floor layer OSB sheets 
is important for the Bothy 
breakdown. You will break 
the floor down according to 
these three 4’x8’ sheets (Fig  
8). The bolts to be removed 
at breakdown, and inserted 
again to re-build, are indi-
cated in Fig. 9.
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Fig. 11

Fig. 10

Fig. 12

Fig. 14

Fig. 13

Step 2:  
Wall section

1) Build one 4’x8’ wall section framing (fig. 10), 
using four 2”x3”s (a), cut to fit an exact outer edge 
of 4’x8’ in length.

All joints connect by 2” screws drilling from the 
exterior in.

2) Repeat 5 times, resulting in six identical 4’x8’ 
frame sections.

3) Clad each section with one 4’x8’ OSB sheet  
(fig, 11), off-setting the perfect square alignment 
by a 1/2” shift to the left, along the 8’ side. 
This is indicated in figs. 12, 13, 14. 

This off-set creates a “lip” or over hang (fig 12 & 
14), which is crucially active during install to “lock” 
the wall sections together.
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Fig. 16

Fig. 18

Fig. 19

Fig. 20Fig. 17

Fig. 15

Step 3: Window Wall section

4) Lay the section clad-
ding side down, with the lip 
overhang on the right side. 
Lay your windows down in 
place, ensuring a 2”x3” gap 
between them (fig. 16).

5) Build the “H” window 
support interior frame from 
2”x3” pieces according to 
fig. 17.

6) Assemble the floating H 
frame and windows in place 
to create snug placement (fig. 
18). Whilst securely holding 
the H frame in place, remove 
windows. Draw a cut-line 
around the inside of the H 
frome, and remove.

7) Use a hand-held 6” cir-
cular saw to cut the window 
squares out of the OSB (fig. 
19). Retain the squares for 
later use in privacy window 
clads.
 

8) Re-assemble the windows 
and H frame in place, now 
with holes in the OSB at win-
dow areas.
Affix the H frame in place 
using 2” screws (fig. 20).

9) Remove windows for 
transporting, later re-insert 
and affix once bothy is fully 
installed on location.



52INSTRUCTIONS MANUAL

4’

8’

a

b
b

c

Fig. 21 Fig. 23a
Interior view

Fig. 23b
Exterior view

Fig. 24
Interior view

Fig. 25
Exterior view

Fig. 22

1) Build one 4’x8’ wall section framing (fig. 21), 
using four 2”x3”s (a), cut to fit an exact outer 
edge of 4’x8’. All joints connect by 2” screws 
drilling from the exterior in.

2) Assemble the interior framing using 2”x3” 
lengths as shown in Fig. 22. Adjust the width of 
the side panels (a) and the height of the door 
frieze (b) for the size of your door.
Your door should be able to clear the sash 
when closed. Affix framing with 2” screws.

3) Once framing is securely affixed,
clad the freize and sides with OSB panel as 
shown in Fig. 23 & 24.
Ensure the panels as square to the frame are 
off-setting the perfect square alignment by a 
1/2” shift to the left, along the 8’ side. 
This is indicated in figs. 12, 13, 14. 

This off-set creates a “lip” or over hang (fig 12 
& 14), which is crucially active during install to 
“lock” the wall sections together.

5) Affix door in place with hinges and clasp 
(figs. 24 & 25). Open and close to test place-
ment, adjust as necessary.

6) Remove the door and re-affix 
after full bothy assembly on location.

Step 4: Door Wall section
variable size door, must be smaller than 
7.5’h x 3.5’w

Procure a door first; you will then build the 
wall to fit the door.
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Step 5: Perspex, Rafter and Triangle 

Rafters

1) Arrange seven 2”x3” piec-
es, 10’ in length.

2) On each one, measure 
and cut the angled notch as 
indicated in fig. 28 on one 
end, and then, on the flipside 
opposite end, angled notch 
as indicated in fig. 29.
These angles reflect the pitch 
of the roof.

3) Lay three down, and con-
figure 2”x3” cross supports 
as indicated in Fig. 30.

4) Affix the configuration with 
2” screws. Repeat for the 
second rafter set.

Perspex Eves

1) Build two 30”x6’ wall section frames, using six 2”x3”s, As 
indicated in fig. 26. All joints connect by 2” screws drilling 
from the exterior in.

2) Clad frames with 30”x6’ perspex or other translucent 
weatherproof, i.e. plexiglas (fig. 27). 

Triangles

1) Out of two 4’x8’ OSB 
sheets; cut two triangle 
shaped clad sections as indi-
cated in Fig. 31.

Fig. 26

Fig. 30Fig. 28

Fig. 29

Fig. 27 Fig. 31
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Panel 1 Panel 2

Panel 3 Panel 4 Panel 5

Fig. 34 Fig. 35Fig. 37

Fig. 32 Fig. 33

Fig. 36 Fig. 38 Fig. 39

Step 6: Floor and Wall Installation

1) You will first assemble and attach 
the front window wall section and 
long wall section corner to the floor 
(Fig. 33). Begin by orienting 8’x12’ 
floor as shown in Fig. 32.  Once first 
wall section is aligned (Fig. 32), 
then affix in place, roughly every 8” 
with 3” screws as shown in Fig. 34, 
screwing down through the frame 
into the floor.  

2) Align the front window wall as 
shown in Fig. 33. Ensure the flush 
edge of the long wall is fitted into 
the overlap of the window wall 
section as shown in Fig. 35. You will 
do this for all corner fittings.

3) Affix window wall section at 
three edges, first screwing down 
into the floor as in Step 1above (a), 
then screwing along the height edge 
frame into the adjacent (b), and 
lastly, affixing the overlap or “lip” 
to the fitted flush edge (c).

4)  Add Panel 3: second parallel 
long wall section accordingly (fig. 
36). Ensure the overlap is fitted as 
shown in Fig. 37. 
*You will do this for all parallel 
fittings.

5) Add Panel 4: second window wall 
section (parallel fitting) accordingly 
(fig. 38). 

6) Add Panel 5: short wall section 
(corner fitting) according to Step 2 
and 3 above (fig. 39).
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Panel 6

Panel 7 Panel 8

Panel 9 Panel 10

Fig. 40 Fig. 41 Fig. 42

Fig. 43 Fig. 44

7) Add Panel 6: short wall section (parallel fitting) accordingly 
(fig. 40). 

8) Add Panel 7: long wall section (corner fitting) according to 
Step 2 and 3 above (fig. 41).

9) Add Panel 8: third window wall section (parallel fitting) 
accordingly (fig. 42).  

10) Add Panel 9: long wall section (parallel fitting) according-
ly (fig. 43).

11) Add last panel, Panel 10: the door section (corner fitting) 
according to Step 2 and 3 above (fig. 44). Note: You will 
affix both height edges., as the last panel locks the wall/floor 
installation in place.
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Fig. 45 Fig. 46

Fig. 48 Fig. 49

Fig. 47

Fig. 50

Step 7: Perspex, Rafter and Roof Installation 1) Affix the first Perspex panel as shown in Fig. 45. 
Repeat the second panel as shown in FIg. 46.

2) Bolt the vetrical seam of the two panels together, as 
shown in Fig. 47.

3) Attach the first section of rafters, as shown in Fig 48. 
Repeat with the second section of rafters and center 
beam, as shown in Fig. 49.

4) Fig. 50 shows a close up of the rafter situated so that 
its top notches rest on the perspex panels in situ.
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Fig. 51 Fig. 52

Fig. 53 Fig. 54 Fig. 55

7) Fig. 51 and 52 show the top and 
bottom orientation of the rafters’ 
notches locking into the top wall 
sections on low end; and Perspex 
panels on the high end. This creates 
the clear story.

8) Attach the 4’ x 6” roof sections, 
beginning with the bottom, as shown 
in Fig. 53, and then allow the middle 
row to overlap the bottom section 
by several inches (Fig. 54). This will 
allow for rain run-off.

9) Attach the top row sections last, 
also overlapping the middle row to 
create a shingle effect (Fig. 55).
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Fig. 56 Fig. 57

10) Lastly, attach the front triangle 
section (Fig. 56), and back triangle 
section (Fig. 57).
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Fig. 60

Fig. 58 Fig. 59

Step 8: Door, Window and Porch Installation

10) Affix the door as shown in Fig. 
58, by two hinges of your choice on 
the right (a), and a latch on the left 
(b).

11) Insert the windows into place, 
using small rubber stoppers to hold 
them securely (c), as shown in Fig. 
59.

12) Position porch. Affix securely, 
flush up to the 4” floor frame using 
angle brackets (d,) as shown in Fig. 
60.
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Fig. 61 Fig. 62 Fig. 63

Fig. 64 Fig. 65 Fig. 66

Step 9: Full Bothy Built, various angles and transparency views
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Fig. 67 Fig. 68 Fig. 69

Fig. 70 Fig. 71 Fig. 72

Step 10: Modular Interior Parts (optional)

Table(s), Chairs (2x), and Projection Screen
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Fig. 73

Fig. 74 a

Fig. 74 b

Fig. 75 a

Fig. 75 b

AC/DC Power Hole and Flap
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Fig. 76 Fig. 77 Fig. 78

Fig. 79 Fig. 80

Privacy and Security Window Clads

13) Rendering depicts the bothy with 
its square holes removed to provide 
the necessary cut outs for window 
installation. (Fig. 76)

14) Each removed square was saved 
to place back into its cut out after 
windows were installed. Secondary 
secuity straps could be screwed 
vertically onto OSB surface to secure 
bothy when it was out on the street. 
(Fig. 77-80)

15) Overall, the saved scraps and 
window coverings were not initally 
considered prior to the bothy’s first 
stop at The Number Shop on Pleas-
ance Street. The added security 
was determined a priorit health 
and safety measure. The method 
would secure the bothy at each stop 
placed in the public sphere.
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