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Abstract

This thesis comprises of two components; a demonstration of the creative practice(s) as research (praxis) and 

a written commentary (exegesis) articulating the theoretical context and methodological approach, documenting 

the praxis, reflecting on undertaking practice research, and a personal exploration of what it means ‘to do’ 

architecture.

The imperatives prompting this research emerged from my professional ‘roles’ – as an architect and a lecturer 

– and more personal motives and interests. Initially I resisted defining ‘The Research Question’ as solutionism, 

yet this enquiry can be traced through an (often fraught) relationship between two questions which came to 

frame and reframe it:

Can the tactics of spatial activism and appropriation inform a more inclusive 

and temporal understanding of design places to expand the field of 

architectural practice?

How, and to what extent, can young people have agency in, and over, the[ir] 

built environment?

Question one presupposes a (partial) answer to question two, while question two (partially) undermines 

question one’s assumptions. 

The contribution to knowledge and practice made in this thesis is through reconceptualising the imperative, from 

looking outwards to an ‘Expanded Field’, upstream and downstream of current architectural practice [although 

this is still a valid pursuit], and from architecture as building-object (a noun), to looking inwards to redefine 

architecture as processual (a verb); an aesthetic experience; ‘activating’ and ‘decentring’ through immersion; 

and a practice articulating values, empowering others through ‘relational ethics’.

An architectural aesthetic experience arises precisely from code-switching between the representational and 

experiential: to be(come) architecture requires both exemplifying function and expressing metaphor. Critically 

this code-switching includes ‘scaling’, both in “the dance” of becoming manifest, the trajectories and agency of 
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the artefact described by Albena Yaneva (2009), and in the “latently anthropomorphic” interiority Michael Fried 

(1967) attributed to minimalist art.

Defining architecture as an aesthetic experience I conclude leads to recognising it as a media – a ‘cool’ media 

in Marshall McLuhan’s terms (1964) – which activates the user. This then acknowledges the importance of 

‘audiencing’ to the architectural experience, countering the modernist myth of the architect as a lone genius. 

The architectural profession, and academe, must recognise value in other forms of knowledge and 

representation. Architecture must regain its moral purpose and academia must grow beyond instrumental 

procedural/ categorical ethics. Both must understand their position(s), through relational ethics, to facilitate an 

emancipatory ‘levelling up’ in the production of space.

Abstract
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Glossary
Cultural Olympiad A programme of cultural events during the Olympic Games.

Henri Lefebvre (1901 - 1991) conceives space - how it comes into being, how it 

is understood and how it is used - as being socially produced. That is, it results 

from the conceptions, interactions and actions of different actors. He uses the 

philosophical understanding of the terms ‘abstract’ and ‘concrete’ to refer to the 

idea/ concept/ type and the physical/ specific/ manifest respectively. Abstract 

space is therefore the ‘intermediate order’ Representations of Space which are 

the purview of the professional/ the result of modernity.  

A series of anti-government protests and demonstrations across many of the 

Islamic Countries between 2010 and 2012. The name is thought to be an 

allusion to the Prague Spring (1968) and drew comparisons with the revolutions 

of 1989 in Eastern Bloc and Soviet countries. 

Trans. ‘useful art’, suggesting art as a tool or device to imagine, create and 

implement tactics enacting changes in society. Arte Útil was formulated by Tania 

Bruguera and curators at the Queens Museum, New York, Van Abbemuseum, 

Eindhoven and Grizedale Arts, Coniston.

See: https://www.arte-util.org 

Verb form of the noun ‘audience’, meaning to witness, experience or participate 

usually in relation to a cultural event or artwork. To audience implies the active 

participation (to some degree) of the viewer in interpreting or ‘completing’ the 

event or artwork.  

The UK’s largest independent contemporary gallery. It opened in 2002 in a 

converted Victorian warehouse.

Cartesian refers to the rationalist philosopher Rene Descartes (1596 - 1650). 

The Cartesian grid is named after Descartes and is a grid in which all of the units 

are square (i.e. x = y). Metaphorically this implies it is infinitely repeatable and 

without hierarchy. 

Jürgen Habermas’ (b. 1929) theory that moral and political reasoning is inherent 

in acts of communication. Communication allows implicit ‘know how’ to be 

articulated as explicit ‘know that’.

Arab Spring (The)

Arte Útil

Audiencing

Biscuit Factory (The)

Abstract space

Cartesian
Cartesian grid

Communicative rationality



Intentionally an oxymoron, Lefebvre juxtaposes the philosophical terms 

‘abstract’ and ‘concrete’ to describe the condition of the modern city resulting 

from economic logic and the ‘intermediate level’ abstract practices of 

professionalization and industrialisation, rather than human needs. This is the 

spatial manifestation of Habermas’ system.  

‘Contested’ is used throughout the exegesis as a synonym for diological.

A purpose-built facility providing classes in dance and fitness, a regular 

programme of performances and commissioning original work.

trans. to drift. A play-form of psychogeography practiced during the artistic period 

of the Situationist International.

A Dutch Art movement (1917 - 31), also known as Neoplasticism. It was 

characterised by abstract, rectilinear, visual compositions and limited colour 

palette.

Refers to student projects which are designed and built by the students 

themselves. (Disambiguation (UK) - Design and Build is a procurement route in 

which the Contractor is appointed responsible for the design work as well as the 

construction of a building). 

A technique of appropriating or repurposing existing artistic and commercial 

media for propaganda. This influenced the punk aesthetic of Malcolm McLaren 

(1946 - 2010) and Jamie Reid (b. 1947) and the Adbusters Media Foundation 

(founded 1989).

Mikhail Bakhtin (1895 - 1975) proposes all language is relational: each word or 

utterance relates to its meaning historically and anticipates how it will be used in 

the future. A dialogic process allows for multiple meanings to coexist without the 

need for synthesis. A dialogical process is more consensual than competitive.

Edward Soja (1940 - 2015) describes everyday spaces and lived experiences 

as dominated spaces. That is people have little agency to shape their physical 

environment, or (after Lefebvre) the built environment is experienced ‘passively’. 

In de Certeau’s observation of Manhattan, we are (nearly) all walkers, 

wandersmänner, making use of spaces but unable to ‘see’ the texturology 

because we are part of it.

Glossary

xxiv

Concrete abstraction

Contested

Dance City

Dérive

De Stijl

Design-build

Détournement

Dialogic process

Dominated spaces



A hidden message or feature in a video game, movie or other electronic media 

discovered by users.

Indigenous peoples trained in cartographic skills.

Originally describing a commentary interpreting a religious text, the 

contemporary use of the word ‘exegesis’ to describe the written component 

of a practice research degree began in and is widely used across Australia. 

It is used here throughout to describe the written component of this PhD. 

Northumbria University’s Submitting for Examination: Guidance for Research 

Degree Students and Supervisors (Feb 2018) states “the submission is a written 

document called a thesis; but sometimes the submission comprises both a thesis 

and an exhibition of the student’s work (e.g. in Visual Arts)” and refers to “the 

creative practice… used as an instrument of inquiry and reflection” implying the 

creative practice is subsidiary to the text. As I have argued practice should be 

seen as paradigmatically rather than methodologically a form of research (see 

pages 2-3 & 150, and chapters 2.1 and 3.2), I propose the written exegesis and 

the practice together comprise ‘The Thesis’.   

A global environmental protest movement (started in the UK in 2018) using non-

violent civil disobedience and mass arrests.

Materials produced (by the participants) as a result of an intervention, direction 

or request (by the researcher) and not arising in the normal course of their 

activities. 

Originally referred to a newspaper supplement with gossip columns, literature, 

arts and fashion. In the UK it refers to an instalment in a serialised story. In 

contemporary French, it refers to a Soap Opera.

trans. a stroller. The Flâneur is a 19th century literary figure, archetypally 

representative of the disconnection between labour (use-value) and exchange-

value. Modernity allows the Flâneur to be an observer and recorder of the 

Modern City.

a process of global integration. The International Monetary Fund identifies 

four aspects of Globalisation: trade and transactions; capital and investment; 

migration and movement and people; and the dissemination of knowledge.
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Easter Eggs

Ethnocartographers

Exegesis

Extinction Rebellion

Extrinsic data

Feuilleton

Flâneur

Globalisation



Glossary

xxvi

arts organisation based in Shieldfield, Newcastle committed to social activism, 

contemporary arts and theological reflection. It opened in 2010 in a refurbished 

Methodist Church as collaboration between the Biscuit Factory and the 

Newcastle upon Tyne Central and East Methodist Circuit. In 2019 it relaunched 

as Shieldfield Art Works.

design strategies and methods intended to restrict behaviours in public spaces. 

Examples include anti-skate studs, anti-rough-sleeping ‘spikes’ and handrails 

on horizontal surfaces; the Camden bench, designed to prevent skateboarding, 

lying down/ sleeping, littering and graffiti; playing high frequency (17.5 kHz) 

noise which are audible mostly only to young people (up to 18 – 25 years of 

age); sprinklers on intermittent timers, etc.

originating or occurring in a particular place.

in contrast to a dialogical process, instrumental logic is a means of pursuing a 

particular end. 

to use an idea, person, group etc. to achieve an action, e.g. skateboarders are 

used to displace drug addicts’ uses of public spaces and then to attract more 

affluent people who perceive the skateboarders as edgy street culture. 

to have a mental representation or belief directed to achieving a particular object 

or state of affairs. 

materials produced (by the participants) in the normal course of their activities. 

translates from German as a country villa, but denotes a reciprocal relationship 

between a domestic interior and its landscape.

inspired by the Nuit Blanche/ Museums at Night art festivals. The 

NewcastleGateshead Late Shows takes place annually over the Friday and 

Saturday of the 2nd or 3rd weekend of May, with venues opening in to the 

Holy Biscuit (the)

Hostile Architecture

also known as  

Shieldfield Art Works

Indigenous

Instrumental logic

Instrumentalisation

Intentionality

Intrinsic data

Landhaus

Late Shows (The)
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evenings and providing free ‘one-off’ events, activities or ‘behind the scenes’ 

tours.

Japanese vernacular houses. In the caste system, Minka were the dwellings for 

the farmers, artisans and merchants.

modernity refers to a historical period (which varies significantly depending on 

the field and frame of study!) and an ensemble of social and cultural identities 

and acceptable forms of conduct. Definitions of modernity include: a socio-

economic change from agrarianism to capitalism and market economies; 

the emergence of modern science, rationalism and technological progress; 

processes of industrialisation and urbanisation; individualism, questioning of 

traditions and increasing secularism; representative democracy and the origin 

of nation-states. Cornelius Castoriadis (1922 - 1997) proposes that different 

cultures will each manifest their own versions of modernity and therefore 

we should think in terms of ‘multiple modernities’ rather than a homogenous 

(typically Eurocentric) definition of modernity. 

nativism is a political expression of protectionism towards ‘native inhabitants’ and 

against immigrants. Ethnic nationalism emphasises a ‘people’s’ indigeneity to a 

‘homeland’.

originating in the 19th Century, neoliberalism posits a laissez-faire approach 

to economic policy. In the 20th Century it is associated with deregulation, 

privatisation and reducing government spending. From the 1970s, it is 

associated with Globalisation. 

a literal translation is found object, but is used to describe artworks made by 

repurposing or modifying ready-made objects. The significance is imbued by the 

selection rather than the manufacture of the product.

a global affiliation of protest groups (started in the US in 2010) opposed to social 

and economic inequality organised around consensual participatory democracy, 

Minka

Multiple modernities

Nativist Nationalism

Neoliberalism

Objet trouvés

Occupy Movement
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social media and staging occupations of public spaces and using tactics of non-

violent civil disobedience.

Paper architecture describes architectural design projects which were not 

intended to be built. They may, for example, be exploratory or have polemical or 

political intentions. The term is also used as a pejorative for utopian, dystopian or 

fantastical designs or projects perceived to be such. The expression is therefore 

pivotal to the debate about what is architectural production (see Richard Saxon, 

2006, and Flora Samuel, 2014 & 2018)

A company that exercises some of the functions of a state.

The terms Parkour and Freerunning derive from the same physical training 

practice, la méthode naturelle, but for some practitioners, traceurs, they 

signify different activities: Parkour is ‘usefully’ or efficiently getting from A to B 

overcoming obstacles; Freerunning is concerned less with efficiency and more 

with the ‘flow’ of the movement and self-expression. 

in architectural history, a pavilion is a subsidiary building, separate from or 

attached to the main building, and often used for a  leisure function or as an 

object of pleasure in its own right (such as a folly). In this exegesis, pavilion 

has the specific meaning of a structure designed to be temporary and the 

architecture is the content. Berman & Burnham describe the pavilion as 

“inhabited sculpture” (2016: pp. 126-7)  

A form of theatrical performance using mobile magic lanterns to back-project 

gothic and fantastical images onto screens or smoke. In common usage, 

phantasmagoria describes a succession or combination of bizarre or imaginary 

images.  

Platonic refers to the philosopher Plato (428/427 or 424/423 – 348/347 BC).  

are abstract, that is, it is the idea of or the type of an object, in contradistinction 

to a concrete object which has a physical referent or material presence.  

Paper Architecture

Parastatal

Parkour

Pavilion

Phantasmagoria

Platonic

Platonic objects
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Representing multiple ‘voices’ or perspectives.

Post structuralism is either a continuation or a rejection of structuralism. 

Structuralists propose there is an underlying order or system to human culture. 

In linguistics this could be a co-dependency and an implied hierarchy between a 

pair of words, such as male-female. In Lacan’s psychoanalytic theory, the ‘real’ 

and the ‘imaginary’ are related by the ‘symbolic’. 

Pseudo-public spaces appear to be public spaces and are open to the public 

(at the landowner’s discretion), but are owned by corporations and not subject 

to ordinary local authority by-laws. Uses of pseudo-public spaces are subject to 

the landowner’s rules of ‘acceptable conduct’ and these are privately policed, 

by security and surveillance. This has become increasingly contentious as 

areas of formerly public space have been (effectively) privatised by Local 

Authorities unable to maintain them or as part of the regeneration of an area. 

Prominent examples include the areas around the London City Hall (owned by 

the sovereign wealth fund of Kuwait) and Kings Cross Estate redevelopment in 

London (the 67 acre site has been given a new postcode: N1C), and Liverpool 

ONE (a 42 acre retail development removing public rights of way).

the term was coined by Ivan Chtechglov, initially in the Lettrist International 

journal Potlatch, and was subsequently adopted by the Situationist International 

(SI) to describe the ambiences of urban spaces and their effects on your 

emotions. The early SI attempted to map these (see footnote on page 86) in the 

manner of the Flâneur using the technique they called the Dérive. Contemporary 

psychogeography draws on durational and performance art or in literary 

precedents linking local history and personal experience.  

Lefebvre conceives space - how it comes into being, how it is understood 

and how it is used - as being socially produced. In his ‘triad’ of terms, 

Representational Space (or Space as Representation) is the ‘near order’ lived 

experiences or uses of space.  

Post-Structuralist 

discourse

Plurivocality

Pseudo-public space

Psychogrography

Representiational space
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Julia Heslop (2017) proposes the term ‘constructed scarcity’, instead of 

‘austerity’, so that it can be considered across geographical and temporal 

distances rather than related to specific circumstances or particular policies. 

Constructed scarcity is political and economic position which, in parallel with 

neoliberal economics, seeks to reduce government taxation and spending. ‘Self-

help’, ‘volunteerism’ and the ‘third sector’ (charities) are supposed to provide the 

services which the government and consequently local authorities are no longer 

providing. This creates a narrative of victim-blaming, where those who are most 

reliant on state aid are perceived individually as having failed in some way to 

help themselves.

Heslop contrasts ‘constructed scarcity’ with ‘imposed scarcity’, which is a finite 

quantity of a given resource. Jeremy Till (2012) argues ‘scarcity’ is dynamic 

and relational, so should not be conflated with ‘austerity’, which is fixed and 

ideological.

Till, J. (2012) ‘Scarcity Contra Austerity: Places: Design Observer’, Places. 

[online]. Available at: https://placesjournal.org/article/scarcity-contra-austerity/ 

(Accessed: 13 November 2019)

is a polytheistic belief system originating (and mainly still practiced in) Japan. 

It is based in the veneration of kami, supernatural entities whom inhabit or 

possess all aspects of landscape and phenomena in the natural world. Kami are 

not considered metaphysically separate from humans; unlike ‘gods’ in western 

religions - kami are not omnipotent, omniscient and immortal, but are capable of 

both benevolence and destruction, so Shinto seeks to create harmony between 

humans and kami.  

the philosopher Jean Baudrillard (1929 - 2007) proposes simulacra are (like) 

copies without an original, which then become real or hyperreal. 

Scarcity

constructed

imposed

Shinto

Simulacrum
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a group of artists, writers and poets, and political theorists which formed in 1956 

based around a surrealist re-reading of Marxism. The Situationist International 

was formed by combining existing groups including the Lettrist International 

(originally inspired by Dadaist sound poems) represented by Guy Debord, Asger 

Jorn’s International Movement for an Imaginist Bauhaus and Ralph Rumney’s 

London Psychogeographic Association (of which he was the only member). 

The artistic period lasted until 1962 and the split between the Franco-Belgium 

wing led by Guy Debord and gruppe SPUR in Germany and the ‘Nashists’ in 

Scandinavia led by Jørgen Nash, who declared themselves the 2nd Situationist 

International. The remaining (Franco-Belgium) Situationists focussed on their 

political critique and were influential in the Comité d’Occupation de la Sorbonne 

in the May 1968 events. The group officially disbanded in 1972. 

is a piece of ‘sport’ equipment comprising of a deck, usually made from 7-ply 

maple with a ‘grip tape’ top surface (like a fine sandpaper), but shorter ‘penny’ 

boards (synonymous with their original Australian manufacturer) have coloured 

plastic decks with a waffle top allowing them to be ridden barefoot. Decks vary in 

length, width and shape depending on their age and their intended use. Street-

style skateboards are 28 - 33” in length, symmetrical, with a rounded kicktail at 

each end. Longboards are over 36” in length. A pair of trucks, usually aluminium 

alloy castings in two parts comprising of a baseplate fixed to the underside of the 

deck and a hanger, held together by a kingpin. The axel runs through the hanger 

to connect the wheels which are usually made of polyurethane with integral 

bearings. 

Lefebvre conceives space - how it comes into being, how it is understood 

and how it is used - as being socially produced. In his ‘triad’ of terms, Spatial 

Practices are the ‘high level’ or ‘distant order’ actions, which de Certeau 

describes as ‘strategy’, and the physical - or concrete - environment. 

Spaciality refers to any property relating to the description or occupation of 

space. The term ‘Spatialities’ is mainly used in this exegesis to refer to how 

Situationist International

Skateboard

Spatial practices

Spatialities
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people relate to and understand space as ‘theirs’ or ‘belonging’ to others. 

repurposing older materials, such as carved stones, for new constructions. 

Spolia can be used ideologically, to display and defile the ‘spoils’ of conquered 

or vanquished foes, or to assert the connection to and renovation of an older 

society (revivalism). Spolia can also be a pragmatic re-use of building materials. 

These are not mutually exclusive. Apotropaic magic (deflecting harm or evil 

forces) are also attributed to use of spolia.

the appropriation of use-value, rather than the expropriation of property, for a 

period of time. 

the structure of something caused by the arrangement of its parts. de Certeau 

describes the texturology of Manhattan as “[a] wave of verticals”, “over Wall 

Street, [it] sinks down at Greenwich, then rises again to the crests of Midtown, 

quietly passes of Central Park and finally undulates off into the distance beyond 

Harlem.” (1984: p. 91).

trans. one who traces. Practitioners of Parkour and Freerunning.

is an annual prize (since 1984) awarded by the Tate gallery to a contemporary 

British visual artist. It is named after the English painter JMW Turner (1775 - 

1851).  

the prefix ur- means ‘primeval’ or ‘original’. In Albena Yaneva (2009) Made by the 

Office for Metropolitan Architecture: An Ethnography of Design she describes the 

unusual studio practice(s) in OMA during the period of her study (2002-4). Blue 

foam is ubiquitous. Using a hot wire cutter enables the architects to ‘sketch’ – 

volumetrically. Cutting, shaping and combing this creates ‘monster models’, “as-

yet unshaped design works that contain the germ of building-to-be” (p.56). She 

describes how other domestic materials and studio detritus – stockings, a Pepsi 

bottle – are integrated into these ‘monster models’ and inform the development 

of new construction materials or spatial relationships as the design emerges, 

Spolia

Temporal ownership

Texturology

Traceurs

Turner Prize

Ur-material
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develops and is refined. However, the blue foam remains a stand-in, occupying 

the volume of another as yet unspecified material.

the research, exploration and documentation of man-made structures.Urban Exploration
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Reflections

The practice presented in this exegesis has involved numerous and diverse people and organisations at all stages 

of conception, development, production and presentation/ dissemination. In parallel with the body of the text a 

semi-fictionalised conversation occurs on these pages throughout the manuscript  – albeit constructed entirely 

from verbatim transcripts of a number of separate conversations with friends (currently undertaking or having 

recently completed PhDs) and collaborators [who are also friends!]. It is not possible to represent the voices of all 

participants [and, furthermore, I make no claim this edited conversation represents all views, much less all forms of 

involvement and participation in the projects described]. Rather this reflects on practicing, instead of the practice(s); 

to begin addressing the situational and relational ethics outlined on page 13 of the Introduction; and on aspects of 

this work’s relationship to the activities, practices, and the identity/ies of the practitioner(s) themselves.

Dramatis Personae (in order of appearance)

AMS  Alison, the narrator, Director of Shieldfield Art Works (formerly the Holy Biscuit gallery)
SM  Sebastian, our protagonist
MJ  Mike, a doctor of ecology, associate professor, and a maker of ‘zines and board games
JS  Jon, a doctor of economic geography, researcher of digital narratives, and visualizer of data
JH  Julia, artist, researcher, and defiantly not an activist
AS  Anna, researcher, our play’s moral compass and word hoarder*
CEF  Christine, artist, and inspirational teacher 

*refer to https://www.theguardian.com/books/2015/mar/08/landmarks-review-robert-macfarlane
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Chapter 1: Introduction

i. The Research Imperative

I embarked on this PhD with a mixture of motivations:

My personal stimulus was to undertake a sustained piece/body of work which would embrace a number of 

interests [or – truthfully – obsessions] held since I was an undergraduate1. I would say I have a ‘butterfly mind’ 

– possibly a trope which led me into architecture in the first place – and perhaps as a consequence, consider I 

have underachieved academically. 

[And so, what better way to lay those ghosts to rest than to set my own syllabus?!] 

As an architect my motivation is to evaluate my chosen profession’s relevance, arguably diminished even just 

during the period of my working life, and that this work in some small way may be a contribution to its evolution 

and renaissance.

As a lecturer I was motivated to demonstrate the academic validity of design practice as a form of research 

in the Faculty of Engineering and Environment2. Being a familiar mode of academic study for architecture 

students up to Masters level, I believe practice research as a pedagogical approach and ‘specialism’ to be the 

way to enhance graduate retention. I am also interested in attracting later-career architects to reflect on and 

contextualise their practice (perhaps like RMIT’s invited PhD by Practice model developed by Professor Leon 

van Schaik, 2011, or as a taught, Professional Doctorate). 

When asked the inevitable question, “what is your PhD about?” I often joke it is about doing a PhD. In a 

personal sense, it is [a practice of praxis!]. As a practitioner-researcher, it seems self-evident design practice 

generates novel ideas (new knowledge, as opposed to novelty) and these are produced in a quite distinctive 

1 Principally, uses of narrative in design as a form of enquiry; the urban project of the first Situationist International, 
outlined in Ivan Chtechglov’s (1958) Formulary for a New Urbanism and pursued by Constant Nieuwenhuys as New 
Babylon (1957-74 during his involvement with the SI and following his split with Guy Debord); and utopian/ dystopian 
traditions in literature and film.

2 It must be acknowledged that although practice as a model of research and presentation at higher degrees is 
new to the Faculty of Engineering and Environment (this will be the first practice research PhD Thesis submitted from 
this Faculty, to be followed shortly in 2020 by Shaun Young’s interpretations of the Picturesque) masters and doctorates 
through practice research have a pedigree in art and design at Northumbria University dating back to 2000.

3



manner comparable with, but totally unlike, quantitative or qualitative research. This also is quite distinct from 

the comparative ‘framework’ approach, based in mixed methods, which I have previously co-supervised with 

Professor Bob Giddings (see de Freitas Ortale, 2017). I believe practice research should be considered a 

research paradigm and not merely as a qualitative method. As this [my ‘meta-project’] provides the context to 

this Thesis, I present a synopsis of the development of practice research in Chapter 2.1 Situating Concepts, but 

would note here the Arts and Humanities Research Council AHRC research review: practice-led research in 

art, design and architecture acknowledges, “Professionals and academics… need an approach to research that 

does not undermine their identity as practitioners” (Rust, Mottram & Till 2007: p. 48). Academic work in creative 

disciplines without relevance to practice (or, at least to an individual practitioner) becomes esoteric, perhaps 

eventually another ‘field’ entirely. It is therefore significant to me and my identity for this Thesis to be seen as 

paradigmatically practice research, rather than methodologically qualitative research. 

In the following section ii, The Research Context, I elaborate on the specific experiences and opportunities 

which have directly shaped this research, and in section iii, The Research Approach, I detail the methods 

used. I need briefly to outline both here, in order to define the research imperative(s) for this Thesis. Principally 

this work arises from the sense of confusion in the role of the Architect in the UK, brought into sharp relief 

by recession after the 2008 Atlantic banking crisis. Flora Samuel asserts this predicament was built-in to 

the discipline of architecture since it first began to professionalise and the Institute of British Architects was 

recognised by the Privy Council3 as a ‘learned society’ and awarded a Royal Charter in 1837 (2018: pp. 30–31). 

Secondarily, my academic research leading up to the official commencement of this PhD was concerned with 

the re/mis-use of buildings and public realm (appropriation of the use-value of the spaces between buildings) 

for ‘urban sports’ (such as skateboarding, ‘BMX-ing’, and parkour/ free-running4, all often characterised as 

3 The Privy Council is a formal, advisory body to the UK Sovereign on the exercise of matters under the Royal 
prerogative, including awarding of Royal Charters to incorporate Guilds (controlling who can undertake specific trades), 
Learned Societies, and Professional Bodies (committing to working in the public interest).

4 BMX is an abbreviation for Bicycle Motocross, denoting a robust bike with small frame and wheels designed for 
dirt track racing, in emulation of Motocross. BMX bikes are also used to perform ‘tricks’ or stunts, which is called BMX 
Freestyle. The terms Parkour and Freerunning derive from the same physical training practice, la méthode naturelle, 
but for some practitioners, traceurs, they signify different activities: Parkour is ‘usefully’ or efficiently getting from A to B 
overcoming obstacles; Freerunning is concerned less with efficiency and more with the ‘flow’ of the movement and self-
expression. The practitioners from NewcastleGateshead, North East Parkour (NEPK) and Apeuro Freerunning (see https://
www.apeurofreerunning.co.uk), who contributed to the PlayToon exhibition (2012) and PlayOut event (date:  19 May 2012) 
used these expressions interchangeably.

Introduction
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‘anti-social behaviours’) and by Urban Explorers (who, along with graffiti artists, walk the threshold of civil 

and criminal (il)legality). Thirdly as a lecturer, I had introduced ‘live projects’ to studio briefs at Northumbria 

University in 2009 and I participated in a number of conferences about the pedagogical purposes and value of 

the (re)turn to ‘the real’ in architectural education. Combined with positive media coverage of self-instigated and 

self-built ‘pop-up architecture’ projects from around 2010, these moves began to suggest new ways of being an 

architect and doing architecture. Finally, as a practitioner, for me these modes of practice partially overlapped 

in the curation and presentation of exhibitions (and installations), to which I will return in section iii. Therefore, 

this seemed to be timely to investigate and I felt well placed to undertake this research. In a first attempt to 

theorise these observations5, I proposed a farily superficial re-rendering of Henri Lefebvre’s famous ‘triad’ in The 

Production of Space as a working diagram (fig. 1.1) with which to imagine the projects I would undertake for this 

research. Tentatively then, this manifested as a research question, 

5 extract copied from my Post Graduate Research Application Form, dated 29 October 2012:

Activism - Appropriation

The link between activism and appropriation has a long history. It’s most visible, recent incarnations being the 
Occupy Movement and the Arab Spring.

Architecture - Appropriation

The potential feedback loop between architecture and occupation is largely absent from architectural 
discourse. This is, in part, because most building commissions are ‘one-offs’, so there is little or no incentive 
for the client to pay architects for RIBA Work Stage M. [Since 2013, the RIBA Plan of Work refers to this as 
Stage 7 “In Use”].

More significantly for this research however, appropriators of buildings are, by definition, not the people whom 
the architect’s clients originally anticipated would be the building’s users. The appropriation of space also may 
not be limited to a single building, but to groups of buildings and the spaces between them. Appropriation 
offers an alternative lens through which architecture can be viewed and, possibly, regain the social and 
political purpose of early modernism. 

Architecture – Activism

The link between activism and architecture does occur on the radical fringes of the profession. In the 
explorative architectural practices of Atelier d’Architecture Autogenérée in Paris and Raumlabor in Berlin, their 
architecture changes social situations. In both of these examples, architectural intervention can be seen as 
taking existing spaces/ objects and reconfiguring them to new purposes, in other words appropriation.

The Research Imperative
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“Can the tactics of spatial activism and appropriation inform a more inclusive 
and temporal understanding of designing places to expand the field of 
architectural practice?”

Implicit also in this research question is reference to a second conceptual diagram, the Klein four-group 

(veirergruppe) diagram proposed by Rosalind Krauss in her seminal essay, Sculpture in the Expanded Field 

(fig. 1.3). Through a sequence of dialogical transformations, Krauss taxonomises a range of postmodern arts 

practices which emerged in the second half of the twentieth century. She sets out to ‘reclaim’ the historically 

bounded category (and meaning) of the term ‘sculpture’ and show how the work of artists such as Michael 

Heizer, Robert Smithson, Gordon Matta Clark, and Bruce Nauman, amongst others is not ‘eclectic’ and thus 

fig. 1.1. Developed ‘trialectic’ diagram

relating the term representational space to 
the temporal uses in which I was interested. 
Lefebvre describes representational space as 
‘passively’ experienced. This slide highlights 
how representational space can be ‘activated’ 
by the embodied use of the space implied by 
‘activism’ and ‘appropriation’. 

Slide from PhD viva voce presentation 
based on Messer, S. (2014) “Hero Poses 
and Skater’s Eyes [work-in-progress]” 
presentation to the RIBA Research Matters 
symposium, 20 November: p. 5.

Introduction
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difficult for art critics to classify. They were operating (intuitively) in relation to cultural terms – rather than in 

relation to a particular medium – which could then be expressed using any materials (Krauss, 1979: pp. 41-42). 

Lefebvre’s ‘triad’ is not really a model (or diagram), but a duality. He describes the three terms ordered 

hierarchically as ‘dimensions’, ‘levels’ and ‘fields’ (Table 1.1). At the same time, he implies the terms have 

a circular (or triangular) relationship (see fig. 1.1 above. The dashed lines indicate the vectors between the 

original ‘triad’). By defining his dialogic argument(s) relative to three, rather than two, opposing positions he 

creates an instability, or dissensus, thus preventing the argument from being resolved or for the terms to cancel 

each other out. 

table 1.1  
Lefebvre’s ‘triad’ represented 
hierarchically.

This table is derived from Lefebvre (1991 
[1974]), Schmid (2014) and Soja (1996). 
However Soja states Lefebvre “refused to 
tabularize his triad into neat first, second and 
third columns or to present them in triangular 
form…” (Soja, 1996: p. 69).

To ‘operationalise’ these practices for a student 
project, Christian Schmid (2014) substituted for 
Lefebvre’s terms the expressions, “Networks”, 
“Borders”, and “Differences” (Lefebvre came to 
use the latter word in place of his expression the 
“Right to the City”).

The Research Imperative
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Practices Space-Time

TermOrder Dimension Level Field

Spatial Practice‘Distant’ or First Perceived or Observed 
(Absolute) The State General/ Physical

Representations of Space‘Intermediate’ or Second Conceived  
(Abstract) The Urban Private/ Mental

Representational Space (or Space as 
Representation)‘Near’ or Third Lived  

(Relative) Everyday Life Mediated/ Social

Edward W Soja describes this as ‘Thirding’ or ‘Thirding-as-Othering’ (1996: pp. 60 – 62). The terms operate 

on each other and indeed, in each other. Representational space(s) are ‘dominated spaces’, the peripheries 

and marginalised ‘Third Worlds’ from the local to the global scale. Representational space(s) also contain 

all other ‘real and imagined’ spaces [as do spatial practices and representations of space in different ways – 

simultaneously concrete and abstract, material and metaphorical (Soja, 1996: pp. 65 & 69)]. If we zoom into 

(or away from) any one of the vertices, the metaphorical change in scale reveals all three terms nested within 

each term, as if fractally. To take spatial practice as an example, Lefebvre tells us this one term contains the 

same ‘space-time levels’ as the ‘triad’, which can then be further elaborated in relation to social constructions/ 

perceptions of space: 



Krauss’ diagram develops from a classic dialogical pair, starting with the assertion sculpture was “What was 

on or in front of a building that was not the building, or what was in the landscape that was not the landscape.” 

(1979: p.36). So ‘not architecture’ and ‘not landscape’ fruitfully negate each other to define a third term: 

sculpture (fig. 1.2). 

Via the operation of the Klein group, mirroring that original pair (of ‘not architecture’ and ‘not landscaping’) with 

their opposites (‘architecture’ and ‘landscape’), Krauss expands the original dialectic into a ‘quaternary field’ (fig. 

1.3) with six - ‘not/and’ and ‘neither/nor’ - relationships (or vectors). She notes in the Klein group sculpture is no 

longer privileged centrally, but one of four categories of art-making in relation to the previously forbidden terms 

of ‘architecture’ and ‘landscape’. 

The deixes effectively cancel each other – ‘not architecture’ is ‘landscape’ and ‘not landscape’ is ‘architecture’ – 

and the schema and axes vectors describe new (or older) relationships or mediums for artists to explore (table 

1.3) and with which art critics and historians can classify both postmodern artworks and artefacts/ forms from 

the past (e.g. labyrinths and mazes are both ‘landscape’ and ‘architecture’ and thus ‘Site Constructions’). 

Similarly, it is the vectors (representing the relationships) between Lefebvre’s ‘triad’ rather than the vertices (the 

terms or hierarchies of the ‘triad’) which he considers most productive. Soja suggests “the critique is not meant 

to stop at three, to construct a Holy Trinity, but… to continuously expand… Lefebvre organises the production of 

space around… his own longstanding interest in the dialectic of the lived and the conceived, the ‘real’ and the 

‘imagined’, the material world and our thoughts about it” (1996: p. 61). Therefore Lefebvre’s triad and Krauss’ 

Klein group use the same transformation, from “…the closed logic of either/or to the dialectically open logic of 

both/and… Thirding introduces a critical ‘other than’ choice…” (ibid: pp. 60 – 61). 

table 1.2  
Describing how the ‘levels’ of Lefebvre’s 
‘triad’ are also nested in the single term 
spatial practice.

Derived from Lefebvre (1991 [1974]) and 
Schmid (2014).
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Specialisation

Economists

Urbanism

Architecture

Scale

Territories

Cities and Towns

Housing and Habitation

Space-Time Level

The State

The Urban

Everyday Life



Ila Berman & Douglas Burnham (2016) draw explicitly on Krauss’ method; both organisationally, to plot hybrid 

art-architecture projects; and physically, in the form of the installation/ exhibition Architecture in the Expanded 

Field at the Wattis Institute for Contemporary Arts, San Francisco (5 March – 7 April 2012). Berman & 

Burnham’s ‘Expanded Field’ proposes 12 typologies of hybrid practice (in a 2-4-4-2 formation) between the four 

vertices: 

• Architecture (frame)

• Landscape (surface)

• Sculpture  (object) 

• Interior  (space) 

The four corners of the gallery represented the four vertices spatially (architecture and sculpture were ‘high’ and 

landscape and interior were ‘low’) so the physical representation of the expanded field – a suspended labyrinth 

of acrylic panels – was arrayed between the hyperbolic paraboloid described by the vectors. 

The Research Imperative
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fig. 1.2. (left) The limit of modernist sculpture; a combination of 
exclusions, the addition of neither/nor.

fig. 1.3 (right) Rosalind Krauss’ Klein four-group diagram of the 
‘Expanded Field’. “…sculpture is no longer the privileged middle 
term between two things that it isn’t… one has thereby gained 
‘permission’ to think these other forms” (Krauss, 1979: p. 38)



table 1.3 Each of the dialogic pairs of the 
‘Expanded Field’, based on Krauss (1979)

Atelier Bow Wow’s (2001) Made in Tokyo also makes reference to Krauss’ expanded field in their taxonomy of 

da-me (“no-good”) architecture. 

This arises from four ‘categories’ (vertices):

• Architecture 

• Civil Engineering 

• City 

• Landscape 

Although they do not present a graphic of their variation on the Klein group diagram in developing the taxonomy 

of building hybridity which they describe as finding characteristically ‘very Tokyo’ (Kaijima et al., 2001: p. 009). 

As those four categories are also the first of their ‘Three Orders’, any combination of which automatically 

disqualifies the example from being an ‘A-grade building’ (which they also term ‘magnificent architecture’) 

it thus become of interest to their guidebook! However, both of these later examples (Berman & Burnham, 

2016, and Kaijima et al., 2001) are straight-forwardly combinatorial, rather than dialectic opposites following 

the mathematical logic of Krauss’ original conception (or Lefebvre’s deliberately cultivated ambiguity and 

dissensus).
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Vertex 1

Architecture

Architecture

Architecture

Landscape

Landscape

Not Landscape

Vertex 2

Not Architecture

Not Landscape

Landscape

Not Landscape

Not Architecture

Not Architecture

Vector

Schema (involution: f-1)

Deixes (implication: if x then y)

Complex axis

Schema (involution)

Diexes (implication)

Neuter axis

Krauss’ Terms

Axiomatic Structures

Architecture

Site Constructions  
(complex condition)

Marked Sites

Landscape

Sculpture (neuter condition)



As Soja notes, whilst Lefebvre and Krauss are addressing different orders of activities (or practices), 

Lefebvre views his ‘triad’ as (infinitely) scalable. The ‘specialisations’ of social practice (in Table 1.2) are not 

professionalisms per se; they do not necessarily denote or prescribe disciplinary boundaries in perpetuity. 

Although written in 1973 but not published for the first time until 2014, in Vers une Architecture de la Jouissance 

(Towards an Architecture of Enjoyment) Lefebvre considers architecture as the production of space at all 

‘levels’, including landscape, but specifically excludes urbanism and ‘land-use planning’.  He notes in the 

Twentieth Century architects have had little agency politically to act at an urban scale (2014 [1973]: p. 67). 

Understanding space as a manifestation of politics, economics and social structures (ownership), for Lefebvre 

The Production of Space is a roadmap to reconceptualising the whole of society6. Lefebvre asserts it is 

capitalism, and in particular industrialisation, which has created the ‘second order’ practices of abstraction, 

representations of space. Therefore changing social structures necessarily will create new types of space (a 

“second nature” in the expression Lefebvre shares with Walter Benjamin) and vice versa, although this raises 

the spectre of ‘spatial determinism’ (exaggerating the impacts of buildings and the built environment to control 

behaviours). Samuel suggests this accusation was responsible for inhibiting architecture’s development of a 

research culture after the mid-1970s (2018: p. 59). 

The project(s) –or practice – which I have undertaken throughout this Thesis also raised a second order 

research question. Namely, 

“How, and to what extent, can young people have Agency in, and over, the[ir] 

Built Environment?”

For some time, as the Mapping The _ project(s) became the main focus of my efforts, I pursued an answer to 

this second question exclusively, somewhat losing sight of my primary aim. During this period I described my 

research focus as having ‘flipped’ through 180 degrees – from “what can architects learn from young people’s 

use of space?” to, “what can architects do to facilitate young people’s uses of space?”. This raised ethical 

dilemmas (as well as a disciplinary ‘cognitive dissonance’) around my role in, and even just instigating, this 

research: 

6 In Lefebvre’s theory, the ‘abstract space(s)’ of industrialisation and the ‘concrete abstraction’ of neoliberalism [the 
processes of economic globalisation were more hypothesised than realised at the time Lefebvre wrote The Production of 
Space (see for example, Friedman, 1951)] would give way to an ‘emancipatory’ (but otherwise undefined) ‘concrete utopia’ 
of ‘urban life’.

The Research Imperative
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“To be research, is it sufficient just to describe and interpret, or does 

there have to be some sort of proposition for it also to be recognised as 

‘architectural’?”

Peer reviewers’ comments on conference papers detailing these projects in progress suggested they were 

‘interesting’ but not yet *there*, although they did not or could not define the missing element or anticipated 

destination. As these two papers (see Appendices B & C) looked very much like the papers I was reading, 

I could only conclude there must be a disciplinary difference in expectations about what constitutes *there* 

enough from an architectural (design) reviewer’s perspective compared with that of their counterparts from a 

background in geography.

Crucially, “is my role in this research merely to facilitate, or to interpret and speculate, or to make 

propositions?” [And by whose authority?] 

“Is it didactic, or even inherently contradictory, for me to instigate research in to others’ (young 

peoples’) agency?”

“By my defining this problematic, am I imposing or projecting an extrinsic agenda upon the 

participants which invalidates the argument?”

“By proposing a practice research approach, does this render the participants’ involvement as 

tokenistic, at best, or exploited, at worst?”

Conversely, “why did these workshops not ‘inevitably’ lead to participants formulating demands 

for recognition of ‘new’ uses, new social provisions or new spaces?” [In other words, why did the 

participants not respond more like architecture students?!]

This research does not seek to address these meta-questions [I discovered during my literature review on 

the presentation of practice research theses (see Appendix A) that a state of angst seems to be the default 

condition for those candidates undertaking a PhD by this route] and I remain uncertain and even a little 

uncomfortable with some of these thoughts. Yet, considering them during the research process as situational 

ethics (the researcher’s reflection-in-action) and as relational ethics (reciprocity between researcher and 
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participants), I believe having those doubts about the work has extended my awareness of my responsibilities 

as practitioner-researcher towards the participants’ representation. This extends beyond the procedural (or 

categorical) ethical requirements of the institute, namely; to do no harm; avoid deception; negotiate informed 

consent; and ensure privacy and confidentiality (Tracey, 2010). 

Through the use of ‘multiple voices’ in this exegesis, I aim to decentre the writer for the reader and to ‘interrupt’ 

the appearance of an un-situated objectivity. In Jillian Hamilton & Luke Jaaniste’s (2010) analysis of 59 Masters 

and Doctorate Theses submitted to the Queensland University of Technology, they observe the challenge for 

the postgraduate student is to adopt different authorial ‘voices’ or positions within a single text (from the “formal, 

critical and polemical-third person” to the “first-person voice of the diarist and reflective practitioner”) in which 

they must also avoid simply juxtaposing different writing styles. [At one stage, I had thought the entire exegesis 

might take the form of a script; a conversation ‘constructed’ out of separate semi-structured interviews (in a 

manner similar to a ‘true crime’ drama using only court room transcripts to construct the narrative). Therefore 

the disembodied, third-person ‘academic voice’ would have been contained entirely within the footnotes and 

commenting from the side lines!] Nevertheless I have still found it challenging to separate ‘my voice’ from the 

‘academic voice’. I have attempted to take the anecdotal and the polemical to ‘my-self’, who interjects (which – 

to forewarn readers – my principal supervisor described as “disconcertingly like writing about you writing about 

what you are writing about”) or else pops up between [square brackets - as above], and to reserve footnotes 

for when the ‘academic me’ expands on, or otherwise digresses from a point in the body of the text. A lot of the 

work comprising the practice of this research (described in chapter 4 ‘Researcher’s Creative Practice’) has been 

undertaken in collaboration with Dr Michael Jeffries, Northumbria University, and Dr Jon Swords, now at the 

University of York. To distinguish between their citation in secondary academic sources and their participation in 

workshops and exhibitions, I will refer to them as Jeffries & Swords and as Mike and Jon respectively. 

Undertaking this Thesis (and especially ‘writing up’ the exegesis) has catalysed other questions for me which 

had previously been tacitly held attitudes, as all of the lectures I give really are different facets of my attempt to 

answer the question “What is Architecture?”. In writing this reflective commentary on my practice of the previous 

7 years I did not set out in this exegesis to answer that question or the questions below, but they are relevant to 

the context/ background and indicated a topic and future direction for investigation and elaboration:

“What is distinctively architectural in design thinking and studio practice?”

The Research Imperative
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Flora Samuel (2018: p.64) quotes from Albena Yaneva’s (2005) paper on the work of the Office for Metropolitan 

Architecture (OMA) that architects acquire “knowing through scaling”7. Samuel suggests the unique 

characteristic of the architectural design studio as research methodology are the leaps back and forth in scale 

from the detail to the city.

“How do we ‘know’ if something is architecture?”

Patrician architectural historian, Nikolaus Pevsner famously asserted,

A bicycle shed is a building; Lincoln Cathedral is a piece of architecture. Nearly everything that encloses 

space on a scale sufficient for a human being to move in, is a building; the term architecture applies only to 

buildings designed with a view to aesthetic appeal. Pevsner, 1943: p. xix

Pevsner’s examples are contentious8. Clearly the final clause, “designed with… aesthetic appeal” shows he 

did not intend to suggest Architecture might be an emergent quality – autonomous of the mind of an architect, 

master-builder, artist, or individual mason – despite offering Lincoln Cathedral9 as his exemplar; perhaps merely 

as an ‘in-joke’, a rhetorical nod to John Ruskin.

By contrast, a bicycle shed is not vernacular but designed. In all probability its designer does intend for it to be 

aesthetically appealing. So would this modest typology by definition always fall short of the aesthetic and moral 

purpose Pevsner ascribes to architecture? 

7 Yaneva (2005) proposes “two different… states of a building are maintained simultaneously, so that it always exists 
as a little known, abstract and fuzzy object, and at the same time a well-known, concrete and precise object.” Therefore, 
“[t]he final building is never present in any single state or model, but in what all of them together project. That is why the 
building is a multiple object: a composition of many elements; a ‘multiverse’ instead of a ‘universe’.”

8 A partial rebuttal, that “[c]oncepts differentiate architecture from mere building... A bicycle shed with a concept is 
architecture; a cathedral without one is just a building” is attributed to the architect, Bernard Tschumi by numerous uncited 
online quotations directories. I have been unable to find the source but I believe it may originate from Tschumi, B. (2005) 
Event Cities 3: Concept vs Context vs Content. Cambridge, MA: The MIT Press.

9 The first major phase of building might be considered to have been completed around 1250, followed by a 
second phase between 1256 and 1311 after granting of permission for the demolition of part of the city wall to allow for its 
extension. See: https://lincolncathedral.com/history-conservation/timeline/
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Is ‘architecture’ [and, similarly ‘beauty’] only a phenomenon ‘in the eye of 
the beholder’ simply because we have a word which describes (but does not 
define) it?

Returning briefly to Atelier Bow Wow’s (2001) Made in Tokyo; the qualities which all of those ‘found’ hybrid 

buildings they ‘love and disdain’ have in common is what they are not:

The magnificent architecture retains distinctions between categories, rationalises physical structure, pushes 

preconceived use onto structure and tries to be self-contained…

Yet, everyday life is made of traversing various buildings. Living space is constituted by connections between 

various adjacent environmental conditions rather than by any single building. 

Kaijima, Kuroda, Tsukamoto, 2001: pp. 012 – 013
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AMS When we first met, it was at that [initial] Cultural Olympiad meeting I think, and it was at that 

point that we were starting to say, “OK, where could we [the Holy Biscuit] go with Shieldfield?” 

in terms of “this is a nice convergence here”, and coming at it from a contemporary art slash 

community perspective, but also you guys coming out of an academic perspective, and that was 

also an interest for us as well.

SM When we were doing Outside/In [the umbrella title for the programme of events at the Holy 

Biscuit for the Cultural Olympiad], that was starting to create an identity around Holy Biscuit, which 

was emerging through that project. Was there a point where the Holy Biscuit said, “OK, this is what 

we want to do” or, “this is what we are about”? 

AMS I don’t think at the time we would have known that that was happening. But we would have 

known that it was a significant point. [We were] two years into the [Holy Biscuit] project so, at that 

point it felt like we’d been open for a long time, but now, a lot’s happened since then, [but] we do 

look back on that project as important… Maybe what is unique about our organisation - [from] when 

I initially started at Holy Biscuit - there was a sense that there would be: the community side, the 

contemporary art side, and the faith side. [But] they would kinda be separate... Actually, there’s 

been more interaction between those three things.
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ii. The Research Context

One of many starting points leading to this Thesis was a self-instigated research project with Dr Michael Jeffries 

in the Department of Geography at Northumbria University, responding to a call for ideas to contribute to the 

2012 Cultural Olympiad.

Towards the end of a two semester-long investigation (in 2009-10) of the area of Shieldfield, Newcastle upon 

Tyne with first year Master of Architecture students, I become involved with the Holy Biscuit Gallery (now 

Shieldfield Art Works). The Holy Biscuit was formerly a Methodist Chapel, which had been converted to a ‘white 

cube’ gallery space in a joint initiative instigated by Reverend Rob Hawkins and Rami Zack, the owner of the 

Biscuit Factory Gallery110. In 2011, along with representatives of other groups who had exhibited at the Holy 

Biscuit since it its opening in 2009, I was invited to a meeting by the Biscuit Factory Gallery manager, Rachel 

Brown, who was also managing the Holy Biscuit at that stage, to discuss contributing to a bid responding to a 

call for ideas for the 2012 Cultural Olympiad.

Mike and I embarked on our first collaboration, curating an exhibition which explored the use made of the 

built environment by urban sports enthusiasts around the North East. Architecturally our focus was on the 

micro-temporal appropriations of the surfaces and spaces between buildings often occurring at the unplanned 

convergences of different, incomplete conceptions of the city. We adopted and adapted a number of research 

methods from anthropology, including photo-elicitation; mappings; and participant observations, which we 

documented online in a [we]blog and via the Facebook social media platform. Using qualitative techniques for 

analysing the predominantly visual data, we presented this research publicly in an exhibition, PlayToon (2012). 

Staged to coincide with the NewcastleGateshead Late Shows (inspired by the Nuit Blanche/ Museums at 

Night), PlayToon and the accompanying public event, PlayOut , were attended by over 1000 visitors. Our 

observations, analysis and interpretations of the use-value of urban spaces and the exteriors of buildings for 

street skateboarders, ‘BMX-ers’ and traceurs, made up one half of the PlayToon exhibition. This presented 

new and ‘found’ artefacts that intervened in the physical space of the gallery, thus attempting to embody for the 

visitor, a sense of the body-space-movement of the uses of the city the exhibition illustrated. The second half of 

the exhibition addressed the social and interpersonal aspects of these ‘scenes’ which Jeffries, with Jon Swords 

and Adam Jenson, had previously described as “the accidental youth club”211 (2012). 

10 1 See https://www.thebiscuitfactory.com/pages/our-story
11 2 See also https://accidentalyouthclub.wordpress.com/
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SM

Performative Events at the NewcastleGateshead Late Shows

The three exhibitions at the Holy Biscuit (now Shieldfield Art Works) – PlayToon (2012), 
Urban Fictions (2014), and en_counter (2016) – as well as Amy Lord’s Experiments in 
Happiness (2017) in which a number of my MArch students were involved (fig. 1.5. See 
also page 56), also coincided with the NewcastleGateshead Late Shows that take place 
on a Friday and Saturday evening/ night in mid-May. With up to 1000 people attending 
these exhibitions over those two days, the exhibitions also become an event space. 
PlayOut (fig. 1.8), which accompanied PlayToon, was both a showcase for NEPK and 
turned the gallery into a participatory play space for the skateboarders and ‘BMX-ers’ who 
came to use the platform and ‘half-pipe’ ramp we erected in the grounds.

Urban Fictions hosted two events for the NG Late Shows 2014, amongst a wider 
programme of activities around the exhibition. On the Friday night (Ouseburn only arts 
venues) it hosted the launch of PJCC’s tenth compilation Newcastle Stories… and that, 
with visitors invited to draw on great lengths of paper unrolled across rows of trestle 
tables (fig. 1.3, opposite page). As these sheets were filled, they were pinned up around 
the gallery walls. 

On the Saturday, (all Newcastle and Gateshead venues) Mike and I installed a room-
sized version of his Toon Nights board game (fig. 1.4) and invited the audience to 
compete with their friends - and strangers - on a “pub crawl without beer goggles” 
(Culture24, 1 April 2014) to ‘visit’ the destinations on the cards without falling foul of too 
many hazards of the night-time economy (fig. 1.6). 

En_counter provided further games and participatory mappings (p. 105) in collaboration 
with the Holy Biscuit which also travelled to, and gathered further contributions, at the 
“Mapping the City II” exhibition during Juice Festival 2018, and at the “City of Dreams” 
showcase event held at the Live Theatre, Newcastle, on 7 March 2019. Similarly the 
“Mapping the North” event (pp. 34 - 35) at ”Which Way North?”, the Great North Museum: 
Hancock’s contribution to the Great Exhibition of the North, invited participants to annotate 
a giant floor map and to identify where ‘the North’ begins. Paper, pens, and stickers were 
provided for participants to ‘map their world’, contributing to the ever-increasing number of 
mappings collected since 2010, recording young people’s imaginaries.

Opposite Page: 

fig. 1.3 
PJCC Launch hosted by Urban Fictions at 
the NG Late Shows (Friday, 16 May 2014) 

This Page: 

fig. 1.4 left (top): ‘Toon Nights’ board game in 
the Urban Fictions exhibition

fig. 1.5 right (middle): 
Amy Lord (2017) Experiments in 
Happiness, 13 Grey Street
photogragh: Von Fox Promotions

fig. 1.6 left (bottom): ‘Toon Nights’ hosted by 
Urban Fictions at the NG Late Shows 
(17 May 2014)

Reference

https://www.culture24.org.uk/art/art474692-Museums-at-Night-2014-50-venues-join-
Newcastle-Gateshead-Late-Shows
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AMS I think PlayToon just was inspirational, and the events and everything you organised around 

that, and just bringing in so many different people and, like, a lot of young people as well, that was 

really amazing.

MJ For me, there are various high spots, but… they’re often less about the actual content… 

PlayToon, it was a rainy weekend … then all of a sudden all of these people turn up. And I 

[thought], “wow” (fig. 1.8).

AMS That was huge, because loads of ‘little people’ [children] came to that. It was a really good 

show, and it was really engaging for lots of different people, the content of the show was about 

people on the edge and telling stories about those people, and I think again that really struck a 

chord with us. The whole programme was really about that. It was called Outside/In because it 

was about bringing ‘outsiders’ in and then also about bringing outside into the building as well. 

And outside culture and outside places, so yeah, I think that was pretty significant. It was also 

interesting, because I was 24, just graduated from University, and Josh was 22 so we were quite 

young and so, to be able to work with a University it was kudos for us in the Methodist Church 

because it was showing we were engaging with institutions.
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As an architect, not a geographer, these observations and interpretations began to raise some interesting 

questions in relation to the role of my chosen profession. In the United Kingdom, during the latter quarter of 

the Twentieth Century and the first decade of the Twenty First Century, it seems the function of the architect 

has become increasingly prescribed and the status of the profession diminished since Margaret Thatcher’s 

Conservative governments (1979 – 1990). She is widely thought to have subscribed to the opinion expressed 

in George Bernard Shaw’s (1906) play, The Doctor’s Dilemma, impugning all professional bodies generally 

as cartels conspiring against the interests of consumers. At all levels of society there has been an increasing 

distrust in professionals’ ethic of disinterested impartiality and protection of a specialised bodies of knowledge 

which, perhaps, reached its nadir in the EU Referendum of 2016 when, then Justice Secretary, Michael Gove 

declared, “people in this country have had enough of experts” (Mance, 2016). However that diminution of the 

authority of professional expertise had actually begun much earlier for Architects in the UK when they abdicated 

much of the control over their projects’ financial management to Quantity Surveyors. Indeed Flora Samuel 

(2018) proposes the profession of architecture has been in a state of existential crisis ever since it first began 

to professionalise in 1834 “in a flurry of categorisation characteristic of the Victorian era…” (ibid: p. 30). The 

original prospectus of the Institute of Architects, which received a Royal Charter in 1837, stated its purpose was 

the “advancement of the knowledge of architects” (RIBA, 1834, cited by Samuel, 2018: p. 30). Samuel argues 

the crisis arose as a result of a failure to articulate what that body of knowledge is which defines the profession. 

Andrew Saint (1983, quoted in Samuel, 2018: p.30) asserts “the only element in architecture [to] which some 

other group did not have a prior or better claim was “art”…” 

In his address to the Worshipful Company of Chartered Architects, Richard Saxon (2006) implicitly places 

this crisis in the English class system and the emergence of the bourgeoisie from the 18th century, “…the 

middle class sought to speak only to gentlemen like themselves. Architects began to work for the bourgeoisie 

by distancing themselves from the[ir] trade/ craft background…” (Saxon, 2006: p. 3 of 15). He asserted the 

newly professionalised architects looked back to the model of the Renaissance artist-architect, “Professionals 

are expected to work for the good of their clients and society; artists answer to themselves and their peers 

and seek patrons rather than clients or customers” (ibid, p. 3 of 15). Samuel also notes how architects have 

adopted various forms of dress – the bow tie, black polo necks, red trousers – self-consciously to display they 

are a ‘class apart’ (2018: p. 15). Following the election of Tony Blair’s ‘New Labour’ governments (1997 – 2007) 

the requirements for pseudo-accountability – intended to demonstrate the Labour Party’s ‘trustworthiness’ to 

international financiers – ushered in a new “officious state” (Appleton, 2016) and, through increased regulatory 
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SM

SM One of my favourite parts – although it was probably an absolute nightmare for you guys – on 

that Saturday, just this mountain of BMXs in front of the door (fig. 1.7).  

[laughter] 

It was like, “Yep. That’s what it’s about!”
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powers and blurring of the distinction between the powers of state officials and privately-employed ‘authorised 

persons’, created new [so-called] ‘specialists’ principally intended to check on the competences of others. The 

David Cameron/ Nick Clegg Con-Lib Coalition government (2010 – 2015) used the recession to introduce 

economic policies of austerity, further advancing this privatisation of the state’s civic functions and of public 

space (for example, see Bishop, 2012: pp. 13-14). 

Saxon and Samuel are scathing in their assessments of the UK architectural profession’s response to these 

challenges, 

Whenever architects were asked to make calculations, develop processes or manage people or money, they 

were happy to step aside to let others do it in their place (Saxon, 2006). In this way ‘the easy and finite, and 

their attendant fees, have been gifted to others, and the difficult, subjective and low-paid retained’ (Pringle & 

Porter, 2015: p. 147). 

(Samuel, 2018: p.40)

Having surrendered professional ground, it was, and is pressing for architects to articulate the unique 

‘added value’ to their clients offered by the lengthy training and, more importantly, to define new territories of 

action in which to expand their services. Both Saxon and Samuel assert the profession of architecture will 

only be sustainable by expanding and diversifying what it means to be an architect. For Saxon this means 

“concentrating on ‘the end and the beginning’…” (2006: p. 9 of 15) to build ‘databanks’ of how, for example, 

buildings actually perform through post-occupancy evaluations and the ‘Soft Landings’ framework approach; 

to create an evidence-base for future consultancy; and repositioning architectural services ‘upstream’ (ibid: p. 

10 of 15) establishing a project’s ‘strategic definition’, feasibility, preparation and briefing (RIBA Plan of Work 

Stages 0 & 1, RIBA, 2013). He proposes clients’ and architects’ interests can be (re)aligned – by redefining 

architectural ‘quality’ away from narrow and esoteric, subjective, aesthetic judgements, and calculating 

architects’ fees as a percentage of construction costs. The ‘traditional’ architects’ appointment gives the 

appearance that architects have a vested interest in inflating the cost of the project (or of specifying expensive 

finishes which look good in the promotional photographs on the architect’s website), and focusses attention 

on the initial capital cost of the project, rather than the use-value and embodied energy in the construction 

and operation of the building. Thus it perpetuates the George Bernard Shaw/ Margaret Thatcher suspicion of 

professions as a conspiracy. Saxon instead proposes architects and clients agree the delivery of pre-defined 

goals, and reducing life-cycle costs (or preferably both) as the basis for valuing the architect’s work.

Previous page: 

fig. 1.8 
PlayOut at the NG Late Shows (Saturday, 
18 May 2012) 
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Between 2000 and 2014 there were 100+ policies, reports and guidance documents produced by industry 

bodies on housing published in England. Flora Samuel et al.’s (2014) AHRC-funded critical review of this ‘grey 

literature’312 documented these contain little evidence of the ‘impact’, benefit, or contribution of architects or 

architecture. They conclude use of the less discipline-specific word ‘design’, used in preference ‘architecture’, 

contributes to the profession’s marginalisation. When it is used, the word ‘architecture’ invariably is employed 

only as a noun, narrowly applied to the building/ artefact and the physical aspects of the built environment, 

never as a verb to describe the architectural process. The Cultural Value of Architecture (CVoA) in Homes and 

Neighbourhoods report, summarising this review, notes there is “a significant mismatch between what architects 

consider their role to be and the expertise the profession and discipline feels it can offer, and what is normally 

understood within the broader policy context” (2014: p. 57). However, it also states there is considerable 

confusion within the profession about the meaning of architecture, which it concludes arises from different, and 

sometimes contradictory, value-systems. Although descriptions such as ‘community architect’ and ‘commercial 

architect’ are commonplace, they are not used with any consistency. Accordingly, the CVoA report recommends 

the word ‘architect’ needs the addition of qualifiers (‘commercial’/ ‘knowledge’, ‘cultural’, and ‘social’), to make 

the value-system explicit, and therefore defining subcategories of architects. Samuel returns to this theme of 

classifying architect types and elaborating on their skillsets in Why Architects Matter (2018).

I thought one approach to architectural diversification into territory not already occupied by or ceded to others, 

might be found through studying emergent, spatial behaviour and the ‘affordances’ [not that I knew then that 

was what it was called] of the built environment such as that demonstrated by street skateboarders in their 

appropriation of public spaces and temporary repurposing of urban furniture. PlayToon showed how they, and 

other urban sports enthusiasts, including BMX-ers and the traceurs of North East Parkour (NEPK), created 

new, and previously unimagined uses for ‘the city’ (front cover & fig. 1.9). Sometimes these functions were 

complimentary to, and sometimes in conflict with, the original intentions of the architects, designers, clients 

and building owners. In the appropriation of the use-value of the built environment by urban sports enthusiasts, 

I half-discerned an ‘expanded field’ [to borrow the phrase from Rosalind Krauss’ much-cited (1979) paper 

123 Samuel et al. (2014) define the period of the study as between the publication of Ken Worpole’s (2000) 
[surprisingly boosterish] report The Value of Architecture: Design, Economy and the Architectural Imagination for RIBA 
Future Studies and the end of the nine-month’s project funding from the Arts and Humanities Research Council (AHRC), 
roughly around April 2014 (which included the consultation period and publication, in January 2014, of The Farrell Review). 
Although it is Worpole’s essay cited by Samuel et al. (2014), Chartered Quantity Surveyor, Eric Loe’s (2000) companion 
essay The Value of Architecture: Context and Current Thinking is a more appropriate and measured precursor to the CVoA 
study. 
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Sculpture in the Expanded Field, described in section i, The Research Imperative] operating ‘downstream’413 

(Lacovara, 2012) of conventional architectural practice. 

Coinciding with the North Atlantic banking crisis in 2008 and the austerity economic policies adopted or imposed 

across the countries of the European Union from 2010, there also was a resurgence of interest in schools of 

architecture internationally in ‘Design-Build’ projects, primarily but not exclusively in North America, and in much 

more broadly defined ‘Live Projects’ in risk-averse514 UK institutions:

A live project comprises the negotiation of a brief, timescale, budget and product between an educational 

organisation and an external collaborator for their mutual benefit. The project must be structured to ensure 

that students gain learning that is relevant to their educational development. (Anderson & Priest, 2012)

In 2009 I introduced ‘Live Projects’ with ‘real clients’ to the undergraduate architecture course at Northumbria 

University. From 2010 I began to teach participatory research methods to postgraduate architecture students in 

their studio projects working with communities, who then participated in reviewing the students’ work. I was  

134 I first heard the terms ‘upstream’ and ‘downstream’ used in this context by Vincent Lacovara, former Director of 
AOC Architecture and the Placemaking Team Leader at the London Borough of Croydon, in his presentation, “Me and 
Croydon” at the Live Projects Pedagogy International Symposium, Oxford Brookes University (2012). Richard Saxon 
(2006) uses the word ‘upstream’ with reference to RIBA Plan of Works stages (then A/B, now 0 & 1) which are not typically 
part of the architect’s ‘standard services’. However, by ‘upstream’ Lacovara was describing the role of the Placemaking 
Team in creating the economic conditions and a political environment conducive to producing opportunities for architects 
and architectural projects. As both an architect and a town planner, Lacovara stressed the point this was not creating work 
for his own practice, AOC, but was influencing policy and political priorities beneficially for both the community (whose 
library was refurbished instead of closed) and for the wider profession (FAT were commissioned to extend the Thornton 
Heath library). ‘Downstream’ implied architects/ architecture students instigating, funding and physically making their 
projects, such as the Cineroleum by Assemble (2010) for example.

145 At that time only a handful of Schools of Architecture in the UK – notably Sheffield University and London 
Metropolitan University – had a ‘Project Office’ of some description for the delivery of architectural projects. Subsequently 
‘Project Offices’ have been created in more Schools – including, for example, Newcastle University and Leeds Beckett 
University – but generally it seemed universities were more concerned with issues of potential, financial liability [and 
an implicit distrust of the competence and capability of the people they employ to teach the discipline!] rather than the 
opportunities for social engagement and community ‘outreach’. Some reasons for this included an unwillingness to provide 
Professional Indemnity Insurance (a professional body requirement) for any consultancy work undertaken by staff or 
students, and fear of Public Liability for students working on ‘Design-Build’ projects or for members of the public interacting 
with them (the two fatalities and multiple injuries caused by the Dreamspace accident in 2006 in Chester-Le-Street, Tyne 
and Wear, have cast a long shadow over risk assessments for the presentation of public artworks in the north-east of 
England particularly). There is an evident distrust in the academic architects by some university’s estates departments 
(who might otherwise be the most obvious clients of a university ‘practice office’) which is reflective of the perceptions of 
architects (and academics!) in wider society.fig. 1.9 Holly (2016) NEPK

The Research Context

27



interested in encouraging the students to engage in dialogue with these ‘clients’/ and wider communities and to 

display their work outside of the institution, at the site of the propositions, with the potential for transforming how 

those places were perceived. Jane Anderson and Colin Priest’s ‘working’ definition of ‘Live Projects’ captures 

some of the wider debate at that time about how to do architectural education authentically and ethically, 

beyond just a narrow discussion of the merits or otherwise of ‘Design-Build’ to pedagogy and of hands-on 

construction often undertaken in much less regulated, developing countries. Their definition was concerned with 

the relationship of the students and the ‘clients’ or communities and creating balanced, mutual benefit thereby 

minimising the risk of exploitation of either party, which was the main concern at the time. However this misses 

the crucial, professional-ethical questions raised about the relationship between educational institutions and 

the architectural profession, and how ‘trading’ the creative value of architecture students’ work - providing ‘free’ 

or ‘sacrificial’ labour (Bishop, 2012: p. 16) in exchange for potentially-enhancing the perceived authenticity of 

their education - might then impact on the availability and conditions of the jobs they want to progress in to after 

graduation. 

Between 2010 and 2013 I cofounded and mentored, archiGRAD, the Northern Architecture Graduate Retention 

and Development (G.R.A.D.) Programme with Carol Botten, the then director of Northern Architecture (now 

the CEO of Voluntary Organisations Network North East, VONNE), and Matthew ‘Mags’ Margetts, at that time 

a director of +3 Architects and the Stage 6 coordinator at Newcastle University (now a director of EDable 

Architecture and currently Stage 3 coordinator and Director of Practice at Newcastle University). archiGRAD 

hosted over 120 under- and un-employed graduates from architecture and related disciplines to undertake 

self-instigated and ‘Live Projects’, who thereby gained relevant experience despite the economic recession. 

Our clients were local community groups, schools and charities who found themselves in a ‘consultancy gap’ 

between knowing they needed *something* and only being able to afford the consultants to work with them to 

establish a brief but not the outline proposition necessary to seek funding. I have written comprehensively about 

the triumphs and tribulations of this project in chapter 3.2 in Architecture Live Projects: Pedagogy into Practice 

(Harriss & Widder, 2014).

Contemporaneously with this move back to ‘the real’ in architectural education, from around 2010 the 

architectural press (and subsequently in television series such as George Clarke’s Amazing Spaces [series 1 

was first broadcast in 2012]. See Channel 4, undated) began to promulgate examples of self-building and ‘pop-

up’ temporary architectures. By instigating their own work ‘upstream’ of the conventional field of architectural 
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practice and engaging ‘downstream’ physically constructing these, inevitably small, temporary structures 

themselves, to me implied some architects and designers were responding entrepreneurially to the changed 

economic and political environment. As with examples of students’ Design-Build projects, typically well-

publicised ‘pop-up’ architecture were celebrated for having been done at all, without consideration of the ‘hidden 

costs’ – time commitment, or friends’ labour – or much reflection on the previous culpability of the architectural 

profession in its susceptibility to ‘boom and bust’ and exploitative labour practises, lack of diversity especially at 

higher levels, or to addressing future resilience as the economy slowly improved.

While some of these examples of ‘pop-up’ temporary structures propelled certain of the new architectural 

practices from bedrooms to international prominence (for example, in the case of Turner-prize winning 

collective, Assemble615), fundamentally, the profession has remained unaltered and, more significantly, the 

privatisation of public space has actually been accelerated by the politics of austerity. 

In her PhD thesis, Julia Heslop reframes austerity as ‘constructed scarcity’ reflecting that it was a political 

choice [constructed by a political elite in 2010 as a counter-narrative to Gordon Brown’s Keynesian response 

to the Atlantic banking crisis] to impose conditions of economic constraint – or limit financial resources – 

differentially affecting certain parts of society and regions across the UK. Heslop contrasts ‘constructed scarcity’ 

with ‘imposed scarcity’, such as exhausting the Earth’s finite resources (2017: p.99). She states the immediate 

response to both forms of scarcity is an ‘induced agency’; survival mechanisms required to overcome day to 

day crises, however, she proposes that if these are “sustained, organised and collectivised” (ibid, p. 98) they 

can become ‘catalytic agency’; transforming coping mechanisms into politicised actions. Jeremy Till proposes 

the reconceptualization of scarcity from a finite lack of resources to a “dynamic, relational and socio-material 

condition… [which] upsets presumptions of the primary role of designers… in which innovation and creativity 

are announced through the production of the new… Scarcity opens up new fields in which design may 

operate… that encompasses adaption, redistribution, restarting and optimization” (2014: pp. 2 & 3 of 5).

Notwithstanding the reservations outlined above, my experiences and observations all seemed to demonstrate 

facets of an emerging ‘expanded field’ of architectural practice which seemed exciting at that time and possible 

to achieve. Through the practice (and) research for this Thesis, I proposed to illuminate that ‘expanded field’; 

outlining new relationships to the use(s) of the urban realm; questioning who is able to make public spaces; and 

proposing new ways of performing architectures that blended intellectual and labour-value.

156 see https://assemblestudio.co.uk/projects/turner-prize-exhibition
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MJ Have you creatively put some of your practice on the back-burner when it’s come to the shows. 

Are there not things that you want to show and you haven’t managed to get around to doing? 

SM The [exhibition] which I’m happiest with was PlayToon; it felt the most complete. The one that 

I was probably least happy with was en_counter, and it is nothing to do with what was in it, or how 

people interacted with it, it was that I didn’t manage to finish the bits I wanted to do.

MJ I think I have a similar reaction to those two. Because PlayToon had everything, it was a 

complete story. So that comes back to, “where’s the Sebastian-ness?” Because it must be 

frustrating to have that beautiful idea, and then we don’t have time to realise it.

SM [MJ] you mentioned earlier about the exhibitions having reached a ‘threshold’, that they became 

more than the sum of the parts… they became things you could step outside of. What would be 

your definition of success?

MJ I loved the thing we did in The Core. Because, for a long time I couldn’t quite work out what it 

was going to be. I thought, “Ooh, this is very different to what I imagined” I thought maybe no one 

would come and see, but there are photographs, off god-knows-when, with all the people who were 

there.

JS I think, for me, success comes when the exhibition becomes something else. When Newcastle-

Gateshead were bidding for the Great Exhibition of the North, one of the photos was of that 

exhibition which we didn’t even know existed and suddenly… this is being used for something else. 
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iii. The Research Approach

As implied in section ii, the projects which inform this Thesis have tended to occur in clusters and in response 

to opportunities and happenstance more than by plan and preconception. Table 1.4 - details all of the work 

undertaken which (to my mind) has contributed to the development of this work in chronological order.  Writing 

this exegesis has then been an exercise in reordering and in finding the links (or filling in the gaps) between 

diverse activities and outputs.

Accordingly the projects have used various participatory methods – working with a range of young people to 

describe and represent their life-worlds – and curatorial techniques and exhibitions as modes of both analysis 

and dissemination. Primary ‘data’ (field notes and blog entries, quotations from interviews, photography and 

video, plus mappings from workshops with participants) also become exhibits, creating the possibility for 

further (re)interpretation by the participants themselves and exhibition audiences. Visual analytical research 

techniques have been demonstrated to and used by some of the research participants (Team Juice) on their 

own contributions (Mapping the Future). Staging exhibitions (and events) with Mike Jeffries and Jon Swords 

has helped massively to grow our ‘community of practice’ and created many new project opportunities (at one 

stage, threatening to overwhelm us). Engaging participants to describe their life-worlds, ideally it follows the 

workshops should take place in the participants’ environment. By virtue of this we can state the participants 

with whom we have undertaken mapping exercises fall broadly into two categories: ‘communities of (common) 

interest’ – whose association centred around shared activity (e.g. skateboarding, comic book writing, etc.) – and 

‘communities of geography’ – centred principally around the location of the workshop, such as a school, library 

or youth club, but where the participants might not socialise out of school or have extra-curricular interests in 

common.

Exhibition design can itself be conceived as a spatial experiment or 1:1 scale prototype, or as a ‘concept(ual) 

model’. Through the interventions in the exhibition spaces (whether the ‘white cube’ gallery 1⁶ of the Holy 

Biscuit/ Shieldfield Art Works, or the public atria of Dance City, The Core or Newcastle City Library), the position 

of exhibits and the design of the exhibition itself mediates both the relationship between the work and the 

audience, and changes the way the existing physical space is encountered and occupied.

16 Refers to a certain gallery aesthetic characterised by its square or oblong shape, white walls and a light source 
usually from the ceiling (Tate, undated).

overleaf (pp .34 - 35)

figs. 10 -14  
Sebastian Messer (2018) Atlas of the 
North, Great North Museum : Hancock

workshop for the Great Exhibition of the North .
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Tom Jones asserts “research can be in a visual form” (1980: p. 93) but suggests a traditional art exhibition 

would not be the equivalent of a published research paper. His contention is research papers not only present 

the findings but also describe the process and the significance of the research. To fulfil (merely) the same 

function as a paper, the artefact or exhibition would have to be accessible/self-explanatory, to contextualise 

the artefact/s for the viewer and demonstrate how it/they came about. Jones therefore is [overly] cautious in 

drawing a dividing line between an individual artist’s “private references and obscure language” (ibid: p.93) and 

the a priori knowledge assumed of an academic reader by the jargon terminology used in other fields.

A couple of the projects which were planned failed to materialise, or proceeded in a different form. New Writing 

North (NWN)217 were originally partners in the Mapping the City project. It was not possible to align with their 

Young Writers’ City project, although DAD?crew!’s skate poetry (fig. 1.15), developed with support from NWN, 

did feature in the Mapping the City II exhibition at Newcastle City Library. Gateshead’s Youth Council who had 

originally intended to participate in Mapping the Future pulled out at the last minute, however the workshops 

went ahead with the Team Juice volunteers. City Roots, an Heritage Lottery funded project led by Youth Focus: 

North East, intending to investigate and present intangible cultural heritages through psychogeography with 

young people from émigré communities (‘communities of culture’) progressed too slowly to contribute to this 

work [although I have facilitated participant-guided walks with groups of pupils at Excelsior Academy and 

Benfield School, Newcastle upon Tyne].

There were two moments of personal revelation with respect to the Thesis. The first was realising a PhD is, in 

most - if not now all - disciplines, the ‘entry-level’ qualification to an academic career (see for example, Cryer, 

2006 [1996]: pp. 192 – 202 & 207 – 209, and Phillips & Pugh, 2005 [1987]: p. 62). As noted in the previous 

section, Architecture has only belatedly begun to develop a research culture of its own and, having viewed the 

Royal Melbourne Institute of Technology (RMIT) PhD by Practice by Invitation as exemplary, it was a relief to 

discover an architectural PhD does not have to be a magnum opus. The second revealed itself more slowly 

as I began to conceive of the staging of our exhibitions as being more akin to commas than full-stops in the 

research. It has taken some time to overcome the [learnt?] feeling of what logically I already understood, that 

the ‘product’ was not ‘complete’ at the moment of hand-over, but just beginning its ‘life’ when it begins to be 

‘used’. However, I would cite the exhausted excitement, which comes with preparing an exhibition for the 

opening night, which focusses all of your attention on that moment.

172 see http://newwritingnorth.com/nwn-young-writers/young-writers-city/

fig. 1.15  
DAD?crew! (2016) Dogtown (extracts)
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wasteland
(byker, newcastle)

the clouds blush
like slapped cheeks

mimicking the gloom
in interpretive dance

drizzle has varnished
the dead-lipped clay

we brush the hollows
with poundshop brooms

lost in the thatch
of the city’s decay

toy tags & cartoon knobs
colours writing in rusted time

jo is weightless, ending a pole-jam
his face contorted by pristine joy

courts
(quayside, newcastle)

the law averts its gaze
we skate the steps

trucks grinding the fractured
edge; stratified wax, a trace

of kindness, a heel-flip
stuck but left un-landed.

our phones stacking clips
our faces burn

the river is a soup
of dirt & light

shadows woven
in fallen arches

our heads still full
of mice and men

quay 5
(quayside, newcastle)

gull wings strobe, slicing
the weave of light & shade

our anecdotes drown
in the river’s gilt

hubris snagged
in balding shrubs

a mumuration of emos
on the pathway to nowhere

flat-grounds & ollies
landed in the grit

our screaming wheels
stuck before the void

the silent graveyard
of breathless boards
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When we relate the practice(s) of this research back to Lefebvre’s triad in section i, we can see participants’ 

mappings are a ‘distant’ order spatial practice – how they understand the built environment to be – which 

merge also into second order, representations of space – how they conceive of ‘their world’ in abstract. For the 

communities of geography (young people in schools and youth clubs) the mappings typically document their 

‘lived’ representational spaces. I speculate this may be one reason why the Team Juice participants in the third 

Mapping the Future workshop discussed in chapter 4 did not formulate spatial demands (or ‘abstract utopias’ in 

Lefebvre’s terms), but proposed social, temporal and interactive interventions. However, as Iain Borden (2001: 

p.12) notes with respect to the use of the city by skateboarders, and as Atelier Bow Wow (2001: p.12) also 

observed regarding the ‘doubling up’ of hybrid buildings in Tokyo, both spatial practices and representational 

space can be ‘actively’ appropriated and may even be physically altered. Even in the mapping workshops, 

which could be considered ‘passive’ in this sense, the production of the mappings could still be strongly 

contested between participants in the “theatre for the performance of identity” (Sletto, 2009: p. 443).

Likewise, curatorial practices where exhibitions are conceived as the research method are primarily second 

order, abstract representations of space. The exhibition content interprets and mediates between the ‘lived’ 

experiences of the participants and their perceived spatial practices, and the asynchronous and remote 

experience of the exhibition audience. Exhibitions designed as a metaphor, a spatial experiment or a prototype 

– for example, to represent the skateboarder’s body-space-movement which PlayToon aimed to evoke – are 

inherently abstracted. Even when physically realised in the gallery, it a simulacrum of space-time, not a place. 

However, the exhibition inhabits and appropriates the space of the gallery (or wherever the exhibition is located) 

producing new relationships and new spaces between the exhibition and the gallery. ‘Audiencing’ can finally 

return the exhibition to the embodied experience of the visitors [or it may remain abstract if it fails to connect 

physically and emotionally. Without implying any moral judgement, I would then describe that as ‘passively’ 

experienced]. In chapter 2 we look to Michel de Certeau’s definitions of strategy and tactics, where we will 

recognise this distinction between ‘passively’ and ‘actively’ experiencing of abstract space. 

Embodied vs. ‘In Sound’ Experiences

Tim Ingold (2019) warns against conflating tacit knowledge with embodied experience. He asserts calling all 

bodily actions ‘embodied’ is an error of categorisation arising from and perpetuating the Cartesian separation 

of mind and body, leading to the positivist ideology of objectivity and the paradox of the disinterested observer. 

The word tacit is derived from the Latin verb tacere, to be silent. He argues tacit knowledge is not everything 
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which cannot be articulated, rather tacit knowledge is what cannot be said. It is only the academics’ privileging 

of words and ‘the text’ over other forms of knowledge that mistakes explication for articulation. Tacit knowledge 

is expressed and understood by other means. 

A novice or apprentice in a skill or a craft has to reflect on and correct their embodied actions. This results in the 

self-conscious, ‘stop-go’ movement characteristic of learning a tool or an instrument. The mind consciously has 

to ‘reset’ the body before attempting the action again or carrying on after an error. 

Mastery of a craft still requires reflection and correction to perform it. Unlike the novice, the master 

craftsperson’s movements are fluid, their corrections and adjustments are not conceived abstractly and 

consciously first and then in the muscles or their posture. The master craftsperson works ‘out of mind’, through 

their tool or instrument, with their material, and in their environment. Ingold proposes this is analogous to the 

difference between cutting wood (across the grain, imposing a form on the material) and splitting wood (with the 

grain, working with the inherent strengths and weaknesses of the material). 

Knowledge which can be encoded and codified – in a musical score, a written text, or a technical drawing – is 

fixed or static. Information, Ingold says, is ‘silent’. Only when it is performed, enacted or executed is it ‘brought 

to life’ and becomes dynamic. He proposes this is not an embodied experience but an ‘in sound’ experience 

[Ingold plays the cello]. That is, it is not just in the body, but the result of an assemblage of body + tool + 

material + environment attuned by the heightened awareness of concentrating on the task at hand and their 

‘response-ability’ (after John Cage, 1957) to the context.  
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Fig. 1.16 Sebastian Messer (2020) 
A Specific Object (concept image)

Produced for the Baltic|39 website to advertise 
the proposed exhibition. 
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iv. The Research Outcomes

As practice research, therefore based in and on my own creative and academic practices, there is not a firm 

beginning or end point to the work being presented here. The Thesis represents a particular period in time 

in which a range of work was undertaken (see table 1.4 and also Sophie Hope’s description (2016) of the 

sequential process in practice research quoted on page 65 in Chapter 2.1 Practice Research as Paradigm: 

‘Demonstrating Rigour’). The written exegesis contextualises, theorises and reflects on that work and 

therefore recalls my evolving understanding(s) of the dialogical [‘trialogical’?] terms of its (final) title: Agency 

| Architecture | Appropriation, in relation to young people’s conceptions and experiences of, and participation 

in the built environment; the practise(s) of architecture; and my undertaking a practice research PhD. The 

exegesis synthesizes a range of perspectives on the production of ‘The City’ (as abstract concept; as a 

metonym for modernity and urbanisation; and as the territory of vital, contested space) and how, and to what 

extent, individuals can exert a role in it. Following the example of counter-cartography, it thus frames ‘The 

City’ as processual (and as ‘lived’ experience) rather than as an immutable and mute artefact, although it also 

demonstrates the limits of the research participants’ (perceptions of their own) agency.

This is an inherently interdisciplinary investigation but framed architecturally. That is, the topics discussed are 

interdisciplinary and the mode or methodology by which the research has been undertaken is architectural; 

following Yaneva/ Samuel’s assertion that architectural knowledge is created (uniquely) by “knowing through 

scaling”, and Goodman/ Bafna’s proposition that the experience of architecture requires the mechanism 

of metaphor. Daniel Fallman & Erik Stolterman (2010) posit the most relevant research is initiated in the 

practise and carried out through practices familiar to practitioners. It will have the greatest ‘impact’ for and on 

practitioners 18. 

Whilst I wholeheartedly agree with Rachel Hann’s ‘call to arms’ (2015) – for practice to be recognised as a 

distinct research paradigm it is important for academic credibility (institutionally, and therefore financially, and 

reputationally for practice researchers) to demonstrate there are greater similarities in knowledge created 

through creative practices than there are differences between creative disciplines – I also agree with Jeremy 

Till’s argument(s) (2008) that architecture does have discipline-specific attributes and does not merely comprise 

a spectrum of knowledge in other disciplines, from applied science to the fine arts, which then can be subjected 

18 In chapter 1: Introduction ‘i. The Research Imperative’ (pp. 1 & 2) I assert the importance of this observation to me 
personally!
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[only?] to those borrowed methods. However, as Till warns, it would be an erroneous conclusion if this led the 

profession to perpetuate a belief in architecture’s exceptionalism from research, scrutiny and rigour219. 

Contemporary creative practices may not fulfil the straightforwardly memorializing or didact roles of civic or 

religious uses of art320. The following pages do elucidate the references and narratives, design methods and 

thought processes, for the ‘new’ exhibition421 I proposed to mark the examination point of this PhD. Although the 

following explanations will address Tom Jones’ misgivings (1980) of the artist’s ‘obscure language’, it undercuts 

this Thesis’ argument that information in artefacts can be understood experientially, without prioritising a textual 

explication over them. [Therefore, if you wish to encounter the exhibition first before reading the descriptions, 

please now look at the images on the following pages and then skip ahead in the text to chapter 2.1!]  

The exhibition was to have taken place in the BxNU Experimental Studio in BALTIC|39. Due to the Covid-19 

pandemic and first National Lockdown restrictions imposed on the UK (which took place between March 

and June 2020, although the majority of the university’s buildings remained closed until after August 2020), 

the exhibition was presented virtually to the examiners and the viva voce undertaken remotely over a video 

conferencing platform. The Experimental Studio (hereafter, ES) space is made available by the current Baltic 

Professor, Andrea Phillips, to Northumbria University staff, students, and associates to “try out artistic and 

curatorial ideas over a short timeframe” (BALTIC, undated). 

The context for the development of the exhibition therefore was physically determined (by the dimensions and 

access to the pre-existing space of the ES within an institutional building; and by the stipulations to present a 

‘work in progress’, and as a condition of use: to contribute to a collaborative programme of (free) public events 

in 

192 Alchemy and Natural Philosophy developed in parallel during the 17th Century, but where the sciences advanced 
by sharing knowledge, alchemy undertaken in secret did not become modern chemistry. In the phrase made famous 
by Isaac Newton, “If I have seen further it is by standing on the sholders [sic] of giants” (Turnbull, 1959: p. 416). Yet 
paradoxically, Newton collected an extensive library on alchemy but warned Robert Boyle to “maintain high silence” on his 
own alchemical experiments (Harford, 2020).

203 for example, see the furore surrounding Maggi Hambling’s (2020) Sculpture for Mary Wollstonecraft which, rather 
than depicting ‘mother of feminism’, philosopher Wollstonecraft, was surmounted by a doll-sized, naked female figure 
intended to represent an ‘everywoman’.

214 This PhD-viva exhibition was intended to be a synthesis of the research, not a synoptic re-presentation of earlier 
work.
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addition to holding the exhibition itself. Together then, the exhibition + event would exemplify the ‘three frames’ 

(detailed in chapter 4) equating to ‘degrees of agency’ in ‘The City’ – from passively to actively experienced.

While the event aspect was not developed further due to Covid-19 restrictions, it is relevant to note here its 

early influence on the development of the physical form of the exhibition. Dr Martyn Hudson’s masters students 

were looking for a venue for an assessed group assignment – at that time they intended to recreate the Velvet 

Underground’s first gig522. The first objective for the design was therefore a reconfigurable set of components 

which could be joined to form a ‘room in room’ for the viva voce examination and separated to stage the 

performance/ event. An initial collage – combining aspects of Antonello da Messina’s (1475) painting St. Jerome 

in his Study with Interior Architect, Ben Kelly’s Hacienda Nightclub623 (1982) – summarised the intent at this 

stage of the design process and provided a graphic to BxNU with which to promote the exhibition before it was 

actually designed (fig. 1.16). This requirement for physically reconfiguring the components of the intervention(s) 

was dropped quite quickly as Hudson’s students wanted a larger capacity venue where they could recoup some 

of the costs, but the sequential process of transformations – quotation, recombination, rotation, subtraction – 

thus remained metaphorically; as a partly-systematic/ partly-intuitive process with which to (de/re-)construct the 

object: ostranie (defamiliarization) increasing the affordances and potential for (re)appropriation.

St. Jerome in his Study (fig. 1.17) has become a much-cited architectural trope724. The most famous and 

reproduced painting of this scene by Antonello da Messina (c. 1745) depicts St. Jerome at work, sitting in 

something that seems bigger than a single piece of furniture, but is also not quite a room. Rather, it is almost 

like looking into a Renaissance version of a cutaway section from the Eagle comic. A sense of interiority is 

conveyed not by the study itself but through its framing, by an arch in the painting’s foreground. Jerome’s white 

225 Improbably, this was a three-song set – their more poppy There She Goes Again, followed by the lyrically much 
darker songs Venus in Furs, and industrial/ drone-based Heroin – supporting a surf-guitar band at the New Jersey Summit 
High School in 1965 or, even more improbably, the first filmed performance at the Delmonico Hotel’s steak house to the 
43rd annual dinner of the New York Society for Clinical Psychiatry.

236 See http://benkellydesign.com/hacienda/

247 Florian Beigel and Philip Christou/ Architectural Research Unit referred to their self-supporting plywood walls for 
the short-lived fit-out of Central House, Aldgate, as ‘Jeromes’ [“Jerooms”?!] These created deep, liminal zones, defining 
studio spaces and enclosures for design reviews in the Sir John Cass School of Art, Architecture and Design (2012). These 
panels were later salvaged by architecture students and temporarily reconfigured and reconstructed to form the café and 
shop for the Kanal Brut (2018), Kanal-Centre Pompidou, Brussels within the former Citröen-Yser garage.
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fig. 1.17 Antonello da Messina (c. 1745) 
St. Jerome in his Study
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fig. 1.18  
Sebastian Messer (2020) 
A Specific Object I 

The view from the entrance to the Experimental 
Studio.

timber, plywood, mirror (produced digitally)
[grey board, white pasteboard, foamcore]
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sleeve and the pages of the book he is reading are at the centre of the painting and are the focus of our gaze. 

Considering the flattened perspective of the spaces depicted beyond this, it is clear the study is not central but 

on the periphery of this volume; we are approaching a semi-private space from ‘behind’. 

My PhD-viva exhibition takes as its title A Specific Object, Donald Judd’s singular form description for a plurality 

of (manufactured) objects and the spatial relationships between them. However, in other, fundamental ways, it 

differs from Judd’s minimalist meaning. Judd supressed the expression of the object’s manufacture so as not to 

interrupt the flow of the viewer’s gaze and intrude on their aesthetic contemplation. Here the expression of the 

tectonic construction is important to the ‘reading’ of the interventions and their ‘apprehension(s)’825.

Unlike Donald Judd’s or Robert Morris’ objects, the interventions here are not self-similar/ self-referential – the 

audience’s experience is intended to be narrative (spatially) – which makes the exhibition perhaps closer to an 

installation than the quasi-autonomous, minimalist, objects in space. Two of the interventions [or two parts of 

the installation] are based on the ‘unit’ of a standard sheet of plywood (2440 x 1220 mm) used whole or halved 

– horizontally, vertically, or diagonally. [The plywood ‘unit’ is cut into only once, where the bricked-up arched 

doorway in one wall of the ES is reproduced in outline and ‘opened up’ as a reference to the framing/ viewing 

device surrounding Jerome’s study in da Messina’s painting]. The third part, a 1:20 scale model of the ES [and, 

the hyper-real ‘site’ of the (unrealised) exhibition in the following images] is based on the dimensions of the 

International Organization for Standardisation A1 sized ‘unit’ (594 x 841 mm: ISO 216: 2007 trimmed paper 

sizes – A & B series). The design(er) draws on critical theoretical texts and visual references and an iterative 

process of de/re-contextualisation to synthesise these as spatial encounters and experiences. Therefore 

the ‘specific object’ of contemplation is not just the assemblage – the existing venue’s volume, structure and 

surfaces + the material artefacts + the spaces (between the venue and artefacts, and the volumes contained 

within the artefacts) + the viewer’s encounter (with the objects, and with other viewers) – as advocated by 

minimalists, but also the imaginaries and narratives of ‘The City’ and, in fact, the spatialising of the concept of 

the metaphor itself, or ‘The City as…’ 

After Sonit Bafna (2008), this thesis proposes an architectural experience requires ‘code-switching’: that 

is architecture both exemplifies its function (in this way, it is representational, but is not necessarily literal/ 

figurative) and also is expressive of ‘something’ other than its function: “it gives ‘body’ to the concept of ‘mind’.” 

258 I return to this theme at the end of this exegesis in the post-viva Coda, Towards a Syncretic Architecture, a short 
essay outlining the evolution of these ideas into my ‘provocation’ for the Material Poetics MArch studio in 2020-21.
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(Basu & MacDonald, 2007: p. 9).

Entering the ES implies to the viewer/ audience they are approaching the intervention from ‘the back’, just as 

we trespassed on St. Jerome at work in da Messina’s painting. This forms the uncanny sense of being out of 

place, or in the wrong place – in a private (and hence interior) rather than a public (exterior) space. A(nother) 

presence is momentarily conjured by a mirror reflecting the lower half of the viewer’s own body, disconnected 

from a square of light framed at eye-level (fig. 1.18). The proportions and positioning of openings are scaled to 

the measure of the human body. As we move around, we realise the ‘frame’ is not, in fact, a two-dimensional 

plane. It defines a gestalt volume, self-similar to the volume that contains it/ it frames (fig. 1.19). 

To create for the viewer/ audience the apprehension(s) of a ‘back’ and a ‘front’ to/in the intervention – or a sense 

of ‘posteriority’ and ‘anteriority’ – which can be ‘read’ from both the viewer’s approaches and the surfaces of 

the intervention, the timber stud framing is exposed and faces towards the viewer (who occupy the interstitial 

spaces between the intervention and the ES gallery walls), while uninterrupted plywood surfaces line the interior 

of the volume. The simple construction and mundane materials are familiar and might even raise the questions, 

is ‘it’ just a temporary hoarding around something else? If not, then is ‘it’ finished, still being made, or perhaps ‘it’ 

is in the process of being dismantled?

To avoid a mere caricature of the original sources, or fixing on one prescriptive ‘reading’ of this volume, e.g. as 

representational of the inside of Jerome’s study, or as the view out from an apartment window, I decided against 

including anything obviously scalable, equivalent to the figuratively narrative vitrines for PlayToon other than the 

1:1 ‘units’ of material themselves, or overtly displaying any other ‘products’ produced during the research.

Some of the first year Master of Architecture (MArch) students in the Performing Architectures studio (2019-

20) had been discussing and contrasting the traditional [Western?] ‘hierarchy of materials’ with the alternative 

sensibility of Wabi Sabi; an aesthetic appreciation of the imperfect, impermanent, and incomplete. In the first 

semester, they deliberately misapplied to 1:1 scaled interventions, physical qualities and mechanical properties 

that cultivated a dependence on ‘care’ in trying to maintain their use and which materially documented touch 

and wear of their surfaces [although by Easter 2020 suddenly our discussions of patina and the polishing 

smooth of marble Saint’s feet by pilgrims’ kisses seemed anachronistic and even rendered poignant as all 

shared surfaces are now sanitised after every use to control the spread of Covid-19.] 

Drawing on Clare Bishop’s observation of Installation Art which typically presents ‘real’ materials directly, rather 
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this page:

fig. 1.20  
Sebastian Messer (2020) 
A Specific Object I (foreground)

timber, plywood, gold leaf
[grey board, white pasteboard, foamcore, 
photographic images]

previous  page:

fig. 1.19  
Sebastian Messer (2020) A Specific Object 
II (on far left of the image) 
& A Specific Object I (right)

timber, plywood,vinyl (graphic)
[grey board, white pasteboard, foamcore, 
photographic images]
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than representing them illustratively; Nigel Coates’ description of the axiomatic (and Conceptual Art-inspired) 

narrative approach of James Wine’s SITE to the designs for the BEST supermarket chain (fig. 1.21) “in their 

adherence to the physical substance of the [commercial shed]” (Coates, 2012: p. 85); and my own memory of 

a school visit to an art gallery and being instructed to sit on the floor beneath a religious icon to see its surface 

texture and experience how this would reflect guttering candle light [plus a visit to the Belvedere Museum during 

the Northumbria University architecture study trip to Vienna in October 2019 to see Gustav Klimt’s (1907-8) The 

Kiss]; I proposed to use gold leaf as a finish to the plywood lining (fig. 1.20). Viewed directly, this juxtaposition 

heightens the awareness of both materials at 1:1 scale, and the metallic surface would reflect a directionless/ 

‘sourceless’ light926. The second part of the installation is the most figurative, reinterpreting the anamorphic 

269 For me, this ‘non-specific’, reflected illumination then also alludes to the unseen ‘alien’ in the car boot in the film 

fig. 1.21  
SITE New York (1984) BEST Inside/
Outside Building, Milwaukee
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distortion which I first experimented with at TRAVERSivE (2016), and the oblique approach of PlayToon’s 

Repo Man (dir. Alex Cox, 1984), also quoted-visually by Roger Avery and Quentin Tarantino in Pulp Fiction (1994); the 
illuminating content of the briefcase is “whatever the viewer wants it to be” (Quentin Tarantino interviewed by Howard Stern 
in 2003, quoted by imdb.com.) 

 Angus MacPhail and Alfred Hitchcock’s concept of the ‘MacGuffin’ describes a plot device which motivates 
the protagonists’ actions, e.g. the briefcase, but is of only incidental interest to the audience. In the Material Poetics 
studio (2020-21), the term ‘MacGuffin’ has become used to refer to an artefact (typically infrastructurally-scaled) which 
fundamentally is unaltered over time, but the context in which it is located changes (physically, economically, socially, 
etc.), and therefore the meanings which can be ‘read’ from the artefact are also changed by the audiences’ contextual 
perceptions of it. Exemplary of an architectural MacGuffin, is the Apollo Pavilion, Peterlee (1969-70), by the artist Victor 
Pasmore. Pasmore is widely cited (for example, see the 20th Century Society, undated) as having described the pavilion 
as “a free and anonymous monument”, “in which to linger on which to play”, whose rationale would be created by the 
residents of the Sunny Blunt estate where it is located. After 1978 it was subjected to vandalism, lack of maintenance, 
and in 1981, a residents’ campaign for its demolition. Confronted by these residents in 1982, Pasmore said the pavilion 

fig. 1.22 Visitors to Interior (curator: Iñaki 
Ábalos) at the Spanish Pavilion, Venice 
Biennale ‘Fundamentals’ (2014).

author’s photograph.
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(2014) ramp-plinths. Unlike those plinths, which sought to create a sense of the skater’s body-space-movement 

for a gallery audience, here the oblique approach (a sense of acceleration conveyed by the spatial compression 

between the first intervention and gallery wall and the diagonal ‘warning’ markings on the floor), plus the use of 

the halftone graphic, destabilises the convention of the static viewpoint in order to ‘activate’ the (art) ‘spectator’. 

While the anamorphic graphic does resolve visually from a static position (as Fig. 1.22), the image itself is of a 

continuous narrative, so there is not a focal point on which the viewer’s gaze can settle (fig. 1.23).

Mounted at eye-level on the wall opposite the first intervention, the third part of the installation is a 1:20 scale 

model of the ES (fig. 1.24). It provides an abstracted, aerial perspective of the space in which the viewer is 

standing. However, this god-like view is disrupted by the (now vertical) ‘floor’ of the model replaced with a mirror 

(fig. 1.25). This encompasses the actual space of the ES and reflects the viewer within it, thus completing the 

narrative sequence, balancing the interiority of the gallery space and the abstraction of the architectural model. 

Alluding back to Ben Kelly’s treatment of the Hacienda nightclub in the original collage, the structural grid of the 

building, that frames and gives proportion the interventions, is treated with industrial super-graphics. 

In answer to the initial ‘hypothesis’, “could the profession of architecture expand its field of operations by 

looking to examples of non-architects ‘getting things done’?”, is both “yes” and “no”. Self-evidently it could, in 

that there are lots of examples of both architects and non-architects doing things in the built environment. The 

‘theoretical’ answer is that it would not. Those examples are ‘tactics’ (after Michel de Certeau, 1984), contingent 

on and reactive to a situation. While it is clearly possible to taxonomize examples of ‘pop-up’ and temporary 

architectures, spatial activism and appropriations of the use-value of public spaces (see Awan et al., 2011, and 

Berman & Burnham, 2016) these are ‘fixes’ but do not address the underlying issues. Inevitably as an architect, 

I am interested the multitude ‘performances’ of architecture, but at a fundamental level [and after 20+ years 

calling myself an architect] I wanted to understand what architecture ‘is’. [I am reminded of Douglas Adam’s 

(1979) Hitchhiker’s Guide to the Galaxy. The answer to life, the universe and everything is… 42. But what is 

the question?] In different ways, Flora Samuel’s (2018) Why Architects Matter and Awan et al.’s Spatial Agency 

(2011: p. 43) question the value of the title ‘architect’ for limiting of the transformative potential of architecture.

now belonged them to do with as they saw fit. Having endured, and perhaps therefore become ‘unseen’ by the residents, 
contemporary art projects raised its public profile and the pavilion was restored in 2009 (Apollo Pavilion, undated). Its 
physical relationship to the Sunny Blunt estate has not been altered, but the way it is perceived has transformed. Perhaps 
it now fulfils the role envisaged by Pasmore?
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fig. 1.23  
Sebastian Messer (2020) 
A Specific Object II 

timber, plywood, vinyl (graphics)
[grey board, white pasteboard, 
foamcore, photographic images]
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fig. 1.24  
Sebastian Messer (2020) 
A Specific Object III

white pasteboard, foamcore, mirror
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fig. 1.25  
Sebastian Messer (2020) 
A Specific Object III

1:20 scale model of the Experimental Studio, 
viewed from above.

white pasteboard, white foamcore, mirror 
(produced digitally)
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Part 1 : The Artefact is not Knowledge
 
We had better start with some definitions: first, by ‘artefacts’ I mean the results of any 
creative practices. These can be tangible, such as a neighbourhood, a building, a 
phone, or a map. They can also be intangible, like a play, or music, a theory, or religion. 
Secondly, what do I mean by ‘knowledge’? Let’s start by saying knowledge means know-
how. We can find things out by doing them; that’s personal knowledge. We can be taught 
and learn things; that’s procedural knowledge. And we can derive an understanding of 
things by argument and logic; that’s propositional knowledge. These are how we come to 
acquire know-how. But buildings and music, or even computer algorithms, are not (yet) 
sentient, and so cannot ‘know’. We might say books contain or ‘carry’ knowledge in words 
and pictures, in other words information, so let’s try that definition again. Knowledge 
is what you do with information. But can an artefact BE information? That’s a more 
interesting question.

Archaeologists can infer a lot about our ancestors’ lives and societies from the material 
remains they left behind. But these artefacts were not designed or intended to carry 
information. The knowledge is derived by other processes. Recent programmes like Neil 
MacGregor’s BBC Radio 4 series, “The History of the World in 100 Objects”, and David 
Olusoga’s BBC2 series, “A House through Time”, use artefacts as a metonym or emblem 
for a grand narrative, but the social histories they describe are not encoded in the actual 
artefact.

The art historian Christopher Frayling (1993/4) set the tone for this discussion. In a short 
‘position paper’ for the Royal College of Art he attempted to outline the relationships 
between art and design practice(s) and research generating knowledge. His argument 
pivots around intent. He notes artists’ distinguished bodies of work are awarded honorary 
doctorates, not research degrees. He does suggest future artefacts could be designed 
to communicate knowledge, but questions if this would still be recognised as ‘capital-A’ 
Art, or just a by-product of some other, yet-to-be defined discipline (see also Steven 
Scrivener, 2002).

For academics identifying as practice researchers there are institutional requirements 
to provide a meta-description for their work. The artefact and its text-based explanation 
lean against each other for support. This is the basis of the practice research PhD, which 
contributes to knowledge and practice (implying they are distinct). If we think about the 
processual or developmental ‘sketch’ in a design process, this can embody or unlock a 
new idea for the individual designer. It may not communicate the same, or indeed any, 
information to someone else unless it is ‘translated’ into a common form of notation (e.g. 
the orthographic drawing). So the first part of this problem is not just the intention of 
the designer/maker/producer/performer, but also for the audience/user to decode that 
intention. Some degree of agency therefore must be ascribed to the artefact for it to be 
information.

A further problem then arises through that three-way relationship. Steven Scrivener 
defines a work of art as offering possibilities rather than certainties, the ‘knower’ (artist or 
audience) interact with the artefact to produce interpretations, not information. Returning 
momentarily to historians Neil MacGregor and David Olusoga, the artefact is catalytic and 
their interpretations are metaphorical. 

Architect and theorist, Jeremy Till (2007) proposes architectural knowledge may partly be 
found in a building-artefact, but knowledge is also in the processes leading to a building, 
its representations, the theories the architect draws upon, the interpretations of the 
audiences-users, and in the ‘life’ of the building in use. In other words, architecture (and, 
in the context of this essay, all knowledge) exceeds just the artefact (figs. 1.26 & 1.27).

The following two-part essay, was written in May 2019 and 
January 2020 for FOLD, a student-led ‘zine produced at Newcastle 
University. Part 1 was first published in FOLD (issue 005). FOLD’s 
purpose is to critique, promote and engage with opinions and 
issues across the school of architecture and beyond the walls of 
the studio.

fig. 1.26 (above) & 1.27 (right) 

Joe Chandler (2017) Silent Bar

The Silent Bar for one patron creates the 
wordless intimacy of an exchange between 
‘Joe the barman’  and a ‘regular’. The Silent Bar 
was housed in a 1:10 scaled reconstruction of 
the room in which it was located (being used 
as a cocktail bar during the event). However 
the brief relationship created exceeded the 
physical enclosure’s ability to communicate the 
behaviours.

The Silent Bar was one of three ‘reception 
rooms’ created by MArch students for 
“Experiments in Happiness”, an immersive 
live event by artist, Amy Lord during The 
NewcastleGateshead Late Shows 2017.

photographs: Sebastian Messer

tacit knowledge is not that which 
simply goes unstated... it is what 
cannot be said in order to be 
understood.
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Part 2 : The Artefact is Knowledge
In part one of this essay I considered the arguments against the artefact as a form of 
knowledge. In this article I will debate the extent to which the opposite position could 
be true. To misquote Martin Mull’s memorable simile, we consider if “writing about 
architecture is as illogical as dancing about music”? (fig. 1.28).

One can easily think of examples in which we use artefacts to produce and communicate 
knowledge without any accompanying meta-description. For example, everyone travelling 
on the London Underground can derive knowledge from Harry Beck’s schematic 
Tube Map… once they have learnt how to interpret the coloured lines and black dots. 
Simon Patterson’s The Great Bear (1992) disrupts the text of the Tube Map’s coding, 
nevertheless we can still recognise the artefact and ‘read’ most of the information. 

So why should a building be fundamentally different?

Jeremy Till (2007) cites Bruce Archer’s (1981) definition of research as a “systematic 
enquiry whose goal is [communicable] knowledge”. Till concludes architects’ decisions are 
not necessarily the result of systematic enquiry and evaluation. So, the underlying issue 
he was describing is not the artefact as a form of knowledge, but the artefact as a mode 
of research.

For architects there are different levels of research (from the ‘just good enough’ for 
specification to the ‘original contribution’ of a PhD) and different types of knowledge. 
For example, studio tutors implore architecture students always to draw the context; 
to make explicit through diagrams their site analysis, parti etc.; and to document their 
design’s evolution in sketchbooks and through sketch models. These more mechanical 
and archival activities must be demonstrated by the student for assessment (and, 
hopefully, to inform and enrich their creative design process, rather than merely being 
tick-box requirements undertaken to appease nagging tutors!) With greater experience 
these exercises can become internalised ways of thinking and ‘tacit’ knowledge, enacted 
subconsciously and inferred through their application (e.g. designing a house with 
bedrooms facing east and a dining room facing west).

We also need to remember that an artefact can be either (or both) tangible – a thing, like 
a building – or intangible – a practice or process... such as design. Tim Ingold asserts tacit 
knowledge is not everything which cannot be articulated or, in the above example, which 
simply goes unstated (or rather, undrawn). Instead tacit knowledge is what cannot be 
said in order to be understood. An apprentice acquiring a skill or craft must reflect on and 
correct their actions consciously. The master craftsperson works ‘out of mind’; through 
their tool or instrument, with their material, and in their environment. Their corrections are 
subconscious, their performances are fluid; the result of an assemblage of body + tool + 
material + environment.

Can we use this concept to help us to consider a building-artefact as knowledge too?

In the relatively straight-forward example of relating the building’s orientation to the 
uses of its rooms – knowledge in the building-artefact is nevertheless complex and 
multi-faceted; it could be understood functionally (a cooler bedroom facilitates sleep), or 
symbolically (waking with the sunrise). 

Albena Yaneva (2005) asserts architects acquire “knowing through scaling” - rythmically 
rather than schematically. The architectural design process encompasses the scale of the 
city (or even the cosmos!) and the scale of a 1:1 detail; occupation of a building’s ‘hollow’ 
insides and, the relationships of the building-as-an-object to other objects in space. 

Buildings spatialise socially-constructed practices: the dining room basks in the warm 
glow of an imagined sunset, but only if you expect to eat your main meal of the day in 
the evening. As well as fulfilling a function and responding to a physical context, building-
artefacts are imbued with meanings (or information about societal norms and 

the client’s and the designer’s milieu; the state-of-art of the maker’s craft; the building’s 
users, and; reciprocally with the ‘viewer’, the person who is interpreting the artefact). 

Although the building-artefact is rich in information, it is not a machine which can be 
reverse-engineered to definitive parameters and original inputs. We ask too much of the 
artefact to provide us with linear (‘script’-like) explanations or causation. However we also 
ask too little of ourselves if we fail to recognise or reject the different types of knowledge 
which the building-artefact exemplifies.
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Bernard Tschumi recalled seeing Lucinda Childs’ 
performance, “All at once this extraordinary 
thing happened when you were looking at her 
cutting across this space diagonally, her body 
became the wall, the space of the stage was cut 
in two, diagonally.” (Jamieson, 2017. p. 21)

image source: http://www.robertwilson.com/
einstein-on-the-beach

fig. 1.28 

Robert Wilson (1976) Einstein on the 
Beach
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Chapter 2: Situating Concepts

2.1 Practice Research as Paradigm

Understanding Practice Research

This first chapter maps the development of the emergence, theorisation and terminology of Practice (as) 

Research, also sometimes called the “Performative Turn”. Practice is now widely accepted administratively by 

universities as a research methodology. However this literature review suggests practice research has not yet 

achieved universal academic recognition as a distinct paradigm, separate from qualitative research. 

‘Creative Practice as Research’ or ‘Research through/ by Creative Practice’ or ‘Practice-Based/ Practice-

Led Research’ (or the many derivatives thereof), has a 35 years history in the Anglosphere. For simplicity, 

“Practice Research” (after Rachel Hann, 2015) will be used henceforth as a collective noun for the full range of 

activities which use [a] practice as [a] research method. This section will briefly outline that history; define the 

broad context of Practice Research; seek to establish a consistent terminology; and focus on those aspects of 

methodology specifically relevant to this Thesis.

In the second part of this chapter we sketch out the parameters of the production of architecture between the 

processual, the artefactual, and the perceived. These are not discrete ‘sites’ (to use Gillian Rose’s term, 2001) 

but combinatorial. This is developed through a discussion of the multiple apprehensions of architects Ludwig 

Mies van der Rohe and Lilly Reich’s German pavilion for the Barcelona International Exposition, 1929.
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SM I think it is important having a clear set of ethics or morals... Maybe where people become 

compromised is if they don’t do that and things escalate or things just happen; fortuitously or  

un-fortuitously [sic]?

JH I would agree with that... Whilst I will say that you look out for opportunities and take advantage 

of certain situations that arise, there will always be an underlying ethics of responsibility there.  A 

lot of people I don’t think are very honest about that, or they hold back from stating that, but I think 

that everyone acts in a quite opportunistic way, particularly artists, because they have to. That’s the 

nature of the game, the profession, or whatever you want to call it.

SM The whole social art scene seems to become a sleight of hand. Where you take money from 

the ‘arts pot’ to cover up for the gaps in austerity, and things which ought to be funded socially and 

through Local Authorities but are actually not being. The extent to which they are not being, then is 

a bit disguised.

JH You can see that in what Newcastle City Council is doing in terms of their offer for arts and 

culture and funding, it’s just not good enough. I’m sorry, it’s not good enough; it’s not good enough 

in terms of the work which is being produced and the kind of artists that are being commissioned; 

it’s not good enough in terms of social change, social and political change, so it’s not doing 

anything; it’s just ‘community art’; just some workshops with some kids. And perhaps artists are 

not the best people to do that, maybe youth workers are?! I think art should be about asking the 

questions, not providing the answers all of the time.
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A Brief History of Creative Practice as ‘Research Method’

In the mid-20th Century, there were three streams of Higher Education in the UK. Universities predominantly 

provided scholastic, theoretically-aligned education; Polytechnics provided more vocational education; and 

Art Schools provided education through practice, more akin to the apprenticeships of historic craft Guilds 

(although Christopher Frayling (1993/4: p. 4) posits the separation after 1837 of Schools of Art and Design 

from Universities was an “institutional accident, not a conceptual statement”). A two-tier qualification system 

operated between 1965 and 1993 with Universities entitled to award Degrees and the Council for National 

Academic Awards (CNAA) accrediting Degree courses in Polytechnics (and Art Schools from 1974). In the latter 

part of the 20th Century these streams converged with many Art Schools merging with Polytechnics, in turn 

converting to ‘new’ Universities after 1992. Disciplines and vocations that had not previously had theoretical and 

research infrastructures (which underpin the natural sciences in the ‘ancient’ and ‘red brick’ Universities or the 

social sciences in the ‘plate-glass’ Universities formed in the expansion of higher education in the 1960s and 

1970s), were suddenly being judged by the same measures. Funding was allocated from central government 

in proportion to Universities’ performance in the four Research Assessment Exercises between 1992 and 2008, 

and subsequently by the Research Excellence Framework from 2014.

Ironically, given Art Schools had the ‘longest journey’ to converge with Universities, in advancing their own 

terms for research, Fine Arts practitioners seem to have been the most clear-eyed and fleet-footed adjusting to 

this paradigm shift. Meanwhile Architecture, the general-arts-based discipline most closely associated with the 

scholastic University stream from the 1960s, has largely failed to articulate a distinctive territory of research in 

the Higher Education landscape. I have advanced possible reasons for this in the Introduction (see also Dye & 

Samuel, 2014, and Samuel, 2018). Although different aspects of Architecture obviously could be aligned with 

the epistemologies of other fields and disciplines – such as physical and material science, or with history – one 

telling, unintended consequence of not framing research in discipline-specific terms is it is deemed more valid 

research to write about someone else’s work than undertaking the original architecture which is being written 

about.

It is clear undertaking and writing about creative practices as research method is still some distance from 

achieving a ‘stable’ form equivalent to the empirical ‘scientific method’ (if, indeed it ever should or ever will). 

However research conducted across Australasia analysing successful Theses demonstrates a convergence 

around three or four variants emerging organically (see Appendix A). The structure of this exegesis is therefore 
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informed in particular by Linda Candy (2006) and Jillian Hamilton & Luke Jaaniste (2010) analyses of Masters 

and Doctoral level Theses.

Tom Jones draws a distinction between ‘capital-R’ R/research (first-hand enquiry) and references, which he 

defines as the selection of information “necessary for [the artefact’s] production from secondary sources” (1980: 

p. 92). (He also notes the temporality of this definition – that today’s research becomes tomorrow’s reference – 

implies a progression of/ in knowledge.)

Jones (1980) asserts,

While Leonardo da Vinci’s drawings pioneered anatomical research, any work an artist does now in this vein 

can only be reference material, the study of anatomy having progressed far beyond what can be observed 

by the unaided eye. Additionally the medical skills now required are so specialised that they are unlikely 

to be possessed by any artist. Indeed, given current scientific understanding, it is difficult to conceive that 

much research into subject-matter (in the sense in which it has been defined relative to… [George Stubbs’ 

anatomical studies of animal dissections, or John Constable’s drawings and paintings of cloud formations, and 

to]… Leonardo da Vinci) is possible nowadays.

Jones’ point is the divergence of epistemologies between the arts, and natural and social sciences and the 

specialisation within disciplines, mean R/research today by artists is much less likely to be in/ of specific subject 

matter, such as anatomy or meteorology. Rather the research which artists now undertake is more likely to be 

in how the subject matter is perceived (1980: p. 92). Christopher Frayling (1993/4) concurs; the concept of art 

[and design] as research tends to be applied, where knowledge is used for a particular purpose (or application), 

and in action research, documenting and reflecting on the process(es) and practice(s) of the artist-practitioner-

researcher.

Steven Scrivener (2002) however argues that it is not the primary purpose of either the art-object/ artefact or 

the process of its making to gain knowledge and communicate it. Instead he suggests the art-object should be 

understood as a catalyst for sensory experience(s) and a prompt for multiple, alternative ‘apprehensions’ in the 

audience. This suggests the significant role of the spectator to complete the art/work (see also Mitchell, 1995). 

As the artefact is not an explanation in and of itself, it requires linguistic description relating the development 

and nature of the artefact to understandings about the creative processes involved. That linguistic description 

explains the innovation embodied in the artefact, although the explanation cannot fully be understood without 

reference to and observation of the artefact.
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Scrivener asserts artefacts – books, maps, artworks, etc. – store information which only become knowledge 

when the information is extracted and understood. By comparing the London Underground “Tube Map” with 

Simon Patterson’s “The Great Bear”, Scrivener proposes the defining characteristic of a work of art is to “offer 

hypotheses or possibilities [for the viewer/ audience/ spectator], rather than conclusions or certainties.” Or, 

put in another way, Barbara Milech & Ann McGann state, “art tells us something that can be expressed only in 

metaphor… neither directly stated nor predicted/ shaped, but rather found through non-linear ways of making/ 

understanding, in the creation, reading/ viewing” (2016: p. 111). Geographers, Rob Kitchin & Martin Dodge 

(2007), might disagree with Scrivener there is such a fundamental, ontological difference between Harry Beck’s 

“Tube Map” and Patterson’s “The Great Bear”, this argument is examined later in this Chapter. 

Nigel Cross (1999) and Jeremy Till (2008) assert there should be no ‘special pleading’ for the discipline of 

architecture (which Till describes as “myth one [or] architecture is ‘just’ architecture”) that puts it beyond 

analysis or commonly accepted definitions of research and rigour. Conversely however, Till argues that 

architectural production does have its own essential characteristics and discipline-specific procedures and 

a knowledge base. Presenting the field of architecture as if it is no more than a spectrum “along a line from 

the arts to sciences and then [slicing it] into discrete chunks, each of which is subjected to the methods and 

values of another intellectual area…” undermines the purpose of architectural research when “… architecture 

forgets what it might be in itself” (this is “myth two [that] architecture is ‘not’ architecture”). Till agrees with 

the administrative understanding of practice research – implying recognition as a methodology rather than 

a paradigm –and which therefore requires a written exposition. He states an artefact (the building) does not 

communicate (all of) the knowledge it embodies (thus, “myth three: designing a building is a form of research in 

itself”). However Till would appear to contest Scrivener’s statement that “the proper goal of visual art research 

is visual art” (2002: p. 2 of 5, emphasis added). He states, “A ‘good’ building is not necessarily good research 

and good research may lead to ‘bad’ buildings…”. A building is often described as ‘good’ because it fits into 

a particular canon, but does not necessarily contribute original or significant knowledge. Equally buildings 

resulting from good research may be described as ‘bad’ because they do not meet the canonical expectations 

for aesthetics, tectonics or even typology. Till concludes, “Of course ‘good’ buildings dominate architectural 

culture, which means that the research lessons from the ‘bad’ buildings are hardly ever transferred” (2008: p. 2). 

I will in due course return to the topic of rigour in qualitative and practice research and question if there really is 

a commonly-accepted definition.
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Like Scrivener, Brad Haseman (2006) believes the ‘practice’ in Practice Research must be the primary activity 

and form of engagement of the researcher. However, Haseman goes much further than the academics 

previously cited who made the case for practice as research methodology. He argues practice as research 

should be recognised as an emergent, third research paradigm, which he terms ‘Performative Research’. 

‘Performative Research’ would not collapse multiple and contradictory realities he suggests but, as Scrivener 

puts it, does “offer hypotheses or possibilities, rather than conclusions or certainties” (2002: p. 8 of 5), thus 

celebrating the “plurivocal potential” for “the knower and the known [to] interact, shape and interpret the other” 

(Haseman, 2006: p.7 of 12). Indeed, it is this quality which we shall go on to see is most germane to practice 

research’s rigour.

Haseman proposes, “The research outputs and claims to knowledge are made through the symbolic language 

and/ or [material] forms of their practice.” (ibid: p. 4 of 12). To be able to assess performative outcomes 

requires the research to be experienced directly (‘co-presence’) or indirectly (asynchronously). Typically when 

performances are experienced asynchronously this is via audio and/ or video recording, which raises as yet 

other, unresolved questions with respect to the role of the viewer and ‘audiencing’ in completing an art-work; 

the different [aesthetic] experience(s) of watching a recording versus a live performance; and the intervention 

of another medium (merely substituting the production of another interpretative artefact instead of a written 

explication).

 To be research as well as practice, Haseman asserts the performative act has to accomplish an effect 

[although it may be more accurate to say ‘to be practice as well as research, it has to accomplish an effect’]. He 

proposes two illustrations of symbolic performances: a marriage declaration, and the naming of a ship. In both 

instances, the declaration is not describing an action, it is the pronouncement itself which is the act. However, 

Judith Butler (1993: p. 171) argues examples such as these are less an ‘act’ generating knowledge than a 

performative discourse (i.e. an enactment and negotiation) of power. Authority does not lie in the actor/ subject 

and with the unique performance of the act, but it is in the ‘citation’ (referencing/ repetition/ re-enacting of all of 

the precedents for this instance) which confers authority also on to this instance of the act127. 

271 Judith Butler (1993 [2011]: pp. 160 – 164) proposes the alternative example of Baptism. The naming ceremony 
is an ‘imitation’ of the ‘initial act’ of God naming Adam. This signifies initiation into the Christian religion by conferring a 
‘Christian name’. Unlike Adam however, the Baptism is communal, the ‘casual link’ of the name is ‘fixed’ to the individual 
in its repetition by the community. Butler asserts the Baptism is also producing the community. By attaching the given 
Christian name to a patrilineage it secures continuity of kinship and, she argues, the transmission through time of power-
differentials between the sexes.
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Demonstrating Rigour 

Daniel Fallman & Erik Stolterman (2010) suggest ‘disciplinary anxiety’ arises where there is a discontinuity 

between practice and research. Education in art, design and architecture up to Master’s level typically focusses 

on learning to be a practitioner rather than to be a researcher. They imply there are tensions for practitioners 

between the relevance - interpreted as applicability and accessibility - and the rigour of research - defined as 

validity and reliability (for example, see Fallman & Stolterman, 2010: p.267, and Silverman, 1993: p.145). The 

most relevant research, in Fallman & Stolterman’s terms, will have the greatest ‘impact’ for and on practitioners. 

This is research initiated in the given practice and carried out through practices familiar to practitioners.

“[Practice] researchers construct experiential starting points from which the practice flows… to see what 

emerges.” (Haseman, 2006: p. 4 of 12). Sophie Hope states,

… running through practice-research is [a common thread] where methodologies emerge because of the 

practice, rather than prior to it… This does not mean the process is any less rigorous, rather that the theory 

and analysis come at different points within the practice [research]... Intuition and improvisation stem from 

tacit practices that have been practised over time. The researcher-practitioner is able to draw on knowledge of 

previous iterations of practice… (Hope, 2016: p.77 emphasis added)

According to Elliot Mischler, the idealisation of validity, obscures all of the endeavour, creativity, pragmatism, 

and uncertainty of doing science; the craft of the experimental researcher; the skills passed down in the 

laboratory; and the tacit knowledge built up by the act of doing (1990: p.417) behind the scientific method. 

He proposes instead ‘validation’, which he describes as the processes by which the researcher’s claim is 

warranted, and by which others evaluate the ‘trustworthiness’, rather than the ‘truth’, of that claim. 

While the positivist paradigm still broadly frames much of the language and evaluation of academic research 

generally, Patti Lather (1986) argues that claims to ‘neutrality’ and/ or ‘objectivity’ serve only to obscure the 

researcher’s values and tacit assumptions, thus reinforcing existing privilege and legitimising class, race and 

gender inequalities. She asserts in this post-positivist era the researcher has a responsibility to acknowledge 

and make explicit their values to themselves, to their research participants and to those who read their 

research. Lather advocates research “which advance[s] emancipatory theory-building through the development 

of interactive and action-inspiring research designs.” (1986: p.64, emphasis added).

The empirical-scientific methodology uses a ‘top down’ approach of hypothesis-testing and deductive 
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reasoning to guarantee the validity of the result as logically conclusive (until proven otherwise). By contrast, 

social sciences will use a mixture of deductive and inductive, ‘bottom up’ approaches of generalization from 

experience and theorising patterns to say what is most likely to happen in a given set of circumstances. 

Deductive and inductive logic are self-contained. They cannot offer any new findings which are not contained 

in the initial argument (Kolko, 2010: p. 20). John Wood (2000: p. 52) suggests abductive inference is more 

common in design - where intuition, then reflection and iteration, rather than logic is needed to (re)solve a 

‘wicked problem’ (Rittel & Webber, 1973: pp. 160 – 167) or in artists’ heuristic creative practices (e.g. discovery 

through making). Abduction is the ‘best guess’ diagnosis of a situation, or the ‘logical leap’ of making sense of 

a large or incomplete dataset. Wood does not elaborate the meaning of abductive inference and therefore he 

may be using it as a synonym for ‘tacit knowledge’, intuition or ‘insight’ [which is problematic, as researchers 

are expected to show their ‘workings out’!]. However, Jon Kolko describes ‘design synthesis’ as the application 

of abductive inference in a design problem context. Kolko proposes synthesis is the result of three acts, 

prioritizing; judging; and forging connections (2010: p. 21).

Rigour in Practice Research

As previously discussed, practice research will lead to multi-various interpretations. James Haywood Rolling Jr. 

(2010) suggests that (arts-based) Practice Research is not primarily validated by a triangulation of methods 28 

but what he calls an ‘ephemeral construct of validity’ (ibid. p.109). 

Patti Lather - returning to her self-confessed, “seeming obsession with [the] topic of validity” (1993: p.673. See 

also 1986) - reconceptualises the criteria of legitimisation “grounded in theorizing our practice” and “rendering 

explicit[ly] the discursive space…” (ibid: p. 674, emphasis added). She proposes a validity of transgression 

to counter the ‘standard’ validity of correspondence (inferring causality), which is not then a prescription of 

authority that maintains disciplinary claims to represent objective reality, but rather to “foster differences and 

let contradictions remain in tension.” (ibid: p. 679). As Christopher Frayling asserts, perhaps only half-jokingly, 

“the artist isn’t in the business of unambiguous communication” (1993/4: p. 2). Instead of validity arising from a 

28 Triangulation (employed as a metaphor) is a technique to establish the ‘trustworthiness’ of the results by 
approaching the same subject with different sources. Denzin (1978, cited in Lincoln & Guba, 1995, pp. 305-306) states 
sources include: methods of collection; independent teams of researchers; or competing theories. Triangulation originated 
as an attempt at demonstrating greater accuracy, by countering the ‘patterns of distortion’ in one source with another 
(Deising, 1972, also cited in Lincoln & Guba, 1995, pp. 305-306). But in practice, Triangulation can demonstrate Validity, 
but not Reliability: the clock which keeps time inconsistently, but shows the approximately correct time on average, is valid 
but not reliable.
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correspondence between thought/ idea and object/ ‘objective truth’, Lather outlines her ‘framings’ of validity as 

illustrative of the situational, ephemeral and discursive generation of authority that, “interrogate representations” 

(Steve Woolgar, 1998, quoted in Lather, 1993: p. 676). “My scandalous categories and the exemplars I have 

recruited as provocateurs of validity” Lather states, are “self conscious[ly partial]… embod[ying] positionality 

and a tentativeness which leaves space for others to enter.” (Lather, 1993: p. 683). 

The methods which she describes are straight-forwardly qualitative. It is their representation – as discursive, 

incomplete, arriving at multiple conclusions – which is an attempt to communicate textually (the) multiple 

‘apprehensions’ of meanings rather than a singular, linear, ‘knowable knowledge’, yet without rejecting entirely 

the concept of validity as belonging only to the positivist paradigm.

Drawing on Lather’s (1993) concept, Rolling Jr. suggests transgression rather than correspondence as  

(t)his measure of validity, where the ‘transgression’ relates to the limits or boundaries of disciplinary practices. 

Tentatively, he proposes ‘transgressive’ equivalents to Internal329 and External430 Validity by which arts-based 

inquiries can demonstrate rigour.

Rolling Jr. proposes an Iterative Validity, where the serial nature of arts-based studio practice itself 

demonstrates the thoroughness of the inquiry through “self-similarity of variations on a concept over time” 

(2010: p. 101, emphasis added). Recognising studio practice as research methodology in its own right, counters 

Tom Jones’ [much earlier] concern that “doing something to see what happens” (1980: p. 92) lacks the requisite 

objectivity and systematic process of enquiry to be considered formally an experiment, and therefore research.

It is problematic for practice researchers to demonstrate an External Validity, ‘generalizability’ or predictive 

validity which, in art and design would imply a forgery! Rolling Jr. proposes Interpretative Validity, which would 

evoke and reference multiple readings of - or responses to - a singular observation or concept as a type of 

triangulation and therefore the criterion demonstrating the researcher’s ‘trustworthiness’. 
293 Internal Validity In positivist research, validity is an inference of causality. That is, by demonstrating a correlation 
between input and output after controlling or randomising all other variables. Internal Validity is demonstrated empirically 
by the Falsification Principle (Popper, 1959, quoted in Silverman, 1993: p.145) by testing and discounting alternative 
hypothesis describing the phenomenon under investigation.

304 External Validity is predicated on the axiom of generalizability. This assumes the research is ‘neutral’ and the 
findings are independent of time and research setting. Lincoln & Guba (1995, pp. 305-306) propose there is a degree 
of conflict between demonstrating Internal Validity, which requires control of the test conditions, and the generalizable 
applicability of the research outputs out-with the same condition.
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Reconciling academic rigour with creative practices as research methodology can still appear as if one is trying 

to translate into an unfamiliar language, or to borrow an evocative phrase from Alice Berridge, “…like trying to 

cram a large jellyfish into a jam jar.” (quoted in Ravelli et al., 2013: p. 410). To conclude this section it may be 

instructive to turn to sociologist, Paul Trowler (2013), whose work in educational research observing creative 

practitioners provides an ‘outsider’s’ perspective on the distinctive features of Practice Research. He describes 

this as having three ‘dimensions’ which distinguish it from other research paradigms.

1. Purposes: orientations to research

The goals of practice research can be different, being more ‘personal’, developmental or change-orientated; or 

heuristic and exploratory, for example, in relation to processes or materials.

2. Processes: plurality of methods

Trowler’s creative-practitioner research participants stress the importance of ‘playfulness’ in disrupting routine 

processes to provoke novel ways of seeing and making. Tina Cook (2009) refers to this as the “messy turn”. 

Research through art and design is not seeking answers to pre-determined Research Questions or linearly 

hypothesis-testing. The process is dialogic – between practitioner and the material or artefact(s) – and the 

research emerges heuristically, from the doing of the practice. (We will return to, and elaborate on, the concept 

of the dialogical in chapter 3.)

3. Products:

While it could be disputed this is a unique or defining characteristic of practice research, Trowler asserts 

the outputs of creative practice are often aimed towards a specific audience or client. He interprets this – 

generously – as engagement and ‘impact’; as the “starting point rather than a taken-for-granted final step.” 

(Trowler, 2013: p.64). However, he also evokes Marcel Duchamp’s term, the rendezvous with the artefact, 

or as Scrivener refers to it, ’apprehensions’, which attributes a kind of relational agency to the art-object and 

acknowledging the role of the spectator/ viewer/ audience in the completion of the creative act. 
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AS I’ve been reading Rebecca Solnit for some solace; live as if the world were just, even though it 

isn’t yet; live as if it were equal before it is; so what would it look like to practice as artists as if the 

power didn’t lie in the hands of the rich? What would that look like if we just started doing stuff and 

not paying for it?

SM Is that not what we do anyway? I’m in a privileged position; I work for a University... so long 

as I’m ticking “output” boxes they don’t really mind what those outputs are. But a lot of what we 

do, because it is self-motivated, it’s got to be like that. You’re doing it for free and you’re kinda 

assuming that other people will think that is worthwhile as well.

AS I was meaning like, taking resources… “Well I’m sorry, but the trees didn’t belong to anybody, 

that’s a fiction created by the powerful in a previous cultural context so, I appreciate this is 

inconvenient for you and you might have to call the police, but they don’t actually belong to 

anybody.” 

SM That’s where you get the cultural differences between colonial powers and Aboriginals or Native 

Americans; such as, Manhattan supposedly being ‘bought’ for a few beads. Whereas from the 

Native American point of view, yes, they’ve been given some trinkets but they don’t own the land [to 

sell it], it’s access to it rather than ownership of it.
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Chapter 2: Situating Concepts

2.2 The Languages of Art

Nelson Goodman’s (1969) “Languages of Art” draws on logical semantics to study and compare forms of art in 

order to address the question of validity, “why can a painting be faked but a piece of music or poetry cannot?” 

(ibid: p. 112). Goodman distinguishes between the former (painting) as Autographic – in which the history of the 

artwork’s production is a fundamental criterion of its authenticity – and the latter (music, poetry) as Allographic 

– where the artwork is based on a notational system or scheme enabling it, the artwork, to be reproducible. 

The Autographic artwork tends to be single-stage (i.e. in which the painter or sculptor etc. themselves directly 

make the final piece of work) and produced as a unique artefact, although none of these are defining factors 

or pre-requisites of Autography. For example, prints and casts are both two-stage processes which can be 

produced in multiples, and do not necessarily require the artist themselves to undertake all (or any) of the 

stages of fabrication of the work. In the example of the print, what is important for authenticity is the copperplate 

or woodblock etc. from which it is made. A high-quality reproduction may have greater fidelity than an original 

print but it remains a representation of the artwork; it does not become it. The Autographic is primarily defined 

by not being an Allographic artwork, namely artworks based in a (widely accepted) notational system (a 

‘score’) or a scheme (a ‘script’). The axiomatic examples of an Allographic artwork are found in the European 

musical tradition. Prior to audio recording technology, notations and scores were developed as a means of 

asserting authorship and facilitating the documentation, communication and transportation of temporally-based 

artworks. It is not the manuscript written in the composer’s hand which defines the artwork (although this may 

offer academic and aesthetic interest), but the “sameness of spelling” (ibid: p. 115, original emphasis) that 

separates this sequence of notes from another. Goodman suggests reading a musical score is a mechanical 

process and at best a different aesthetic experience from performing or listening to a musical performance. 

I would tentatively suggest there are composers and musicians who are able to ‘hear the score’ in the same 

way a written text can be read silently. Music education researcher, Edwin Gordon, coined the word, ‘Audation’ 

to describe ‘hearing’ music in the mind’s ear, analogous to visualisation by the mind’s eye531. As neuroscience 

demonstrates the plasticity of the brain to develop and reinforce new neural connections it would seem at least 

a plausible hypothesis that Synaesthesia can be partly learnt. Conceptually the notion of Synaesthesia, in which 

one sensory or cognitive phenomenon is experienced simultaneously and automatically as a second, or more 

315 see https:/giml.org/mit/audition/
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than two, different cognitive or sensory perceptions, also seems important in relation to the appreciation of 

works of architecture.

The experience of architecture

Goodman distinguishes between the architect’s processual, development drawings and final visualisations, 

both of which he terms ‘sketches’, and technical drawings intended to demonstrate regulatory compliance or 

to specify what and where particular products or processes are used. A competent builder can be expected 

to apply typical details, and material and workmanship samples are approved on site rather than written 

down, so the latter are ‘script’-like, that is, a scheme rather than a system of notation, as they do not specify 

exactly every situation. It is not possible to ‘transcribe’ a definitive version of these drawings from a finished 

building so Goodman suggests architectural production currently is ‘transitional’ and ‘hybrid’, and implies a 

hierarchical arrangement of the Autographic ‘sketch’ and the Allographic technical drawings (in that order), both 

in turn subservient to the Autographic building. This interpretation of architecture and the work of architects is 

problematic however.

As Robin Evans (1997, quoted in Bafna, 2008: pp. 535-6) notes,

I was soon struck by what seemed to me to be a peculiar disadvantage under which architects labour, never 

working directly with the object of their thought, always working at it through some intervening medium, almost 

always the drawing, while painters and sculptors, who might spend some time on preliminary sketches and 

maquettes, all end up working on the thing itself which, naturally, absorbed most of their attention and effort.

Challenging Goodman’s (1969) and Evans’ (1997) assumptions about the relationship between drawing 

and architectural experience, Sonit Bafna (2008) cites the critical responses to Ludwig Mies Van Der Rohe’s 

(hereafter, Mies) brick country villa/ ‘Landhaus in Ziegeln’ (1924). The Landhaus was one of five unbuilt projects 

prepared by Mies for exhibitions or competitions in the early 1920s, and through which he evolved a radically 

different conception of architectural form and space. Only two drawings of Landhaus are known and only 

photograph(s) of those drawings survive, the originals were lost632. One of the two drawings shows a ground 

floor plan; the second shows a perspective view. While the former drawing is more typically  

(de)notational, it is nevertheless illustrative rather than a scheme as it is too incomplete to be used for 

specification or construction purposes. Bafna also notes a number of discrepancies between the plan and 

326 The drawings were reproduced in Mies’ office in 1964/5 for Werner Blaser’s (1965) Mies van der Rohe: The Art of 
Structure, but are qualitatively different to the originals (Dodds, 2017: pp. 2&3).
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the perspective. Despite, or because of, the scarcity of information and the apparent inaccuracies and 

incompleteness of these two drawings, the Landhaus has been critically acclaimed as a work of architecture. 

Note this acclaim is not the aesthetic appreciation of the drawings themselves either for their drafting skill or 

as artworks, which might be the case if they were preparatory sketches for a painting or a plaster for a bronze 

sculpture, but of the object (building) depicted. Bafna argues the critics are not imagining the building – filling in 

the gaps to visualise a completed object – which he terms the “folk theory of architectural reading” (2008: pp. 

541 and 546). Rather they experience simultaneously the drawings as artefacts and surfaces and perceive the 

content of the drawings – the marks on the page interpreted as a plan and a perspective – to construct a mental 

apprehension of the work (to borrow Scrivener’s psychologically-derived term, 2002). In other words, the critic 

or viewer extracts knowledge of the architect’s intentions from the interplay of the artefact in front of them and 

the depiction of the artefact/ in the ‘paper space’.  

The composition of the plan on the page is read into the critics’ interpretation of the plan itself. Three broad 

lines, extending to the edges of the paper, are read as walls extending – notionally – to infinity and ‘containing’ 

the landscape (represented by the blank surface of the paper). The asymmetrical composition and dynamic 

distribution of lines counter-balances the horizontal line extending to the left edge of the page with an 

increasing density and thickness of lines to the right ‘pivoting’ about the two, displaced lines which extend 

to the top and bottom edges of the page. Reading this composition, which could never be comprehended 

by standing in a building with this layout, Colin Rowe perceives the plan of the Landhaus as disintegrating, 

having neither a single focus nor a centre (1976, cited by Bafna, 2008: p. 542). The interior of the Landhaus 

(which is not depicted at all) is described by Wolf Tegthoff (1985, cited by Bafna, ibid: p. 542) as the nucleus 

from which, “brick walls reach… in all directions… and defines it with exclusive reference to the viewer inside.” 

Bafna proposes that these two drawings do not depict an architectural experience, but an actual architectural 

experience is created or constructed by associations in the mind of the critic or viewer. That is, the aesthetic 

experience of what we call ‘Architecture’ is metaphorical. The choice of the perspective view, from a low angle 

looking upwards, positions this drawing in the familiar genre of the time for depictions of conventional (and 

aspirational) villas. Careful composition and rendering emphasises the qualities of the free plan, ‘gravitating’ 

around the massive, two-storey ‘fireplaces’ (we infer), and continuous horizontal planes and surfaces that 

Mies’ is developing from Frank Lloyd Wright’s (FLW) ‘organic’ prairie houses, which in turn were inspired by 

FLW’s fascination with Minka, traditional Japanese houses. Therefore, even without reference to Mies’ own, 

subsequently built, work the Landhaus can still be located within an architectural lineage or body of knowledge.
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Considering further the example of Mies’ Landhaus, we can describe the physical properties of the artefacts 

as two-framed, landscape format drawings, which represent – in the conventions of orthographic projection 

(plan) and perspective – a proposal for a suburban villa. The rendering of the perspective implies the qualities 

of a particular material, while showing it used in a novel way, which might only be apparent in relation to the full 

title, ‘Landhaus in Ziegeln’: that is, in brick. The composition of horizontal and vertical elements are emphasised 

by the hatching. This we interpret as recessed joints in horizontal mortar courses (because we are told it is 

brickwork), juxtaposed with unhatched parallelograms, which we then interpret as expressing the edges of 

concrete floors. The depiction exemplifies a set of architectural idea(l)s. The distribution of solids and voids, or 

dark lines and white ground, imply continuity between ‘inside’ and ‘outside’, or built form and landscape; and the 

disintegration of the centralised plan and the concept of separate rooms. Some of these ideas are subsequently 

embodied in Mies’ built work. They are most clearly exemplified by the German Pavilion in Barcelona, which 

ostensibly did not have to house any functions beyond the experiencing of itself. 

The Building that Ate Ideas

The German Pavilion in Barcelona provides Remei Capdevila-Werning’s (2009) exemplar with which to 

discuss authenticity in relation to the production(s) and artefact(s) of architecture733, by reference to Goodman’s 

Allographic and Autographic classifications of the ‘sketch’ and the notational drawing in architecture. 

Constructed in 1929 for the International Exposition, it stood for only nine months before being demolished in 

January 1930. Like the Landhaus it was known and disseminated thereafter principally through photographs 

(the sixteen prints made by the Berliner Bild-Bericht company), although some drawings also survive. Between 

1983 and 1986, Ignasi de Sola-Morales led the (re)construction of the Barcelona Pavilion on the site of the 

1929 German Pavilion. Capdevila Werning considers the multiple ways in which this Pavilion is both Allographic 

337 In her discussion of authenticity, Capdevila Werning also touches on, but does not pursue, a further informative 
illustration of the duality of architecture in relation to Goodman’s “Languages of Art”. Disney’s Fairy-tale Castle(s) draw 
inspiration from a number of European Chateaux and Palaces, but most famously the Royal Palace of Ludwig II of 
Bavaria, Schloss Neuschwanstein, as well as from the castle depicted in Disney’s 1950 animated version of “Cinderella”. 
The Sleeping Beauty Castle (formerly Snow White’s Castle, 1955) in Disneyland Park, California; the Cinderella Castle 
at the Magic Kingdom, Florida (1971) and Tokyo Disneyland (1986); and the Enchanted Storybook Castle in Shanghai 
Disneyland (2016) are not reproductions of their precedents, but simulacra (in Umberto Eco’s definition, they are copies 
without an original). Disney’s Castle(s) - or the 19th Century Schloss of Ludwig II of Bavaria - are not defensive, military 
structures, but are distantly evocative of them. The turrets and crenellations signify ‘castle-ness’, just as ‘greebles’ – finer 
detailing used to make surfaces appear more complex and to create the visual illusion of greater scale – on the spaceships 
in science fiction movies are suggestive of unspecified technologies. Capedevila Werning also questions, but does not 
resolve, Goodman’s suggestion that architecture is in a condition of transition leading towards a ‘mature form’ of notation, 
in which the drawing is recognised as the primary mode of architecture.
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and Autographic. The unique importance retrospectively attributed to the 1929 Pavilion in the history of modern 

architecture – as a built manifestation of the ideas also explored by the Landhaus – was a significant aspect 

of the argument for its reconstruction. Unequivocally then, the history of the Pavilion’s production in 1929 is 

a criterion for its authenticity, and thus the 1986 Pavilion can be considered a reproduction of the original. 

However, Sola-Morales’ team’s archaeological and forensic reconstruction of the pavilion - producing a new 

‘notation’ for it: plans, sections, elevation, details and specification – is analogous to transcribing a score from 

a live, musical performance. In this instance at least, the architecture is (also) Allographic. Furthermore, due to 

the limited construction time and the availability of materials and contemporary understanding of technologies, 

the 1929 iteration did not achieve the Platonic ‘ideal form’ of the pavilion. In the 1929 Pavilion for example, 

painted walls were substituted when marble was unavailable. When Sola-Morales et al. ‘corrected’ these 

‘spelling mistakes’, it could also be argued the 1986 pavilion was the first, true production and the ‘incomplete’, 

temporary, 1929 pavilion was a prototype or a 1:1 scale maquette. 

Some further weight might be lent to the latter argument by Sophia Psarra (2009). In “Architecture and 

Narrative: The Formation of Space and Cultural Meaning in Buildings” Psarra tests Robin Evans’ hypothesis 

(1990: p.65) that multiple symmetries are ‘restored’ to the pavilion by the reflections in the polished surfaces 

(fig. 2.1 bottom) ‘erasing’ the optical obstructions of these walls. “As he [Mies] developed the design, he kept 

drawing the axial line [of the exposition’s plaza and the flight of steps behind] through the plan of the pavilion, 

measuring the asymmetries against it.” (Evans, 1990: p. 56). Psarra proposes two perpendicular axes, similar 

to the ‘walls’ of the Landhaus extending to the edges of the paper, centred on the onyx wall and translucent 

glass box respectively. These axes organise the geometric distribution in plan of the other elements of the 

pavilion, but they are ‘hidden’ from the visitor by the metaphorical centrifugal force, disintegrating the traditional 

and centralised plan. Psarra also identifies the end points of the partitions are aligned diagonally ensuring 

the visual fields of the visitor are framed to create the effect of the reflections ‘completing’ views otherwise 

obstructed by the dividing walls, and also explaining the curious observation that the purchase of the onyx 

block had determined the final dimensions of the pavilion (fig. 2.1 top). Mies therefore creates local symmetries 

with the reflections, and a phantasmagorical perception for the visitor of the pavilion’s full extent versus the 

revealing of the solid planes and volumes interrupting the space. Moving around the pavilion, provokes the 

mental switching between apprehensions of volume and solid, reflection and wall, which is experienced rather 

than comprehended intellectually by the visitor. Indeed, Evans highlights the pavilion’s numerous ambiguities, 

“If Mies adhered to any logic, it was the logic of appearance. His buildings aim at effect.” (Evans, 1990: p.60). 
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His AA Files article is a reflection on his first visit to the (1986) ‘reconstruction’ [his nomenclature] of the pavilion 

with a group of architecture students. He elaborates the different ways in which it was then understood and 

interpreted; 

• as an ‘idea’ from the 1929 photographs and reproductions of original drawings before the reconstruction; 

• the perceptions of the reconstruction experienced physically for the first time; 

• and then the apprehension of it in retrospect, looking at and compiling his photographs and sketches 

made during the visit. 

Evan’s describes how these architectural experiences are all metaphorical: he describes the (reconstructed) 

pavilion thus, as “a building that ate ideas.” (ibid: p. 64). 

By virtue of its optical properties, and its disembodied physicality, the pavilion draws us away from 

consciousness of it as a thing, and draws us towards consciousness of the way we see it. (ibid: p.67)

If the specific site of the 1929 Pavilion is also considered as a criterion of authenticity, an unlimited number 

of instances of the Pavilion could be constructed over the same location in the future! While this is atypical, 

it is certainly not unique in architecture. The 1986 Pavilion, produced from Sola-Morales’ reconstructed 

‘transcriptions’ of notational (and hence, scheme-like) drawings, could be considered an Allographic work with 

only two instances - to date - constructed in 1929 and 1986. That characteristic is shared by Shinto Temples 

which are reconstructed by each generation with the previous, existing Temple, acting as the template for the 

next834. 

Those two examples – one concerned with the aesthetic experience of architecture encoded in evocative, 

non-notational drawings or ‘sketches’, and the other considering the multiple and ambiguous relationship of the 

notational drawing and the built artefact to the concepts of authenticity and reproduction – suggest architectural 

production is hybrid, but is not transitional. It is simultaneously both Allographic and Autographic. It is precisely 

348 Goodman also addresses this point, 

Plainly enough, all houses complying with the plan for Smith-Jones Split-Level #17 are equally instances 
of that architectural work. But in the case of… the Taj Mahal, we may bridle at considering another building 
from the same plans and even on the same site to be an instance of the same work rather than a copy. We 
are not as comfortable about identifying an architectural work with a design rather than a building as we are 
identifying a musical work with a composition rather than a performance.

(Goodman, 1969: p. 221)

fig. 2.1 Ludwig Mies van der Rohe and Lilly 
Reich (1929) German Pavilion, Barcelona

top: Setting-out the final proportions based 
on the size of the onyx wall as proposed 
by Sophia Psarra.  

bottom : From a static 360˚ vantage point 
almost the whole of the pavilion is visible 
directly or as a reflection on the surfaces of 
the polished stone walls and opaline glass 
light box.

Redrawn by the author from a plan of the 

reconstruction by Christian Cirici, Fernando 

Ramos, Ignasi de Sola Morales, Arquitectes 

[available at: https://miesbcn.com/wp-content/

uploads/2014/04/planol-planta.pdf] and figs. 2.4 

(a & b) and 2.10 (a & b) in Sophia Psarra (2009) 

Architecture & Narrative. 

The size of the grid is disputed, usually given 

as  between 1.0 and 1.09 m (although Evans 

suggests these may be an average). The plan(s) 

on the right were drawn with a regular 1.09m 

grid. 

Robin Evans notes, “...the basic 110-centimetre-

square paving grid looks regular, but in fact it 

adapts to local events. Varying between 81.6 

centimetres and 114.5 centimetres, it adjusts 

to the dimensions of the very elements it 

supposedly ordains. [Wolf] Tegethoff discovered 

this from a drawing made by the pavior, 

which had dimensions on it. Nobody sees the 

difference. The unyeilding abstraction was 

secretly tailored, and measured equality was 

sacrificied for the sake of apparent consistency.”  

(1990: p. 60).

This may explain why the diagonal axis 

proposed by Psarra, from the top right to lower 

left corners of the pavilion - intersecting with 

the right hand side of the onyx wall and the 

apparent intersection of the vertical, secondary 

axis and diagonal between the bottom right and 

top left of the pavilion, and the left hand side of 

the onyx wall - does not ‘work’ in my drawing. 
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the code-switching, rather than the medium (the drawing, the model, or the building) which is defining of an 

aesthetic architectural experience. For Bafna (2008) however, it is not just this dual reading – of artefact and 

content – which makes an experience architectural, inherently it also requires the mechanism of metaphor. The 

plan of Mies’ Landhaus is not a De Stijl artwork, but it is redolent of one. 

Goodman distinguishes between the ‘denotive’ or ‘representational’ and the ‘formal’ or ‘decorative’ expression 

in artworks. Expression in artworks is metaphoric and culturally constructed. (He illustrates his point with the 

example of the author Aldous Huxley’s encounter with some ‘cheerful’ music in India in 1926, “…I confess… I 

was unable to hear anything particularly mournful or serious, anything especially suggestive of self-sacrifice in 

the piece.”) So Goodman concludes, architecture may exemplify its function, but can only express something 

other than itself. Citing the architect Richard Sheppard in a footnote935, perhaps Goodman pre-empts the 

postmodern turn away from material abstraction, exemplified by Mies’ designs for the ‘Landhaus in Ziegeln’, 

towards the figuratively self-referential and decorative in architecture (or the ‘ducks’ and ‘decorated sheds’ 

identified by Denise Scott Brown), and the later ‘narrative architecture’ of NATø and Nigel Coates discussed in 

chapter 3.

359 Sheppard’s article (1967) repudiates Nikolas Pevsner’s criticism of post-war modern architecture, which Pevsner 
label’s as “Expressionist”, self-aggrandising, architectural monuments (while also rebutting Pevsner’s “passing… side 
swipe” at his practice’s designs for Churchill College, Cambridge). Through his critique, using Pevsner’s own definitions, 
Sheppard highlights the inconsistencies between Pevsner’s exemplars, which Sheppard says, confuses “the functionalist 
theory” and “the machine aesthetic”. While not entirely rejecting either architectural ‘styles’ generally, or ‘functionalism’ 
- as one category by which to assess ‘good’ architecture [as opposed to just ‘good’ buildings] – he points out obvious, 
fundamental flaws in both the planning/ space utilisation and acoustic and solar environmental control in canonical 
buildings, for which both he and Pevsner still express admiration.

Curiously, Goodman builds the above argument - architecture may exemplify its function, but can only express something 
other than itself - on only a couple of short paragraphs in the original article: 

In his [Pevsner’s] talk he seemed to consider that Expressionism originated with the works of Poelzig, Gaudi, 
the Mendelsohn of the Einstein Tower, and so on. What then is Expressionism?

By these and other examples I would say it is a statement about the purpose of a building which does 
not arise directly out of the material requirements. It may be an attempt to express a mood – gaiety and 
movement as in the whirly little Comedy Theatre, Berlin – or even ideas about astronomy and relativity like 
Mendelsohn’s Einstein tower, or nationalism like some of Hitler’s architecture. Such a mood or idea, may be 
exhibited in structural terms, or in decorative ones.  (Sheppard, 1967)

Robin Evans (1990, p. 59) rhetorically points out, “…we know what rationality looks like: precise, flat, regular, abstract, 
bright and, above all, rectilinear…The Güell Chapel has none of these attributes…” yet Gaudi “produces a structure wholly 
in compression… This is a rational structure.” 
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An incomplete taxonomy of urban archetypes

This is an abridged version of a paper first presented at the Oslo 
Flâneur Festival (24 - 26 June 2016).

Abstract

Archetypes are symbols used in literature to represent universally-recognisable figures, 
actions or settings. Their characterisation is secondary to an idea or narrative in which 
their role is expositional. At the beginning of the 20th Century Walter Benjamin distilled 
from the 19th Century poetry of Charles Baudelaire a number of new archetypes, 
‘allegories’, or metaphors of modern urban life; most famously the figure of the Flâneur. 
Those allegories are fluid, they elide into one another. In Benjamin’s essays the Flâneur 
reluctantly becomes Detective, both a disguise for apparent idleness and justification for 
detached observation, whilst his poetry is gathered from the street just as the Ragpicker 
gathers up what others discard. The Ragpicker is an unwelcome reminder to the bohème 
of their precarious place in the modern city. Whilst Baudelaire’s terminology is arcane, I 
propose that these modern allegories still have contemporary resonances in the neo-
liberal city.

Introduction

The modern city (a synonym for the society of high capitalism) emerged in Europe during 
the nineteenth century and still frames our right to the city today. Baudelaire provides 
Benjamin with a cast of heroes/ anti-heroes to illustrate the dynamic interdependencies 
between places and occupations created by the processes of industrialisation, 
urbanisation and the origins of consumerism. Benjamin names his archetypes by these 
occupations (although these are not necessarily job-titles) as a short-hand for social 
class, gender and economic relationships. However he is at pains to distinguish them 
from the stereotypes portrayed in contemporaneous “Physiologies”. These purported 
to be guides, for the benefit of the newly urbanised, for navigating the seemingly 
phantasmagorical human zoo; predicting the behaviour of individuals based on their 
social status, job, or appearance. According to Benjamin, they actually exaggerated the 
‘fear of the other’ in order to generate a market for yet more such guides (Benjamin 2006 
p. 69).

By comparison, the archetypes Benjamin identifies are complex; they are anything 
but predictable, they elide into one another, adopting characteristics and motives as 
circumstances dictate. Archetypes are not characters in the sense that fiction would 
seek to create the illusion of a unique personality, rather they strip away the particular to 
identify commonalities. As Benjamin uses the metaphor of “second nature” to describe the 
modern city, it seems appropriate to borrow and stretch the imagery (albeit, sometimes 
with ‘tongue-in-cheek’) to describe his species of this ecological system. This paper maps 
the interactions between habitat and species and between one species and another. 

The paper is divided in three sections. “Location, or beneath the pavement, the beach” 
considers the physical, psychological and sociological characteristics of the three habitats 
described by Benjamin; namely, the street, the arcade and the interior. The behaviours 
of the archetypal figures are responsive to their location. However, which habitats they 
occupy are dependent on their social status, defined by their economic situation, and 
also by gender. The second part of the paper, “Strategies and tactics, or he captures 
things in flight”, explores the interactions between the archetypal figures, which model 
economic and social exchanges. The third part of the paper, “Commodities and space, or 
the shock troops of gentrification” speculates on changing habitats in the contemporary 
city and tentatively proposes species and spaces evolving to occupy gaps in these niche 
environments.

Location, or beneath the pavement, the beach
Henri Lefebvre asserts “every space is already in place before the appearance in it 
of actors… the pre-existence of space conditions the subject’s presence, action and 
discourse, his competence and performance.” (Lefebvre, 1991 p. 57). There is reciprocity 
between type and place in Benjamin’s characters. It is their locations which define their 
actions.

The ‘mise en scene’ is important to our understanding of the allegories. Just as the forest 
in fairy tales can have the character of either or both a trickster or a refuge, so the city is 
neither passive nor benign. Both the forest and the city are worlds-within-worlds in which 
human rules do not always apply.

Benjamin repeatedly evokes the concept of ‘phantasmagoria’ to highlight the illusory 
quality of the urban environment, which he describes as a ‘second nature’. This image 
of the city as mirage was evoked again in Paris, in May 1968 by the Situationist-inspired 
graffiti slogan, “sous les pavé, la plage.” [“beneath the pavement, the beach”].

Benjamin uses the expression “Apachedom” as a synonym for becoming a native of 
the modern city. The word ‘Apache’, deliberately juxtaposed with the urban, reflects the 
exoticizing of the “noble savage” in pulp fiction (Benjamin cites Dumas’ Mohicans de Paris 
as exemplary) where the Native American is a preternatural, almost supernatural, figure. 
Yet Benjamin’s use of the expression implies a symbiotic relationship between character 
and place. Dandies, who as dedicated hunters in the modern city might be considered 
apex predators, are nevertheless tourists, not Apaches. The Apaches, the natives or the 
naturalised of the modern city, can also be the hunted, “the eye of a Prostitute scrutinising 
passers-by [for custom] is at the same time on the look-out for the police.” (Benjamin, 
2006 p. 207). 

Therefore ‘Apaches’, Benjamin’s 
heroes of modernity, are cast 
from the bottom of society, not the 
top.

The Street

It was the rapid expansion and increase of the populations in major cities like London and 
Paris, resulting from industrialisation, which created the conditions of Benjamin’s “second 
nature”. For those newly arrived from the countryside and provincial towns in search 
of the opportunity for a better standard of living, it was the crowds – the shear mass of 
people, the tempo of their movements, their anonymity whilst surrounded and engulfed by 
indifferent bodies – which was a physical and moral shock. 

Like each of the individual passers-by whom come together to form a crowd, the street 
is only one component part that combines with others to create the labyrinthine city. 
The street exposes the divisions of the modern city with an unflinching, Weegee-like 
flashbulb. From the Dandies’ ‘rambles’, to the apprentice spending his pittance on duty-
free wine beyond the city gates, the street is almost exclusively masculine. Consequently, 
in the mid-19th century, it is her location which defines a woman in a public space as a 
Prostitute. 
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The Arcade

The development of the arcades transformed the fabric of Paris. By making the city blocks 
porous, the distinct division of interior and exterior, public and private, was blurred. In the 
dense streets of the medieval city, where pavements were narrow and pedestrians vied 
for elbow room with road users, the arcades created a new environment which prioritised 
the pedestrian and encouraged dawdling. 

The relationship of the Flâneur to the arcades as a mise en scene is one of mutualism 
in which the Flâneur is the obligate partner. Like an Oxpicker bird, who feeds on the 
parasites which irritate a Rhinoceros’ skin but only eat those ticks already engorged with 
the Rhino’s blood, so the Flâneur, a bohemian aspiring to the idleness of the Dandy but 
without means, gains more from the arcades than the arcades’ proprietors and purveyors 
gain from the Flâneur’s presence. As Baron Haussmann’s statist redevelopment of 
medieval Paris swept away many of the arcades, so the figure of the Flâneur, adapted 
to the gas-lit, greenhouse environment of the arcade, faced extinction (if he ever really 
existed). 

Whether a Flâneuse, a female Flâneur, did or could have, existed at this time is 
contested. Bazaars and, subsequently, department stores allowed women of the 
emerging middle-classes into the city unchaperoned and even opportunities to work 
outside of the house in a predominantly female environment. However, this inversion of 
the male (public) and female (domestic) realms does not greatly increase the right to the 
city for women. In the male gaze a woman simply walking in public is still a performance.

Although the act of consumption gave women the pretext to explore outside of the home, 
that Benjamin describes department stores as the decayed form of the arcade, the 
last promenades of the Flâneur, demonstrates what limited freedom of movement and 
experience this actually was (Benjamin, 2006 p.40). Yet, consumption has become the 
raison d’etre of the contemporary city centre and shopping has become the principal, 
urban, leisure activity. 

The Interior

The interior, a synonym for the private apartment, was not merely the proscribed domain 
of women and children, but the space was itself perceived as female in its associations 
with supposedly feminine characteristics. For a man, the interior was a defensible space, 
both a bulwark to the threats of the street and an asylum from the increasing surveillance 
and bureaucracy of the state. As inequalities in income and opportunities widened, so 
the division of interior from street, public from private, required constant vigilance to 
defend against intruders from outside of the home. But it was also maintained as a gilded 
cage with which to stop wife and daughters from straying too far. The interior was a 
womb-like étui, a lined case, in which to protect possessions; the most prized of all male 
‘possessions’ was a virginal (i.e. unused by a man) woman’s body.

Categories of public and private, street and interior, were not only segregated by gender, 
but were also readable in terms of social class. Benjamin states the Collector is “the true 
resident of the interior” (Benjamin, 2006 p. 39), the last retreat for the bourgeoisie from 
the crowd. For the bourgeoisie, the emerging middle classes, the interior displayed both 
their taste and increasing wealth and status to their peers. Yet “the criminals in early 
detective novels are neither gentlemen nor Apaches, but private citizens of the middle 
class.” (Benjamin, 2006 pp. 39-40). This double-bind generates anxiety: about the image 
they project of themselves, as well as the physical security of their families and their 
possessions.  

Strategies & Tactics, or he captures things in flight
For Michel de Certeau, spaces (and systems) are brought about through abstract 
‘strategies’ by dominant or colonializing forces. For individuals or minorities without power 
de Certeau proposes ‘tactics’ subvert their conditions from within. They are capable of a 
plurality of unpredictable actions and results because they do not ‘follow the rules’. 

The Flâneur and the Detective

The Flâneur aspires to the attributes of a “gentleman of leisure”; he affects the idleness 
which only the Dandy can afford (doing nothing is very expensive in a Capitalist society). 
However, as a member of the bohème his status and means are less secure than that 
of the Bourgeoisie; that is the Collectors, purveyors and arcade-proprietors with whom 
he mingles. The Flâneur’s idleness is a badge of honour, but deeply suspicious. If he 
reluctantly becomes detective, then he is given a pretext for his inaction. 

The detective story does not celebrate the criminal, but the criminal’s adversary. In 
contrast to the physiology, which purports to reassure but creates a ‘fear of the other’, 
the detective story proposes an initially disturbing vignette of the city, but ultimately 
offers reassurance. The emotional murderer is apprehended through the superiority of 
the detective’s logical deduction. However the city is a mirage in the detective story, the 
Flâneur is always led to the scene of the crime, “he captures things in flight; this enables 
him to dream that he is like an artist.” (Benjamin, 2006 p. 72).

A Protest Against Modernity

Ironically given the Flâneur is the most modern of the archetypes, he is also a nostalgic, 
even a regressive, figure. At the time Benjamin is describing him, the Flâneur no longer 
exists, swept away by the ‘Haussmann-isation’ of Paris. However, even in Benjamin’s 
description, the Flâneur is ill at ease with modernity. 

In common with the Bourgeoisie he is a beneficiary of capitalism, able to adopt his 
lifestyle precisely because industrialisation has broken the economic link between labour 
and (mere) survival. As a prototypical creative entrepreneur of the service economy, he is 
able to extract surplus value from his poetry. Yet the Flâneur protests against the boredom 
and alienation of the production line “with his ostentatious nonchalance.” (Benjamin, 2006 
p. 157). 

Whereas the Flâneur has an autonomous right to the city, but implicitly protests against 
the means by which this is granted to him, women in the modern city are considered a 
threat to the established, patriarchal order. Women overtly become a commodity in the 
figure of the Prostitute: “In the most graphic sense, as a mass-produced article… the 
individual expression is artificially concealed by a professional one…” through the use of 
cosmetics (Benjamin, 2006 p. 165).

Yet, at least hypothetically, some women are able to assert their agency, albeit only 
in relation to their sexuality. The figure of the Lesbian is one of Baudelaire’s heroic 
exemplars. Their “pure love”, a rejection of pregnancy and family life is, both symbolically 
and in fact, a rejection of [their] commodification. Just as the Collector lifts objects above 
their exchange value by rendering them unusable, so the figure of the Lesbian removes 
her body from the market place by rendering it unobtainable (to men).
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Consumption has been a recurring theme of art throughout the 20th and in the first 
decades of the 21st Century. From Duchamp’s Readymades via Warhol’s celebration 
of multiples, to Hirst’s diamond encrusted skull, artistic practices have been framed in 
relation to the market. As the subject of art became consumption, so the predominant 
form of production has become exchange: whether produced in opposition to it, such as 
Giuseppe Pinot-Gallizio’s Industrial Painting or the site-specific art of the late 1960s and 
1970s (which rejected the commercial gallery as a pre-requisite loci for the recognition of 
the work as art); or to make the connection between art and its exchange value explicit, 
for example Piero Manzoni’s “Merde de l’artiste” (reputedly canned human excrement 
intended to be sold for its equivalent weight in gold, its value rising and falling in parallel 
with the market), Gordon Matta Clark’s “Reality Properties: Fake Estates”, or Santiago 
Sierra’s emphasis on the remuneration of his performers undertaking pointless and 
demeaning tasks (Bishop, 2004 p. 69).

In his essay “Enter the Dragon” Dave Hickey uses Foucault’s comparison of absolute 
monarchy with Jeremy Bentham’s Panopticon A as an analogy for the “’corrupt old [art] 
market’ versus the ‘brave new institution’.” Like Foucault’s King, who requires from his 
subjects only their continuing appearance of fealty, art dealers “traffic in objects and 
appearances” (Hickey, 2009 p. 7). Curators, as custodians of ‘capital-A’ Art, and as that 
art’s interpreters for the public, care about what the artist means (or, with what narrative 
they, the Curators, invest in the work). Beauty sells, says Hickey, so it has no need of 
patronage and the power of the institution and, consequently, the contemporary art 
institution distrusts appearances. In 1996, Hal Foster, quoted by Clare Bishop, issued a 
prescient warning, “the institution may overshadow the work that it otherwise highlights: 
it becomes the spectacle, it collects the cultural capital, and the director-curator becomes 
the star.” (Bishop, 2004 p. 53). Whilst the art institution owes more aesthetically to the 
18th century’s ruinenlust b than to the 19th century interior, the Curator nevertheless is a 
public Collector.

In the contemporary, neo-liberal 
city, there has been a return to 
the private development of public 
spaces

The Privatised Public Realm

Austerity has formed a common economic policy response across Europe to the 2008 
banking crisis bail-out and subsequent recession. These strategies have, in effect, moved 
vast quantities of money and property from public into private hands, reversing the 
citizens’ right to the city advanced in the latter half of the 19th Century and the majority of 
the 20th Century. 

In parallel, sweeping legislation in England allows Local Authorities to impose codes of 
acceptable behaviour with on-the-spot fines. Those unable to pay are criminalised for 
financial transgression and potentially face incarceration without any primary legislation 
prohibiting the original ‘anti-social’ behaviour. 

Commodities & Space, or shock troops of gentrification
Benjamin’s allegories transubstantiate. They personify forms of exchange, between 
people and commodities, which occur in the capitalist market and in which they are both 
complicit (with the strategy) and resistant (through tactics). Thus the Collector divests 
commodities of their exchange value and replaces this with a connoisseur value. The 
objects he collects, which Benjamin calls “souvenirs” (the double-meaning in French, of 
both ‘keepsake’ and ‘memory’, is deliberate), acquire infinite value to the connoisseur – at 
least, for a period – precisely because they have no use-value to him. Collectors lift the 
object out of the market place. The “souvenir” is a fetish: it transcends its original purpose 
and takes on the qualities of idolatry. 

The DJ and the “Experience Economy”

The first 47 pages of Nicholas Bourriaud’s 94 page pamphlet “Postproduction” draws a 
meandering line from the disc jockey, the DJ, back to Marcel Duchamp’s Readymade 
sculptures. “The issue [for the artist]” he states, “is no longer to fabricate an object, but to 
choose one among those that exist and to modify these according to specific intention.” 
(Bourriard, 2002 p. 25).

The DJ as a contemporary allegorical figure, shares with Benjamin’s Collector the 
expertise of the connoisseur and his instincts to acquire and hoard. However, the DJ also 
needs to display his expertise and, like the Flâneur-Litterateur, he is forever in search of 
a market. With the methods of the Ragpicker, the DJ creates exchange value from “… 
the history of music by copying and pasting together loops of sound, placing recorded 
products in relation to each other.” (Bourriard, 2002 p. 18). A DJ is applauded not just for 
his mechanical dexterity, but for his creative recycling and recycled creativity.

The remixer has become more important than the instrumentalist, the rave 
more exciting than the concert. (Bourriard, 2002 p. 35)

Digital technologies have separated content from medium; ‘dematerialised’, stored as 
bits in rented ‘cloud space’, they can be accessed anywhere (anywhere, that is, with wifi) 
through a range of devices. The “experience economy” (Bishop, 2004 p. 52) replaces 
goods with personalised spectacle and the new art institutions are a rarefied analogue of 
that wider service economy. Unencumbered by the deadweight of a historical collection, 
the art institution is marketed as a ‘laboratory’ or ‘art factory’ for accessing do-it-yourself 
works-in-progress. (“’Laboratory’ in this context does not denote psychological or 
behavioural experiments on the viewer, but refers instead to creative experimentation 
with[in] exhibition conventions.” (Bishop, 2004 52n2).) The audience is invited, or coerced, 
into participating with each other in the creation of the artist’s event.

The institution and the curator

Bourriard (2002) proposes contemporary artists since the 1990s have found “the 
dominant visual model [for art]… closer to the open-air market, the bazaar, the souk, 
a temporary nomadic gathering of precarious materials and products of various 
provenances”. Just as “the Ragpicker fascinated his epoch” (Benjamin, 2006 p. 54) 
so “recycling (a method) and chaotic arrangement (an aesthetic) have supplanted [the 
aesthetic of] shopping, store windows and shelving” (Bourriard, 2002 p. 28) exemplified 
by Jeff Koons’ vitrines (rendering mass produced, household appliances as unique as a 
holy relic). 
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The City as Entertainment Machine

Skateboarders are the Apaches of the neo-liberal city. In common with that earlier Apache 
of the pavement, the Prostitute, the skateboarder uses his body experientially. Whilst 
the skateboarder finds new affordances for the street and experiences the city through 
his direct, physical engagement with its surfaces and planes, he does not confront the 
strategies of the neo-liberal city. His chosen tactics would be to seek an accommodation 
with the security guards or to appropriate an under-used ‘spot’ where he can exercise 
his skill undisturbed c. Skateboarders traverse the streets on a circuit of such ‘spots’. The 
streets between ‘spots’ are mostly of little interest to him. Thus, as the Flâneur was to the 
arcade, the skateboarder is the Oxpicker bird of the street and the urban plaza.

Skateboarders are unwittingly the “shock troops of gentrification”, in the phrase Ocean 
Howell borrows from Rosalyn Deutsche d. Skateboarders’ occupation of “the left-over 
spaces of modernist planning…which symbolise [egalitarian space] not through overt 
iconography but through… expansivity…” (Borden, 2001 p. 188) activates a space (or 
recuperates it from those even lower in the socio-economic order; that is, the homeless or 
the drug-addicted).

The skateboarder’s nocturnal counterpart, the urban explorer, enacts the Situationist’s 
‘experiment’ to “…open the Metro at night after the trains stop running.” (Marcus, 1989) e. 
Walking a fine line between civil trespass and criminal damage, her use of infrastructures, 
construction sites and derelict buildings transform (private) exchange value to (public) 
use value. For the duration of the urban explorer’s occupation, and in the “souvenirs” she 
collects (photography, video and memories) to evidence her excursions, she reclaims the 
privatised, public realm temporarily.

Conclusions 

This paper updates Benjamin’s allegories for our contemporary urban conditions and 
uses of the city. It considers how two hybridised habitats have emerged from neo-liberal 
capitalism and the service economy. The art institution is a place of cultural production, 
an ‘art factory’ where artists, artwork and audience are interchangeable commodities. The 
institution is a public interior and the curator-director is a public Collector.

The privatised public realm is a simulacrum of the street. The developers are subsidised 
by the state through its capitalisation of a fixed asset, and the privatised public realm 
physically manifests international investment capital. Construction work, typically the 
most physically demanding and dangerous work in the contemporary city, is transmuted 
into clean, electronic money as the privatised public realm is exchanged ‘off plan’ before 
it is even realised physically. For non-oligarchs, the change in ownership from public 
to private reverses the right to the city. Without the consent of the citizens, the crowd is 
disenfranchised and permitted only the limited access to the city of the consumer. 

The figure of the skateboarder uses tactics of compromise to access the city, not as 
consumers but for their own purposes while still avoiding conflict. However, they become 
the dupe of the developers, who uses their presence to scout out and then attract 
investment to run down spaces before excluding them in the process of gentrification. The 
urban explorer who, in common with the skateboarder, experiences the city through the 
physicality of her body, protests against the privatised public realm, temporally reclaiming 
these spaces for her unmediated enjoyment rather than a scripted spectacle in the city 
‘entertainment machine’ f. 

Endnotes 

a A design principal for creating an ordered society humanely (in prisons, schools, hospitals 
and poor houses). Order is maintained through the anticipation of constant surveillance so, ultimately, 
the inmate internalises that surveillance. Consequently the individual is ‘reformed’ (or alienated).

b See Dillon, B. (2014) Ruin Lust: Artist’s Fascination with Ruins, from Turner to the Present 
Day. London: Tate Publishing.

c For example, see Jeffries, M., Jensen, A., Messer, S., Swords, J. (2012) ‘Playing out: 
The importance of the city as a playground for skateboard and parkour’, Bank Street College of 
Education’s Occasional Papers – “After School Time” special edition. Iowa, USA.

d in ‘Representing Berlin’ in Deutsche, R. (1998) Evictions: Art and Spatial Politics. 
Cambridge MA: MIT Press. p. 151.

e Anon., “Projet d’embellissements rationnels de la ville de Paris” Potlatch no. 23 (Paris, 
October 1955), reprinted in Potlatch 1954-1957, pp. 177-180, translated by Adam Crawford 
in Marcus, Lipstick Traces, pp. 410-411. Citation from Sadler, S. (1998) The Situationist City. 
Cambridge MA: The MIT Press.

f “…the city is no longer industrial engine, or even “growth machine” but rather an 
“entertainment machine”.” (Howells 2005 p. 38) attributed to Molotch, H. “The City as a Growth 
Machine,” American Journal of Sociology, 82/2 (1976): 309-32 and Nichols Clark, T., Lloyd, R., Wong, 
K.K. and Jain, P. “Amenities Drive Urban Growth: A New Paradigm and Policy Linkages,” in Nichols 
Clark, T. ed. (2004) City as Entertainment Machine. Oxford: Elsevier, 2004 p. 302.
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fig. 2.2  
Sebastian Messer (2016) 
An Incomplete Taxonomy of Urban 
Archetypes (the final iteration)
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Chapter 3: Precedents of Practice

3.1 The Researcher’s Communities of Practice

In order to situate the practice, the first part of this chapter of the exegesis outlines the themes (sections i – iii) 

and approaches (sections iv – vi) which underpin it and have influenced me. The second part briefly details 

methodologies and methods. In this chapter, ‘the city’ is used as a proxy expression for all built environment(s), 

characterised as much in performative terms as in temporal or geometrical-spatial relationships following the 

relativist ontological position proposed in chapter 2.1. 

We theorise the city ‘strategically’, as abstract representation(s) which can be read, and then ‘tactically’, as it 

comes into existence through enactment ‘in the streets’. We turn to counter-cartographies as a methodology 

for uncovering life-worlds and alternative use-values of the city. Then we focus on the field of Children’s 

Geography, which has emerged in parallel with children’s rights, and consider the (‘small-p’) p/politics, 

agency and identity formation in relation to the city and their position within it. For advocates of children’s 

rights, the position of children and young people in society is equivalent to that of European women before 

first-wave feminism in the mid-19th and early 20th Century. In the final segment of chapter 3.1 we return to 

representations of the city and consider architecture as both media and subject.
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‘Reading the City’ introduces the concept of ‘The City’ as emblem for the public realm; site and 

symbol for contesting public freedoms and commons versus private ownership and controls. The 

‘view’ is (small-p) political, but inherently so, as it literally and metaphorically frames our worldview. 

‘The City’ is, in part, a manifestation of power structures and power struggles, in Michel de 

Certeau’s terms (1984), between top-down, strategic management and bottom up, resistant tactics. 

The ‘Right to the City’ is not liberty for one individual to access urban resources, but it is the right 

to participate collectively in transforming the fabric and the life of our cities and, in the process of 

shaping them, so transforming ourselves and our societies. 
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i. Reading the City

A (con)textual definition of ‘the city’

This first segment outlines M. Christine Boyer’s metaphorical understanding of the city as [a] ‘text’. She 

suggests the city is a physical manifestation of society and a repository of collective memory which can be 

‘read’. Boyer’s city is ‘written’ by the actions of state players – monarchs, churches and governments, by 

professionals, and by industrial and commercial imperatives. For evidence of individuals’ agency in the city we 

have to look elsewhere.

The actions and writings of the Situationists between 1957 and 1962, and parallel developments of thought by 

Henri Lefebvre, from the Right to the City in 1968 to The Production of Space in 1974, have been re-evaluated 

and gained considerable academic traction since the 1990s when much was translated and published in 

English for the first time. Lefebvre proposed the concept of the ‘Right to the City’ as a right to, “urban life… to 

places of encounter and exchange, to life rhythms and time uses, enabling the full and complete usage of these 

moments and places etc.’’ (Lefebvre, 1996 [1968]: p. 179, first emphasis added, second emphasis in original 

text). 

The City as ‘Text’

M. Christine Boyer (1994) proposes the philosophy of rationalism and the mode of scientific enquiry, following 

the age of enlightenment and in the late modern era, fundamentally changed our understanding of what 

constitutes knowledge and, hence, also our ‘reading’ of the city as a manifestation of society. The introduction 

of the concept of objectivity into the field of history, from this period excluded myth and storytelling as ‘valid’ 

forms of knowledge, prescribed or repressed lived traditions and symbolic representations in the city. A link 

can be inferred from the common etymological root of the words ‘city’ (the Latin civitas) and ‘civilisation’ 

(via the 16th Century French civilisé) and between the urbanisation of societies and progress in intellectual 

rationality, contrasted with, “rurality, and… peasant life gripped by nature and the sacralised earth full of 

obscure powers…” (Lefebvre, 1996 [1968]: p. 127). Yet memory and meaning, or the subjective testimony of 

lived experiences, are revealing of interactions between past and present, layers and fragments of history, 

and between myth, metaphor, spirit of place (Genius Loci), and the sense of belonging. To read the cityscape 

as ‘text’-like, Boyer asserts you have to be able to comprehend both the objective, formal and functional, and 

the subjective, figural and fantastical. She evokes ‘the city’ as a repository of collective identity, architecturally-
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expressed; the material manifestation of social order and political structures, and as “entertainment machine” 

(Howell, 2006: p. 38). If representations of the city are like self-portraits, displaying the values of societies, 

Boyer equates the spatiality of the city to spatial representation in contemporaneous forms of entertainment. 

Accordingly, she proposes three metonymic devices – the picture frame or (single point perspective of) the 

proscenium arch; the panorama painting and cyclorama; and the cinema or television screen – to stand-in for 

her three, overlapping eras in the development of the city and our changing apprehensions of the city, spatial 

practice , its abstracted representations of space, and ‘lived’ experience, representational space.

The Traditional City: City as a Work of Art

Boyer postulates the ‘traditional city’, which she defines existed well into the 18th Century (and even up to 

the end of the 19th Century), was conceived of – and as if they were composed as – a series of works of 

art. Using the conventions of Renaissance (predominantly, single-point) perspective (fig. 3.1), the Traditional 

City was a sequence of unifying vistas, albeit an assemblage of artefacts; spolia and plundered antiquities 

or objets trouvés brought into new aesthetic relationships. Politically, socially, and spatially, the traditional 

city was bounded and centralised. Monuments and civic spaces were didactic, creating and reinforcing 

socio-political continuity through foundation myths, allegorical moralising, elevating of heroic and triumphal 

acts, a demonstration of technological achievement and a celebration of economic progress. She suggests 

the traditional city was in principal, if not in fact for many, a public place. Boyer’s reification of the observer 

at the centre point (point of view) of a theatrical trompe l’oeil therefore presents a somewhat contradictory 

representation for the city. Its characteristic spaces were between the buildings. She relegates the role of 

fig. 3.1  
anon. (c. 1480-90) Città Ideale of Urbino

One of three similar paintings collectively known 
as the “Urbino perspectives” (or “panels”) and 
commonly referred to by their current locations: 
Urbino, Baltimore and Berlin. 

The Ideal City of Urbino (at the Galleria 
Nazionale delle Marche) formerly was attributed 
to Piero della Francesca; then architect, Luciano 
Laurana; Francesco di Giorgio Martini; and 
Melozzo da Forli.

http://www.gallerianazionalemarche.it/collezioni-
gnm/citta-ideale/
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individual, religious and civic buildings – churches and cathedrals, the palazzi and administrative centres (all 

intended to exhibit their sponsor’s economic and political powers) – to a supporting function in the city fabric for 

the citizenry. Boyer’s traditional city is the network, not the buildings: facades are theatrical backcloths, streets 

are passageways, and squares create (open-air) rooms. The conception and description of civic and social 

life occurring in the street and in market places might seem as familiar during the 16th Century136, if not even 

more so, to Michelangelo Merisi da Caravaggio in Italy (Graham-Dixon, 2011) or François Rabelais in France 

(Bakhtin, 1984 [1968]), as to Charles Baudelaire in Paris of the 1850s (Benjamin, 2006).

The Modern City: City as a Panorama

The modern city represents a deliberate break or fissure from tradition of and in the city. As defined by Boyer, 

it spans roughly between the middle of the 19th Century to the second third of the 20th Century. The rapid 

industrialisation of the mid-19th and early 20th Centuries, which spread from Europe to the west to North 

America and east to Asia, reconceptualised the city in the mental image of a machine, to be reshaped for 

maximum efficiency. However it was the artifice of panoramas, drawing on emerging scientific knowledge, then 

re-presented as artful tableaux and phantasmagorical experience, which Boyer proposes as the predominant 

characterisation of the modern city.

In Walter Benjamin’s collected essays on the poet Baudelaire, published together as The Writer of Modern Life 

(2006), he repeatedly evokes the concept of the phantasmagoria237 to highlight that illusory quality of the urban 

environment. This image of the city as a mirage was evoked again in Paris in May 1968, by the Situationist-

inspired graffiti slogan, “sous les pavé, la plage.” (beneath the pavement, the beach). Benjamin describes the 

modern city as a ‘second nature’. He uses the expression “Apachedom” as a synonym for becoming a ‘native’ 

361 In Mikhail Bakhtin’s doctoral thesis (submitted in 1940, but not examined until 1947 and which confirmed Bakhtin 
as ideologically-suspect during Stalin’s purges. It was not then published until many years later, in 1965 in Russia and 
1968 in translation under the title “Rabelais and his World”) he describes the everyday and symbolic, tactical undermining 
of power and authority in the city through the quasi-sanctioned inversions of social order in the carnivalesque (as a social 
pressure value), the extravagant insults/ inverted compliments of Billingsgate, and the depictions of gratuitous violence and 
scatological humour in Rabelais’ novels (which had likewise brought Rabelais into conflict with the theological authorities of 
his day).

372 A form of theatre which used hidden magic laterns to project images onto walls, smoke or screens to create 
supernatural, fantastical and horror effects.
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in this environment. The choice of the word ‘Apache’, seemingly deliberately juxtaposed with the urban, reflects 

the exoticizing of the ‘noble savage’ in pulp fiction (Benjamin cites Alexandre Dumas’ feuilleton, Les Mohicans 

de Paris (1854 & 1856) as exemplary) where the Native American is a preternatural, almost supernatural, 

figure. Yet Benjamin’s use of the expression also implies a symbiotic relationship between character and place. 

He proposes the modern city has its own agency, it is a mise en scene whose shifting moods can be read by 

these ‘Apaches’, the modern-indigenous or the naturalised of the city, just as a hunter would track their prey 

on a prairie or in a primordial forest. ‘Apaches’ however can also become the hunted, “the eye of a Prostitute 

scrutinising passers-by [for customers] is at the same time on the look-out for the police.” (Benjamin, 2006: p. 

207) 38.

The modern city is no longer perceived as looking inwards, towards a socio-political and physical centre, but 

radiates outwards horizontally in all directions. Railways and elevated roads compress distance and eliminate 

in-between spaces; terraced houses and ‘Metro-land’439 suburbs blur and decompose the physically-bounded 

edges of the traditional city, conceptually changing our spatial relationship and comprehension of the built 

environment. No longer is the city primarily experienced as a pedestrian and by a series of frontal perspective 

vistas from static positions (which Gordon Cullen (1961: p. 17) famously describes as ‘serial vision’), but 

it unrolls beside us as an endless panorama we are travelling through, or more precisely travelling past, 

viewed through a window in the side of a train. The modern city also expanded vertically, the elevator and the 

aeroplane enabling abstracted and foreshortened views. An “aerial perspective implied new ways of seeing 

and knowing – by analysis, comparison and deduction” (Boyer, 1996: p.43) and facilitated a detached and 

disembodied way to organise or reassemble the city. Lefebvre also argues that the “double movement: of 

urbanization, an explosion-implosion, condensation-dispersion” (Lefebvre, 1996 [1968]: p. 123) has created 

a critical contradiction for the urban condition and in urban society. Formerly the traditional city was a place 

of gathering and encounters, efficiency diminished the city merely to a place of exchanges. And nor could the 

traditional and modern city co-exist. The modernist’s needed a tabula rasa on which to place Platonic objects 

within a Cartesian grid.

38 For an extended version, refer to An Incomplete Taxonomy of Urban Archetypes (pp. 79 - 83). 

394 Metro-land was the name given to the North West suburbs of London by the Metropolitan Railway, subsequently 
incorporated as the Metropolitan Line into the London Underground network. It was later adopted as the title of a 1973 
BBC Documentary written and narrated by then Poet Laureate, Sir John Betjeman, as a series of vignettes of suburban life 
intercut with archive footage of the railway.
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Michel de Certeau (1925 - 1986) describes his experience of ‘reading’ the city of New York from above, “…

they are walkers, wandersmänner, whose bodies follow the thicks and thins of an urban ‘text’ they write 

without being able to read it. These practitioners make use of spaces that cannot be seen; their knowledge of 

them is blind…” (1984: p.93). De Certeau here is a disembodied voyeur. Only by looking down can he map 

these traces, and see the patterns made by the crowd. Returning to street level means returning to the crowd; 

experiencing, but no longer comprehending the city as a ‘text’. As the artist Michael Heizer (b. 1944) noted of 

another “City”, a mega project in the Nevada desert on which he has been working for nearly 50 years, “from 

the ground you grasp the size but cannot make out the shapes – the opposite of what you sense from the air – 

and your perception changes as you move around [it].” (Kimmelman, 2005).

Where de Certeau experiences an erotic frisson looking down at the ‘texturology’ of Manhattan from the 

elevation of the 110th floor of the World Trade Centre (1984: p. 91), the photographer and art critic Jeff Wall’s 

(b. 1946) free-ranging essay on the relationship between conceptual art and Miesian architecture in the work  

of Dan Graham (b. 1942), unpicks this unequal and unstable reciprocity of the voyeur and the crowd. Wall 

notes prior to the invention of elevators, it was the poorest who lived furthest from street level but technology 

has inverted this relationship, creating a convergence between the commercial skyscraper and the residential 

high rise. The symbolism of power in the ‘executive level’, and the symbolism of luxury for the ‘penthouse’ are 

the same. Through their physical elevation, the occupants of both forms of tower become invisible, freed from 

the surveillance of (and by) the pedestrian on the street. However, Wall suggests this evokes anxiety. Privacy, 

the defining characteristic of the bourgeois’ home, is rendered a phantasmagorical simulacrum, “the dwelling 

becomes unheimlich (unhomelike), uncanny.” (Wall, 1991: p.54). He asserts the glass walled skyscrapers are 

“profoundly withdrawn… their masterful transfiguration of the industrial materials identified with openness and 

visibility into the opposite effect…” separation and claustrophobic reflections.

The Postmodern City: City as Spectacle 

Deliberately or accidentally the postmodern city is a rejection of the unifying order implied by the compositional 

tableaux of the traditional city and made explicit in the modern city’s abstract Cartesian organisation and 

disembodied aerial perspective. Boyer proposes the ‘postmodern project’ is an attempt to bridge over the 

schism caused by the modern(ist) programme in a return to the centralising way of seeing and making the 

traditional city. She argues this is doomed as it fails to recognise the modern era has itself changed the way we 

now read the city. 
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On the one hand, postmodern space is characterised by the diffuse uniformity of non-places: industrial estates, 

strip malls and out-of-town shopping villages; networks of motorways, distribution centres and service stations; 

tract houses and ‘executive’ estates [all boasting “if you lived here, you’d be home now”…] - maximum entropy 

in the Brownian motion of the modern city’s outwards trajectory. Umberto Eco (1932 – 2016) described 

postmodernism as an “aesthetic of seriality” (Eco, 1985, quoted in Boyer: p.66). Boyer makes an analogy 

between the spatio-temporal condition of the postmodern city and scanning the surface of a Jackson Pollock 

(1912 – 1956) painting. When taken as a whole, both appear uniform but offer as much interest in the detail at 

the edge of the canvas as in the centre.

Alternatively, the postmodern city is a chimera of (re)composed fragments: theatrically-staged cultural and 

sporting events; multiply perspectival, ‘signature’ landmark buildings; and randomly juxtaposed advertising 

billboards, perceived like cinematic, asynchronous ‘jump-cuts’, and self-referential ‘Easter Eggs’. Situationist 

philosopher, Guy Debord (1931 – 1994), called this accumulation of capital as image ‘the spectacle’; an 

Ouroboros of cultural production and consumption, disorder and renewal. It cannot now be read as a single 

entity as once was the traditional city – albeit the traditional city also accrued and agglomerated outside of 

linear time. Boyer asserts (at least some) architects and planners (for example, Paolo Portoghesi’s Presence 

of the Past (1980) discussed in chapter 3 ‘vi. Spatial Stories’) aspire to rediscover the spatiality of the vista and 

the picture frame, and of the tableau vivant of the proscenium arch. However, the contemporary babel of forms, 

colours, surfaces, and decoration, lacking a commonly understood language or symbolic meaning beyond 

simply attracting attention, creates a city of spectacles and pastiches. The streets and squares of the contained, 

centrally-focussed, traditional city were the inside. To the sprawling, postmodern city, they are the exterior. Thus 

the postmodern city is made for Benjamin’s bourgeoisie and ‘collectors’, who constructed their private worlds in 

miniature. They gathered their possessions in gilded cages to defend them from external threats and protected 

their ‘unproductive “privacy”’ from the surveillance of the street (Wall, 1991: p. 53) and the public sphere of work 

more generally [at least, before email infiltrated our private lives]. The postmodern city is experienced as voids 

between the facades and is thus, to those excluded from the power and decisions taken inside, alienating. Yet 

Wall would also have us believe it is alienating too for those inside of the glass looking out unseen, invisible 

except to their phantasmagorical reflections.
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Cities and Citizenship

In liberal democracies and progressive (‘capital-P’) P/Politics, citizenship is defined by its inclusivity. Substantive 

socio-economic and civil rights are created which do not require formal citizenship to access. Meanwhile, the 

exclusive rights of citizens, such as voting in national elections, jury or military service, become reconceived as 

state interventions into private life and are undertaken at a personal cost. 

James Holsten & Arjun Appadurai’s prescient, introductory paper in the ‘Cities and Citizenship’ edition of Public 

Cultures (1996) outlines the contemporary, contested meanings of citizenship. Holsten and Appadurai assert 

the building of nation-states in the 19th and early 20th centuries required the historic primacy of the city to 

be replaced by ‘new’ national identities (or, in the terms which we will go on to use in this exegesis, a ‘master 

narrative’ and shared national imaginary). The city concentrated and mingled together the strange(r) and the 

local; personal identities – of race, religion, class, culture and gender – a catalyst for a continual process of (re)

negotiation and enacting of the practice(s) of citizenship and of contesting access to spatial territories and the 

use-value(s) of the city. By contrast, national citizenship requires a broad consensus (or a sense of common 

purpose or destiny, such as ‘The American Dream’) to which the majority of people can subscribe, irrespective 

of the geographical, social and economic conditions pertaining across a whole nation. Citizenship in the city 

was active and interpersonal, contemporary national citizenship disenfranchises and defamiliarises through 

sheer scale. 

In tending to mitigate against active participation, Holsten & Appadurai propose national citizenship have 

weakened the individual’s sense of responsibility, belonging and ‘ownership’. They suggest there have been 

two opposing responses to this. One reconceives citizenship even more inclusively, defined around ‘inalienable’ 

human rights rather than nationality. Although Holsten & Appadurai seem generally more sympathetic to 

these “non-territorial, life-world sovereignties” (1996: p. 191), they also warn that this also leads to a passive 

sense of entitlement to benefits gifted to the individual by some [benign?] supranational authority or state 

organ. The contrary response seeks to make citizenship more exclusive. This exclusive and exclusionary 

citizenship is often tinged with xenophobia and racialism and encourages forms of violence against those thus 

considered ‘marginal’, ‘outsider’ or ‘other’. (Conversely, ‘identity politics’ can also lead to demands for cultural 

exceptionalism). Holsten & Appadurai argue it is incorrect to view citizenship purely in terms of a conflict 

between nativist nationalism and neoliberal globalism, as these are both symptoms rather than the causes of 

the failure of national imaginaries to encompass diversity. The city is largely ignored or treated as a historical 
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irrelevance in that nationalism versus globalism dichotomy, but they assert (some) cities are “necessary but not 

quite sufficient” (ibid: p.202) to a post-national liberal citizenship, based in both human rights and civic action541. 

We return to this point briefly in chapter 3.1 ‘v. Children’s Rights and their Limits’.

Public vs. Private Spheres

For de Certeau, the cities we inhabit are brought about through abstract ‘strategies’ created by dominant forces. 

Jürgen Habermas (b. 1929) proposes these dominant forces, of professional and administrative institutional 

authorities - which Habermas calls the system - have penetrated and colonised our life-worlds and increasingly 

blur the boundaries between work and leisure, and the public and private spheres (see for example, Awati, 

2013). Habermas is concerned with the intentions behind speech acts (which, after Haseman, 2006, we 

can term ‘performative’), to distinguish between the dialogical communicative rationality of ‘life-worlds’, and 

instrumental logic, intended to achieve particular ends benefitting the system rather than the individual, 

regardless of any understanding of this by the co-opted human actors. For individuals or minority groups 

without the power or means to challenge the structures of the system or to create new conditions themselves, 

de Certeau advocates ‘tactics’ can be used to subvert those conditions from within. Tactics in this sense, remain 

dependent on the system’s ‘authorised’ ways of operating and behaving, but are capable of creating a plurality 

of unpredictable actions and results as they do not ‘follow the rules’. De Certeau gives as an example of tactics, 

an employee’s own ‘work’ disguised as work undertaken for their employer such as a secretary writing a love 

letter on ‘company time’ or a cabinet maker ‘borrowing’ a lathe to make something for themselves. Nothing 

physical is stolen and the worker is still ‘officially on the job’, which distinguishes these acts from the 18th 

Century English verb, to fudgel, i.e. pretending to work while doing nothing. De Certeau’s coinage for such 

tactics is la perruque: ‘a wig’. (de Certeau, 1984: p.25).

Jean L. Cohen & Andrew Arato (1992, cited in Roberts & Crossley, 2004) draw on Habermas’ theory of the 

Public Sphere - comprising of the social lifeworld, which has been colonised by the system - to propose Civil 

415 In an article discussing the Black Lives Matter protests and the toppling the statue of slave-trader and 
philanthropist, Edward Colston (fig. 3.2: page 97), the mayor of Bristol, Marvin Rees observes, “…we’re seeing 
organisations like the UN starting to say that if we really want change we need to work through cities.” “We need to have 
cities shaping national and international policy. I think the voices of UK cities have to be equal partners at those top tables” 
(Morris, 2021).
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Society now comprises of multiple private and public spheres (See table 3.1 above). Cohen and Arato argue 

for a public sphere, belonging to the life-world, to represent resistance to the system, constructing social 

associations to promote alternative [counter?] interests.

Mimi Sheller & John Urry (2003) state globalisation has “de-differentiated” and hybridised these public and 

private spheres. They identify this has happened in three ways:

Global civic publics: e.g. orchestrating of leisure and consumption patterns associated with global 

spectacles, such as the FIFA World Cup and the Olympics; global citizenship such as “Live Aid” – reflecting 

itself/ourselves through media; the p/politics of confessional intimacy and its corollary, the exposure of 

scandals and public shaming of individuals and companies;

Global economic publics: the emergence during the 20th Century of a supranational economic sphere, 

including the World Bank, International Monetary Fund (IMF), and Eurozone, which can over-ride national 

politics and national interests;

Global political publics: the emergence of supranational state-like authorities, e.g. the European Union, 

United Nations and UNESCO; Non-Governmental Organisations (NGOs) such as Amnesty International, 

the Red Cross and Oxfam which can stand in for failed state services; and global social movements, which 

are “simultaneously public-and-private” (2003: p. 118), e.g. Reclaim the Streets; Critical Mass; the Occupy 

Movement; and, most recently, Extinction Rebellion.

An unequal and ‘viscous’ flow of finance, labour, goods and services are facilitated through the diversity and 

diffusion of digital media. Using social media platforms to organise and promote the agendas of international 

Table 3.1  
A representation of Cohen & Arato’s 
conception of “Civil Society”, in  
Crossley & Roberts, 2004: p. 13.
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protest movements, “using situated actions to ‘jam’ global flows” (ibid, p. 118), seemed a corrective to the 

‘strategic’ supranational economic and P/Political spheres of the system. However, even two years after the 

9/11 attacks,  Sheller & Urry failed to recognise those same channels could also be used by, for example, 

jihadist terrorists and far-right nativists to promote their alternative narratives and conspiracy theories.

Their thesis can be extended to hypothesise further hybridisation of these global publics. Since Sheller & 

Urry’s paper was published in 2003, digital-virtual space has been colonised by the system, with digital ‘tech’ 

companies such as Google and Facebook operating within and across nation state boundaries and seemingly 

beyond sovereign, legal jurisdictions or moral accountability.

The Right to the City

Translated from the title of Henri Lefebvre’s book Le Droit à la Ville (1996 [1968]) the slogan, the ‘Right to the 

City’, has been adopted by diverse global publics. From militant social and environmental campaigners; via anti-

globalisation protest movements against supra-national organisations; through the growth of Non-Governmental 

Organisations (NGOs); and to UNESCO, the different interpretations by, and connotations of the slogan for 

these different players are detailed and critiqued by Margit Mayer (2009). Here however, we are interested 

in the attributes of Lefebvre’s conceptualisation, rather than the many varied appropriations of the slogan by 

others.

David Harvey (b. 1935) asserts the ‘Right to the City’ is not liberty for an individual to access urban resources, 

but is the right to participate collectively in transforming the fabric and the life of our cities and, in the process of 

shaping them, so transforming ourselves and our societies (cited in Mayer, 2009: p. 367). Unlike other human 

rights, which are ceded to the individual from supranational authorities and state organs, the ‘Right to the City’ 

is created only through its enactment. There is an echo here of the double-meaning of the Roman civitas: 

although the duality did not necessarily create equivalent or reciprocal rights between different cities or between 

the city and its citizens (Magnette, 2005). The title civitas conferred the status of citizen on an individual [male] 

head of a household, and granted the status of a city, with consequential privileges such as raising, collecting 

and redistributing taxation. 

Lee Pugalis & Bob Giddings (2011) interpret Lefebvre’s notion of the ‘Right to the City’ as three distinct, but 

interacting practices, the right to access the city; the right to be in the city; and the right to participate in the 

city. The right to access the city is the foundational right, as it is not possible to be – to remain, to dwell or to 
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occupy existing spaces – or to participate – in the bureaucratic and democratic life of the city, or to (re)produce 

space in novel ways – without first having the right to access it. Both public and private sectors, sometimes 

in competition but more often in tandem, (the neoliberal economic model - ushered in by Ronald Reagan and 

Margaret Thatcher and whole-heartedly embraced by Bill Clinton and Tony Blair - to transfer public capital 

expenditure to ‘off-book’ revenue expenditure and private profit) have been incentivised to monetise urban 

space. Pugalis & Giddings outline how the right to access the city has been eroded through the enclosure and 

privatisation of public spaces by public-private ‘urban renaissance’ and regeneration projects: commercialising 

public streets by licensing the temporal but exclusive use of paying customers; curtailing access to parts of the 

city outside of commercial opening times; use of private security and CCTV surveillance for policing and civil 

enforcement; prohibitions and restrictions on individual liberties, backed by fines for ‘undesirable’ activities (as 

minor as unsanctioned busking or sitting on the floor) and Public Space Protection Order excluding specific 

groups of people from using urban, public spaces (e.g. skateboarders, beggars, etc.); and criminalisation and 

the threat of incarceration for failing to comply with a Civil Injunction or Criminal Behaviour Order (replacing 

the 2014 Anti-Social Behaviour Orders and Drinking Banning Orders). These socio-political developments, and 

pseudo-public spaces, challenge the right to be in the city, by limiting the way in which the city can be used and 

Fig. 3.2 Harry Pugalis/ SWNS Media 
Group (2020) Toppling the statue of 
Edward Colston, Bristol by Black Lives 
Matter protesters, summer 2020.
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experienced primarily to only the commercial and transactional.

Ocean Howell’s now seminal paper The “Creative Class” and Gentrifying the City (2008), presents a 

longitudinal account of the redevelopment of Philadelphia’s ‘Love Park’. Drawing critically on Richard Florida’s 

arguments in his 2002 book The Rise of the Creative Class: and how it is transforming work, leisure, community 

and everyday life, Howell illustrates that skateboarders are regarded and instrumentalised as social ‘brooms’, to 

‘sweep the streets’ of those even lower in the socio-economic order, that is the homeless or the drug-addicted. 

Skateboarders are therefore the lowest rung in the process of spatial re-assimilation leading to the privatisation 

of the public realm: in the phrase Howell borrows from Rosalyn Deutsche (1998: p. 151), they are unwittingly 

the “shock troops of gentrification”. Skateboarders’ occupation of “the left-over spaces of modernist planning…” 

(Borden, 2001: p.188) activates a space (or ‘recuperates’ it). In Howell’s critique, and Florida’s flag-waving, the 

new “hegemony of the street” attracts a creative class attuned to “organic and indigenous street-level culture…”, 

“that satisfies this group’s social interests and lifestyle needs.” (Howells, 2005: p. 38). Each incremental level of 

investment excludes the previous occupants of an area. In turn they are then excluded from it either physically, 

as were the skateboarders at Love Park, or economically.

By selecting and privileging those groups who conform over those who do not or chose not to, or who are 

unable to pay, either in rent or as consumers, the city is (re)made for a “community of strangers” (Osswaarde, 

2007, quoted by Pugalis & Giddings, 2011: p. 286). The “community of citizens”, the city’s indigenous 

inhabitants, are replaced by tourists, visitors and commuters who consequently  seem more “in place” 

(Cresswell, 1996,  cited by Pugalis & Giddings, 2011: p. 285). Presenting one of the most extreme examples 

of a city being overtaken by ‘strangers’ - international financial and political summits such as the G7 (‘Group 

of Seven’ gatherings of government officials from the seven leading global economies and their entourages) 

- Pugalis & Giddings characterise the ensuing suspension of the citizens’ rights to be in the city as akin to a 

temporary military occupation.

Good citizens… remain off the streets, enclaved in their high-security private consumption spheres; bad 

citizens are identified [simply as a result of] being on the streets (and therefore not engaged in legitimate 

business). (Davies, 1995, cited in White, 1996: p. 45)

For Pugalis and Giddings the right to participate in the city is the most radical and the most fundamental aspect 

of the ‘Right to the City’. For Lefebvre the ‘Right to the City’ hypothesised a transformation from:
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• urban-isation, the process of industrialisation through accumulation of capital; 

• to an urban society, based on “justice, equity, democracy, the full development of human potentials and 

capabilities, to all according to their needs, from all according to their abilities, the recognition of human 

differences.” (Marcuse, 2009: p. 193). 

Lefebvre’s ‘Right’ is a continual (and slow) process of change through competing claims from different groups 

to their uses of the city. Whilst that is the appropriation of the city’s use-value, rather than the expropriation 

of property (Kofman & Lebas, 1996: p. 20) the Right to the City is in opposition to the neoliberal political and 

economic forces which restrict any uses of cities not directed at promoting consumption and economic ‘growth’ 

and which increasingly use managerialist and officious means to exclude certain groups. Lefebvre propose the 

space of the city itself can be (re)conceived as the (ultimate) commodity of, and prize for, civil-isation (Lefebvre, 

1991 [1974]).
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‘The Performative Turn’ outlines the development of thought describing reciprocity between 

individual identity and collective social imaginaries (elaborated in the next section). It therefore 

considers how, and to what extent we can exercise intentionality – agency – in relation to our 

context and societies’ norms. I conclude everyday actions are “weakly ritualistic’ and become 

perceived as the ‘natural’ order because of this repetition. Subconciously we mirror the behaviours 

and attitudes of those around us and, in turn they reflect them back to us reinforcing these as 

the conventions of our society. Personal identities are produced or performed in relation to those 

conventions. Attitudes and behaviours evolve slowly over time through accidental ‘slippages’ in their 

performances. Understood as a disruption however, exercising intentional agency by an individual 

or group of social actors can also shift social conventions more rapidly.   
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ii. The Performative Turn

Chapter 2.1 traces the incomplete emergence of a distinctive, third research paradigm, ‘performative’ or 

practice research, in arts and design disciplines (see Haseman, 2006). In social sciences the “Performative 

Turn” describes an epistemological development from thinking about personal and social identities as 

static or fixed, to identities as dynamic processes enacted by an individual or society. This fundamentally 

changes the relationship of the researcher and research participants, from the subject objectively studied by 

a disinterested researcher, to roles in which researchers and subjects influence each other. The research 

design may be exploitative/ extractive or it may be supplicant/ emancipatory, but the act of undertaking the 

research is understood to create an effect (to have an impact) in the world. Beyond the Performative Turn, the 

word ‘performance’ is used by social scientists to describe public behaviours, or the presentation of self. The 

term ‘performance’ denotes everyday actions and interactions between people or between people and their 

environments, not a deliberately-staged act, persona or event.

Agency versus Performativity

The word ‘Agency’ has now entered vernacular usage from Sociology to describe the ability of individuals or 

groups of individuals (‘Agents’ or ‘Social Actors’) to act with intentionality, and to be able to give an account 

of the reasons for their actions (Hil & Bessant, 1999). “Agency means being able to intervene in the world, 

or refrain from such intervention, with the effect of influencing a specific process or state of affairs” (Giddens, 

1984, cited by Awan et al., 2011: p. 31). Individual agency can imply power-differentials; the exercise of one 

person’s will over another. Agency is used here to mean the capacity to exercise one’s own will. However, for 

academics who question the ontological concept that individuals can act independently of their social context, 

agency remains contested. Gender theorist, Judith Butler, proposes individuals mirror the predominant, socially-

situated behaviours to create their own identity through repetition and feedback. Butler calls this ‘Performativity’. 

Everyday actions are ‘weakly ritualistic’ and become perceived as the ‘natural’ order because of their repetition. 

Subconsciously we broadly reflect the socially-acceptable behaviours of those around us, in turn they reflect 

them back to us and reinforce these conventions and the predominant societal ‘norms’. Lise Nelson (1999) is 

critical of what she perceives as the unresolved, contradictorily-deterministic implications of Butler’s polemical 

position. While Performativity rejects ideas of abstract, foundational or innate ways of being, Nelson asserts 
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Butler also rejects the idea that individuals can exercise intentionality142 and that Butler privileges ‘the [frozen] 

moment’ (1999: p. 332). She asserts identities, attitudes, and behaviours, are less stable and static than they 

would otherwise appear in snapshots. However, Butler does accept ‘norms’ mutate which she proposes occurs 

through ‘slippages’ in their performance. “The successful copy can never be relied upon to reproduce faithfully 

that which it cites” (Gregson & Rose, 1999, p. 438). Nelson (1999) proposes agency, if it is understood as a 

disruption to, rather than autonomy from, the social context, can be reconciled with Butler’s ‘Performativity’. In 

this way, social attitudes change slowly through ‘slippage’, but can also be intentionally and rapidly transformed 

by individuals or groups of social actors.

Where knowledge-power differentials are inherent in a relationship, for example in the roles of the professional, 

expert or specialist with the amateur or consultee, agency could (or should) occur through the empowering 

of others (Awan et al., 2011: pp. 32 & 33). Awan et al. propose that it is only in this latter understanding when 

agency can be married to spatial production. They assert,

The combination of visions and solutions induces a complexity to the idea of Spatial Agency that one does 

not get in traditional theories of agency. In the latter, agents intervene directly in the world through their 

actions. In Spatial Agency… critical attention is shifted from architecture as a matter of fact to architecture 

as a matter of concern. As matters of fact, buildings can be subjected to rules and methods, and they can be 

treated as [object-artefacts]… as matters of concern, they enter into socially embedded networks, in which the 

consequences of architecture are of much more significance than the objects of architecture.   

(Awan, Schneider & Till, 2011: p. 35)

Performance and Performativity of Space

Nicky Gregson & Gillian Rose (1999) also distinguish between performance – everyday actions by individuals 

– and performativity – the process of unconscious mirroring which reproduces societal ‘norms’ and behaviours. 

They note the early uses of the term performance in sociology by Erving Goffman (1922 – 1982) and others in 

the 1950s and 60s was a theatrical metaphor, implying a self-conscious, deliberate or voluntary adoption of a 

public persona. Goffman (1956, cited by Gregson & Rose, 1999: p. 433) proposed interactions between people 

therefore took the form of the performer and the audience, who each took turns in the roles and in interpreting 

the other’s actions. Psychoanalytic approaches (see Riviere, 1986, and Irigaray, 1985, both cited in Gregson 

& Rose, 1999: p. 433) introduced more nuanced perspectives in the 1980s, denying any intentionality or 

421 Gregson and Rose note Butler’s position on the ‘intentionality of the subject’ may have softened in her writings 
after Gender Trouble and Bodies that Matter (1999: p. 437, footnote 5).
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voluntariness behind representations of self to others. Essentially they argue performance was internalised and 

subconscious rather than pre-conceived. Gregson & Rose seek empirically to expand on Butler’s theorisation of 

gender performativity – as produced intersubjectively; that is, through its reception/ ‘audiencing’ rather than the 

social actor’s intention – to consider the performativity of spatialities in everyday life. They assert, “’stages’ do 

not pre-exist their performances… rather, specific performances bring these spaces into being” (ibid: p. 441).

With reference to an essay by Bell et al. (1994, contrasting intentionality in the performances of identity by gay 

skinheads and lipstick lesbians, cited by Gregson & Rose, 1999: p. 437) they suggest the use of descriptions 

such as ‘appropriation’ and ‘infiltration’ imply these space(s) always exist(ed) and can only be interrupted, 

subverted or corrupted by an ‘other’, rather than being “threatened with its own instability” (ibid: p. 437) or 

performative ‘slippage’. One could think of the ‘U.K. High Street’243 (an ‘idealised spaces imaginary’, Watkins, 

2015: pp. 152 - 154) as a prime example of the latter. Nicky Gregson’s account (in Gregson & Rose, 1999) of 

the ‘subversive’ consumption spaces of car boot sales details the multiple interrelationships of the performative 

act of retailer-based ‘first-cycle exchange’, which ‘infuses’ the ‘citational’ performativity of the car boot sale. 

The spaces and practices of the car boot sale are constructed ‘tactically’, relative to the dominant authorities 

(and ‘strategies’) of both the ‘high street’ multiples-retailers and the constraints of planning and licensing 

authorities, who restrict the use of any particular site to fourteen car boot sale events per calendar year. The 

performative acts of car boot sales - of sellers’ and buyers’ expertise (which Gregson notes also ‘reinscribes’ 

gender stereotypes in patterns of exchanges); the price-setting, haggling and even the concept of ‘a bargain’ 

- are derivative of, and a reaction to, dominant but geographically-separate, consumer-retail environments. 

The car boot sale exposes those power relations between retailer and consumer. The performances are “a 

temporary inversion, and indeed, subversion of the normative construction of retailing in Britain” (ibid: p. 445). 

432 With the combined effects of the rapid expansion of internet shopping and real-terms wage decreases since 
2010, many established retailers have: reduced their High Street ‘footprint’ significantly (Marks & Spencer); gone into 
voluntary administration and/ or; been bought out by shareholders (House of Fraser, Debenhams, HMV) or; closed entirely 
(Woolworths). Those large, high street retail properties are unsuitable for independent retailers (whom property investors 
would previously have considered higher risk than the larger retailers) or else the rents and/or rates are too expensive. 
With 60% of retail space owned as ‘safe’ investment vehicles for pension providers and off-shore companies, large, 
standardised, national and international ‘anchor’ stores have been courted and then tied into long lease periods and one-
direction rent reviews. 

For example, it is reported the Marks and Spencer’s store in Stockton on Tees, which closed in 2018 https://www.bbc.
co.uk/news/business-44197128 (Accessed: 22 April 2019), has 200 years of its lease remaining on the property it used to 
occupy and which belongs to a Danish property company. BBC Radio 4 (2019) ‘Behind the Facades’, In Business, 18 April 
[online]. Available at: www.bbc.co.uk/programmes/m00046sx (accessed, 18 April 2019). 
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Nevertheless, the car boot sale remains physically, socially and economically marginal, “bracketed-out… 

altogether [separate] from… forays to the high street… [and regarded] therefore as little more than a game...” 

(ibid, p. 444) or else are used to limit reliance on ‘first-cycle exchanges’ in which the seller has greater power 

(e.g. to set prices) for certain categories of goods. Gregson describes the distinction between the performances 

of the buyers and sellers – actor and audience – as “distinctly fuzzy; performers lose control of their script, 

whilst the plot to buy/sell gets disrupted by unpredictable interjections…” (ibid: p. 444). Nevertheless, she 

provides vivid vignettes of self-conscious performances (the opposite of Butler’s Performativity); sellers 

adopting the personas of fairground hawkers and TV’s ‘dodgy-dealers’ while the buyers (or better yet, the 

‘punters’ – defined as a person placing a bet or making a risky investment) ‘dress down’ for the occasion and 

utilise props for dramatic effect!

In section ‘v. Children’s Rights and their Limits’ I consider the tactics and techniques young people use to 

negotiate power imbalances in their access to, and uses of, space and the diverse contextual responses to 

authority/ ies in those spaces. In Chapter 4, I then present examples of performance and agency in space 

elaborated through mapping workshops and the analysis of the resultant mappings and the process of their 

production.
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Over the past year, The Holy Biscuit has been exploring its values as an organisation in 
an urban environment. We’ve considered what it might mean to be a community which 
is committed to hospitality and open to all.  We’ve explored the tensions of fragility, 
incompleteness and contradiction and the possibility of hope, truth and faith in an often 
fractured and unjust world.

In this exhibition we see truth and faith being explored through the process of mapping 
our physical and emotional geographies. In the work we are invited to go on a journey 
with the participants to explore their personal stories, experiences and circumstances. 
We are also reminded of our own internal maps and our sense of self and of our self in 
relation to others and perhaps to God. 

In these maps there is also a sense that we are all on a journey. We are all seeking out 
some kind of purpose and looking for direction and guidance about how we might (or 
might not) live our lives. In recent years, we have seen a resurgence of pilgrimage in 
society as people seek to journey to places which have gained emotional or spiritual 
importance either for them personally or for their communities. Pilgrimage is about 
remembering what has come before and seeking to be transformed by that remembrance 
in the present and for the future. 

What might it mean to be on pilgrimage in your own city? How might we retrace the 
steps of others and seek significance in their stories and journeys? What do we miss 
when we are going about our daily life? How do we mark sights and moments of loss 
and celebration? And how might we do these things together with others - discovering (or 
rediscovering) who we are and who we’d like to be?

This exhibition also raises questions of what we might put our faith in. Should we place 
all of our faith and trust in the city branders and town planners and their version of 
Newcastle? Should we trust Google to be the source of all our knowledge? Or should we 
seek to put our faith in something else, something more substantial? Moreover, should 
we seek out alternatives, interpretations and stories, perhaps ones which have been 
sidelined, ignored or discarded by society? In Liberation Theology, a movement which 
originated in Latin America in the 1950s, there was a move to read and interpret the 
Bible and Jesus’ teachings from the perspective and lived experience of the poor and 
marginalised and to critique the structures of power in society from below rather from 
above.

It was a move, mainly by priests, to build communities where every person might be able 
to live with dignity, to be agents of their own destiny and as Jesus said, “to have life in all 
its fullness”.

This exhibition is an invitation to encounter our city in a new way; to perceive it through 
the eyes of others, who may not usually be given the platform to influence how we view 
our environment or experience our communal spaces. We hope this stimulates questions 
and reflections on your own experience of the city and of the accepted public narratives 
around our perceptions of space and meaning and power.

In en_counter, we are invited to explore the hidden and unseen; the 
lost and the found; the familiar and the obscure; the personal and 
the communal. In these intricate maps, videos and installations, 
we are confronted with comments and critiques of how we view 
our city and our community. We are invited to enter into a dialogue 
with the participants of en_counter and to ask how the city might 
be viewed by people in our communities who often don’t have a 
say in how the city is portrayed and how it is talked about, as well 
as adding our own voices and experiences to create new maps 
during the exhibition. Whether from the perspective of homeless 
people, students, young people or skateboarders we are invited to 
ask questions of the place we are a part of and how we can build a 
future together.

SM

en_counter : a commentary by The Holy Biscuit

Alison Merritt-Smith

overleaf (pp. 106 & 107):

fig. 3.4 & 3.5 en_counter exhibition

fig.3.6 & 3.7 secrets participatory map

fig. 3.3 en_counter exhibition installation
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fig. 3.8 opposite page and (details) figs. 3.10 & 3.11 left (middle and bottom) :

Lovely Jojo (2014) Spaces of Homelessness

Produced for the ESRC Festival of Social Science 2014: “Imaging 
Homelessness in a City of Care”, Lovely Jojo’s map brings together the life-
histories of 30 homeless people who participated in a project led by Adele 
Irving and Oliver Moss in the Department of Social Sciences and Languages 
at Northumbria University. The work seeks to highlight the spaces, places and 
experiences of homelessness and to give a greater voice to the homeless 
population, still largely marginalised from mainstream decision-making 
processes.

fig. 3.9 
Jon Swords (2016) River Map (‘cage head’ detail)

In October 2015 Northumbria University ran a series of mapping workshops in 
Newcastle schools lead by academics and artists. As part of the mapping project 
artist Ben Jones asked year eights at Walker Technology College to colour 
code maps of NewcastleGateshead according to how they felt about different 
places. Reviewing the maps revealed nearly 80% had coloured in the River Tyne 
signifying its importance in their lives. Stitching together extracts from the original 
maps, this meta-river attempts to represent the importance of the Tyne in the 
children’s geographical imaginations through scale and repetition.
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figs. 3.12 (left) & 3.13 (above):

Euan Lynn (2015) Drawing

Skateboarders rub wax onto the surfaces and edges of objects to make the 
surface slick enough to slide over. The residual wax leaves evidence of the 
hidden amenity in the object - the alternative functions - of this kerb, this bench, 
or that handrail, which can be read by other skater-boarders. Lynn encourages 
the participants to use the wax to highlight aspects of their environment they 
perceive as having alternative, potential use-values. By drawing attention to 
the unconscious markings left by skateboarders, participants gain a different 
understanding of the objects and materials by which we are surrounded.

  

SM
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This section traces the development of the concept of ‘imaginaries’ as a manifestation of 

‘collective agency’ (Gaonkar, 2002). Imaginaries are the stories we tell ourselves (and others) 

about ourselves. They define our identity collectively, say who we are (and who we are not) and 

are continually shaping society. Sheila Jasanoff & Sang-Hyun Kim (2009) assert imaginaries offer 

feasible versions of the future, but they are less instrumental - less definitive and less measurable 

- than any particular policy bringing one of those alternative visions imperfectly into reality. 

Understanding imaginaries therefore give us a key to understanding the dynamic and subjective 

creation of [a] society.

The 2016 exhibition en_counter (pp. 105 - 111) foregrounds the extents to which we share an 

objective reality and yet inhabit different subjective places.
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iii. Imaginaries

The use of the word imaginary as a noun with which to describe how [a] society is socially-constructed, i.e. 

‘instituting [of the] society’ rather than the representation of an ‘instituted society’ (Mountian, 2009: p. 211. 

Original emphasis), entered discourse in Sociology around 1975 with publication of Cornelius Castoriadis’ book, 

l’Institution Imaginaire de la Société (although Castoriadis (1922 – 1997) had already been using the word in 

this sense during the 1950s and 1960s pseudonymously, as Paul Cardan, to critique post-Stalinist sovietism. 

See Nerlich & Morris, 2015). 

Castoriadis’ social imaginary is brought into being through ‘collective agency’, unifying and giving identity to 

each society and transforming slowly over time (Gaonkar, 2002, pp. 7 – 8) much like Lefebvre’s ‘Right to the 

City’ and Butler’s performative slippages. Social imaginaries are shaped by external constraints (e.g. biology, 

nature); internal constraints (socialisation, habitus); historical constraints (inertia, resistance to change); and the 

intrinsic societal need for coherent symbolism and a common mythology. Each society is both ‘steered’ by their 

social imaginary and derives identity from shared, idiomatic symbols and the stories it tells of itself. So social 

imaginaries are not directly causal, but are relational. For Castoriadis, social imaginaries are both a function and 

a manifestation of modernity, and an implicit recognition that the institutions and representations of a society 

can be challenged. Therefore ‘multiple modernities’ will result from (and in) different cultures (ibid: p.11). 

The concept of imaginaries has subsequently been adopted and adapted freely by a variety of disciplines to 

different contexts, and so Nerlich & Morris (2015) propose, 

an imaginary can be identified as the outcome of analyses: for example, see Chiles (2013) below; 

or, the concept of imaginaries can be used as an analytical device: Lesage & Rinfret (2015) draw on Patrice 

Flichy’s concept of ‘frames of reference’ to distinguish between the ideological ‘frame of functioning’ and the 

utopian ‘frame of use’ in contesting imaginaries; 

or, an imaginary can be the object to be analysed: how they are formed and how they operate in practice 

(Mountian, 2009144: p. 215. See also Jasanoff & Kim, 2009)

441 Ilana Mountian (2009) suggests parallels between the study of imaginaries and ‘discourse analysis’ in psychology. 
She draws attention to the ‘discourse analysis’ and ‘discursive psychology’ of Ian Parker and the Discourse Unit at 
Manchester University, which undertakes qualitative and action research interpreting the subjective uses of language, 
framed in the theoretical positions of Marxism, Feminism, Post-Structuralism and Psychoanalysis (see Parker, 2003, for a 
history of the origins and work of the Discourse Unit). This appears to be entirely separate from ‘Discourse Analysis’ (DA) 
in linguistics, which is a quantitative method for analysing how texts (written and spoken) are constructed, not what is being 
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Imaginaries as the Outcome of Analysis

Sheila Jasanoff & Sang-Hyun Kim2(2009) 45 imply there are spectra of scale and specificity, of temporal 

ownerships, and degrees of instrumentalisation, between the grand, overarching, or ‘master’ narratives, 

through the concept of imaginaries, to instruments of P/Political implementation. Imaginaries, they state, are 

“less specific, less goal-orientated, less politically accountable and less instrumental” than political policy 

statements (ibid: p. 123). However Jasanoff & Kim also assert imaginaries are unlike “master narratives [such 

as the pervasive modern narrative that equates science with progress, and] which are often extrapolated from 

past events and serve explanatory or justificatory purposes [e.g. for government’s priorities and expenditure. 

Rather…], imaginaries are [more] instrumental and futuristic [than narratives]… they articulate feasible futures” 

(ibid: p. 123. Emphasis added).

Prue Chiles’ (2013) report on work by students from Sheffield School of Architecture, which contributed to 

the development of a planning framework document for Sheffield City Council’s  Southey Owlerton Area 

Regeneration (SOAR) Board, reflected on the inter-relationships of narratives, imaginaries, and policy 

statements as described by Jasanoff & Kim. The “externalised images of Sheffield” (or ‘place imaginary’, 

said (see Harris, 1952, for a comprehensive methodological description of DA, and Linde & Labov, 1975, described above 
in chapter 2, footnote ii).

452 In their paper comparing the uses in the US and South Korea of national and technological imaginaries to influence 
the publics’ acceptance of - and the perceived risks from - nuclear energy generation, Sheila Jasanoff & Sang-Hyun 
Kim (2009) propose a definition of imaginaries which implies at least two of those analytical positions. Imaginaries, they 
suggest, “reside in the reservoir of norms and discourses, metaphors and cultural meanings out of which actors [in this 
instance, meaning politicians and political institutions] build their policy preferences…”, “Conversely, imaginaries also warn 
against risks or hazards…”(ibid: p. 123). Jasanoff & Kim define imaginaries as powerful, strategic tools of state power and 
exercises of ‘soft’ authority through influencing the media and, hence, public opinion, “Imaginaries help create the political 
will or public resolve to attain them.” (ibid: p. 123, emphasis added).

However, these are also illustrative of the historic and intrinsic constraints informing the imaginaries. In the US, nuclear 
power and nuclear weapons were perceived as both illustrative of American scientific prowess and symbolic of technology 
(literally mushrooming) ‘out of control’. Successive US governments promoted narratives of ‘containment’ of the atom. In 
South Korea, as both victim and beneficiary of the US bombing of Nagasaki and Hiroshima, attaining nuclear power was 
seen as an opportunity strongly associated with building and maintaining nationhood. “Where the US instituted a virtual 
moratorium on building new nuclear power plants from the late 1970s onwards, South Korea produced a model plant, 
trained two generations of nuclear physicists and engineers… Starkly put, the US “contained” its nuclear power know-how 
to the point of virtual paralysis… it is the US that will need to import technology and human resources to build and staff 
its new power plants. South Korea, by contrast, has so thoroughly incorporated nuclear know-how into its scientific and 
political practices that it now offers resources for the region, and possibly beyond.” (ibid: p. 140).
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see Watkins (2015) below) is a “rather sad, grimy, industrial, or rather post-industrial, city. It is seen as poor, 

somewhere in the middle of England and surrounded by a nondescript landscape” (Chiles, 2013:  

p. 194). This image is created and reinforced by films like The Full Monty (1997), concerning four unemployed 

steelworkers who become male strippers, and Brassed Off (1996) set in a fictionalised version of the former 

mining village of Grimethorpe, 20 miles north of Sheffield. Ostensibly both are comedies, although these films 

portray the personal emotional costs to the (male) protagonists’ (masculine) identities and social ties formed 

around their relationship to work in heavy industry and mineral extraction after this is undermined by enforced 

de-industrialisation and rapid socio-economic change. While Chiles suggests we should be wary of master 

narratives (and their contemporary incarnations, such as ‘city branding’ strategies), she also accepts they can 

be useful for (re)creating a shared identity, based in sense of place. 

Sheffield’s raison d’etre is intimately linked to its topography and geology and it remains home to producers 

of high-value stainless steel. In the six neighbourhoods that comprise Southey Owlerton, an identification with 

the ‘idea’ of Sheffield endures as a “craft-based and productive city surrounded by a productive landscape” 

(ibid: p. 192) that reaches back to the 18th Century ‘little mesters’, or self-employed cutlers. In contrast to 

the generic ambitions of Sheffield City Council’s plans for “a ‘new’ vibrant city achieved through knowledge 

based development”, Chiles proposes this forms a master narrative of nature (landscape) and technology 

(innovation) (SOAR, 2013: p. 193). If Sheffield is to attract these “high technology and e-technology companies” 

(ibid: p. 193) and encourage more graduates from its universities to remain in the region, she comments this 

would require an increase of “the small moneyed professional and skilled population in order to provide a 

better economic base for the city.” “This asks the question”, she states, “[W]hat would it take to attract those 

new citizens?” (ibid: p. 196. Emphasis added). She proposes, “Highly successful concentrations of expertise 

encourage a new type of regionalism and distinctiveness” (ibid: p.195). Enhancing and promoting the existing 

“assets and attributes” (ibid: p. 195) can promote Sheffield as “a city where quality of life is paramount” (SOAR, 

2002: p. 50). If implemented and achieved, this could be done in such a way as to be inclusive of both the well-

off and highly educated they seek to attract, and also the participants in the existing communities - not explicitly 

addressed by the SOAR Report346 - who are still negatively affected by deindustrialisation in the 1980s. 

463 In Southey Owlerton, the nature-technology master narrative/ brand identity was employed to inform five ‘big ideas’ 
(or spatial transformation imaginaries, Watkins, 2015) and then interpreted as strategies for creating distinctive planning 
policies in each of the five neighbourhoods, responding to their topography, adjacent land uses, and the proximity to local 
‘hubs’.

For further detail on the community participation activities and the five ‘big ideas’, see Southey Owlerton Neighbourhood 
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Imaginaries as Analytical Device

Frédérik Lesage & Louis Rinfret (2015) propose a conceptual framework for discussing how competing 

imaginaries co-evolve and interact. Drawing on Patrice Flichy’s documenting of the imaginaries of the internet, 

Lesage & Rinfret propose, “Flichy conceptualizes… [an] ongoing process mediated by two distinct ‘poles of the 

social imaginaire’(sic)” (ibid: no page numbers), “one [ideology] trying to maintain social order and the other 

[utopian] trying to disrupt it. Hence, there is constant tension between stability and change” (Flichy, 2007: p.8). 

It is useful to consider the internet as a simplified and accelerated societal model. Lesage & Rinfret state there 

was a pronounced split in the 1990s between those who design(ed) the internet, and those who use(d) it, whom 

Robin Mansell (2012, quoted by Lesage & Rinfret, 2015) refers to as the ‘behind the screen’ and ‘in front of the 

screen’47 respectively. Flichy suggests we can analyse the imaginary by understanding the ‘frames of reference’ 

of those two groups of protagonists. He proposes there are two frames: the ‘frame of functioning’ is “the body of 

knowledge and know-how mobilized and mobilizable (sic)…” and the ‘frame of use’ is all “the social activities… 

the routines of daily life, sets of social practices, kinds of people, places and situations connected to the… 

artefact.” 

Strategies Volume 1 May 2002 [online]. Available at: www.sheffield.gov.uk/content/dam/sheffield/docs/planning-and-
development/beyond-city/sou-ndf/Southey%20Owlerton%20Regeneration%20Framework.pdf (Accessed: 22 July 2019).

47 Fédérik Lesage & Louis Rinfret (2015) characterise the distinction between Flichy’s conceptualisation, as a 
process of mediation between imaginaries based on compromise, and Mansell’s as paradoxical, the co-existence of 
alternative imaginaries.

fig. 3.14 
Jean-Léon Gérôme (c. 1879) The 
Snake Charmer

The Snake Charmer was chosen by 
Edward W. Said for the cover of the first 
(1978) publication of Orientalism. Mariam 
Said recalled “The minute Edward saw 
[it] he said this is it. It was by far the 
most complex [Orientalist painting] and 
conveyed exactly what the book was 
about”, although he chose not to describe 
or explain the painting in the book.

Prasad, V. (2017) ‘On the cover of 
Edward Said’s Orientalism’, The Citizen 
is Hopeful [online]. Available at: https://
www.thecitizen.in/index.php/en/newsdetail/
index/4/12404/on-the-cover-of-edward-
saids-orientalism (Accessed: 09 January 
2021).
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Imaginaries as Objects of Analysis

Spatial imaginaries (Chapter 4: Frame 1) in Geography, arising from the Performative Turn in the social 

sciences are “constituted through the lived experiences, perceptions and conceptions of [the] space itself” 

(Lefebvre, 1991, cited by Wolford, 2004: p.41). Josh Watkins (2015: p. 508, & pp. 512 – 514) asserts this is an 

umbrella term for three different kinds of spatial stories and their uses. He defines these as:

1. Place Imaginaries : communicate ideas about phenomena which are supposedly characteristic of a 

particular, defined space, and can operate across a range of scales. In describing what is distinctive or 

‘unique’, and in bounding or the ‘bordering’ of one space, inherently this will define as the ‘other’ both all of 

the places which it is not and the alternative, competing place imaginaries for the same space.

2. Idealised Spaces Imaginaries : are descriptions of kinds of places. They have universal characteristics 

which can convey negative or positive associations. For example, ‘post-industrial cities’ invokes 

narratives of undesirable or enforced economic restructuring and urban decay. Place imaginaries may be 

representative of idealised spaces imaginaries, so Detroit in Michigan, USA, is emblematic of the ‘post-

industrial city’ narrative through its portrayal in ‘ruin porn’ imagery of deserted and derelict factories and 

neighbourhoods. Watkins warns idealised spaces imaginaries can be simplistic; essentializing complex 

social and spatial issues.

3. Spatial Transformation Imaginaries : are narratives about how place imaginaries and idealised 

spaces imaginaries have, should or will change. If concepts such as globalisation, gentrification and 

deindustrialisation are ‘naturalised’ (i.e. if they are widely accepted as ‘true’, ubiquitous and inevitable 

processes which are then reproduced by [institutional and individual] actors) they become self-fulfilling 

prophesies (ibid: p. 513) leading to a generalised, future outcome.

Seminal to the development of the concept of imaginaries is Edward W. Said’s 1978 book Orientalism in which 

he traces the evolution of the idea (and representations) of the ‘Orient’ as the ‘other’ [rather than many others!] 

in, by and for the Christian West. The ‘Imaginary Geography’ (Said’s expression for spatial imaginary) of the 

‘Orient’ formally originated in 1312 with the Church Council of Vienne establishing professorial chairs across 

Europe (at the ancient universities of Paris, Oxford, Bologna, Avignon and Salamanca), leading to the textual 

study and theorisation of the languages, socio-cultural and scientific knowledge of the peoples and countries 

encountered as trade routes expanded east and south from medieval Europe. Said contrasts this scholastic 

approach to the ‘Orient’ with the knowledge - and cultural assimilation - of Ancient Greece derived more from 

artefacts than from fragmentary texts. The ‘Orient’ afforded to the western imagination an exotic, mythological 
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repertoire of “half-imagined, half-known” imagery (Said, 1978: p. 63) (Fig. 3.14). Contradictorily, it also positions 

the ‘near Orient’ (the middle-east) as the West’s ‘opposite’ or inverse, an existential threat on the border of 

Christendom, and Islam as (incorrectly, a symmetrical – and therefore heretical) mirror image of Christianity 

(ibid: p. 60).

Watkins interprets Said’s account as proceeding linearly, from the (textual) representation to the (re)production 

(2015, p. 518) and ‘naturalisation’ of the Oriental imaginary. This seems to be, at least in part, Said’s own 

critique too of the evolution of Orientalism. He notes wryly, “Even the rapport between an Orientalist and the 

Orient was textual, so much so that it is reported of some of the early-nineteenth-century German Orientalists 

that their first view of an eight-armed Indian statue cured them completely of their Orientalist tastes” (1978: 

p. 52). However, Watkins is proposing spatial imaginaries should be considered as performative (enacted 

and embodied, including the representational - performed by language, text, and images) rather than 

representational first and separate from material cultures. Following Butler’s (1993) example he proposes 

imaginaries are formed in continuous, reiterated practices - which do not privilege text over action – and which 

change slowly through ‘slippage’ in their performances. 
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We now need a tool with which to enable these spatial imaginaries to be externalised and 

visualised. Mapping has emerged as a method in ethnographic fieldwork and as a technique which 

can be performed cheaply and quickly anywhere. The following section outlines the development 

of thought from the map as objective artefact, and a tool of ‘strategic’ subjugation, to processual 

‘mapping’. This opens up possibilities for representations of diverse ‘life-worlds’ and alternative 

chorological narratives; how the city is enacted, or performed, and (re)produced.
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iv. Post-Representational Cartography

Cartographer and map historian, John Harley (1989), challenged the orthodox belief that maps objectively 

represent landscapes. He drew attention to the subjective choices made by cartographers which reproduce 

their ideologies. Harley’s work has been criticised (for example by Crampton, 2003: p.90, cited in Kitchin, 

Gleeson, Dodge, 2012: p. 2) for not challenging the ontological idea that the map-artefact nevertheless 

represents the truth, which is discernible beneath the ideology.

John Pickles (2004: p. 145 quoted in Swords & Jeffries, 2015: p. 1317) proposes maps condition us for how to 

interpret the world,

Maps no longer are seen to simply represent territory, but are understood as producing it; in important ways 

‘maps precede territory’, they inscribe boundaries and construct objects that in turn become our realities. 

[emphasis added].

Mapping Theory

Rob Kitchin & Martin Dodge propose “maps are constantly in a state of becoming” (2007: p. 335). That is they 

acquire ‘map-ness’ through their enactment to solve relational problems of:

• production: e.g. How is this best represented? 

and 

• use: e.g. Where is x? How do I get to y? How far is z? (Kitchin et al., 2012: p. 2) 

Kitchin & Dodge acknowledge their debt to critical cartographers including Harley and Pickles, for 

deconstructing the content of maps and exposing the ideologies, knowledge-power and social constructs which 

tacitly shape the production of the map-artefact.  In turn these influence the map-users’ and wider society’s 

construct(s) of the world as (re-)presented on the map. However, they note the map-as-artefact is not itself 

a neutral object. It is a map because, or only when, we say that it is a map and when we use it to solve a 

relational problem (geographical or otherwise). As Scrivener (2002) notes, there must have been a time before 

he learnt how to ‘read’ (and, therefore, extract information and form knowledge from) the London Underground 

Tube Map. Before that revelation, it was not a map for him. Kitchin & Dodge would assert if it cannot be (or is 

not being) ‘read’ as a map, then it is not a map, and should be thought of as no more or less than coloured lines 

and dots on a white and grey ground.
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As our avatar of ‘Scrivener’ came to recognise the symbolic meaning and implied relationships given to lines, 

dots and colours to the signage in the stations of the London Underground, he could then use the Tube Map to 

predict and hence to navigate the system. However, to navigate to and between Underground stations above 

ground requires a map with different parameters (moreover, much of the Underground network is impervious to 

microwaves rendering mobile phone technology useless to trace or plan movement on a digital, geographical 

map). So, our ‘Scrivener’ may simultaneously be using an A-Z, and/or his cognitive or ‘mental map’ to imagine 

the ground above his head. Should he be a frequent user of the London Underground he may be familiar with 

the route he is taking, his mental map already incorporating (some of) the knowledge encoded in the Tube Map. 

Some stations are distinctive enough themselves to act as key landmarks in a ‘mental’ map, and if, for example, 

all he requires is reassurance of how many stops to travel through on the way to his destination, it may be 

equally convenient for him to use Patterson’s “The Great Bear” as the Tube Map with which to navigate his 

journey. It is much quicker to identify Tottenham Court Road by Eduardo Paolozzi’s mosaics lining the platform 

than it is to distinguish it as the intersection of a black and a red line. Conceivably “The Great Bear” might even 

make it easier to remember; perhaps the names of Philosophers (which occupying the same abstract space as 

the names of stations on the Circle line) are more coherent than place names and thus easier to remember? 

They might suggest alternative toponyms or an original mnemonic, creating new and more memorable 

associations of place and Philosopher for the individual traveller.

As discussed in Chapter 2.1, for the ‘real’ Scrivener it is precisely this ambiguity in “The Great Bear” which 

distinguishes it as an art-work, and categorically separates it from Harry Beck’s purposeful “Tube Map”. 

Patterson invites the active participation of the audience in “The Great Bear” to construe meaning(s) for 

themselves in a dialogue with the artwork, creating connections that Patterson may or may not have intended 

to be there. Beck, an engineering draughtsman, had different intentions. He designed the “Tube Map” as a 

self-instigated project with which to address a specific ‘Research Imperative’: how to represent the diverse 

lines built by different companies as a unified network and to display stations at the farthest reaches of the 

network all on a manageably-sized, pocket map. He conceived it like a schematic; using only vertical, horizontal 

and 45 degree angled lines with radiused corners. He reasoned that physical distances between stations 

were unimportant to rail passengers who were mostly underground or in deep cuttings and so could not see 

the terrain and landmarks they were travelling through. As passengers needed only to know the sequence of 

stations and at which station they could change lines, Beck made the distances between stations equal and 

eliminated all extraneous geographical features except for a stylised River Thames. 
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The relationships implied in the “The Great Bear” are ontologically unstable. The thirteen ‘lines’ each represent 

distinct categories; from the familiar, e.g. film actors or footballers, to the obscure, e.g. Sinologues or ‘Louis’ 

(ostensibly French Kings, but perhaps just people who have held positions of political influence?). The ‘stations’ 

are then named after individuals who conform to those categories, the sequence implying an obscure logic, at 

least until the lines intersect. Scrivener describes trying to understand and decode the connections, to decipher 

deeper levels of meaning from Patterson’s choices for “The Great Bear”. 

I too had a framed reproduction of “The Great Bear”. It hung above the 

breakfast counter in my kitchen for five years. Questions like, “Why is Charles 

Darwin more of a Philosopher than Albert Einstein?” and “was he particularly 

noted for playing football as well as writing ‘On the Origin of Species’?” 

accompanied my tea and toast and the BBC’s Today programme.

Patterson states,

There is no code to be cracked in any of my work. Meanings may not be obvious, you may not get a joke, 

but nothing is really cryptic - I’m not interested in mystification. I like disrupting something people take as 

read... What interests me is juxtaposing different paths of knowledge to form more than the sum of their parts. 

(Greenberg, 1994)

Yet, Harry Beck’s “Tube Map” undoubtedly also satisfies Christopher Frayling’s definition of ‘research for Art and 

Design’, “… where the end product is the artefact – where thinking is, so to speak, embodied in the artefact, 

where the goal is not primarily communicable knowledge in the sense of verbal communication, but in the 

sense of visual or iconic or imagistic communication” (1993/4, p.5, original emphasis). That it goes beyond the 

purely functional [if anything can be said to be purely functional, devoid of values, including aesthetic values] 

is evidenced amply by the more and less visually-pleasing iterations produced between 1933 and 1962; by 

Beck’s (unsuccessful) attempt to assert copyright over the image between 1960 and 1965; and by Patterson’s 

détournement in “The Great Bear”. The “Tube Map” is an iconic and metonymic representation of London on 

mugs, t-shirts and postcards. The representational technique and symbolic devices created and refined by Beck 

have been emulated by railway companies all over the world (Beck was also responsible for the Paris Metro 

map).
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When I was aged around 8 years old and on my first trip to London, I 

remember my Dad pointing out to me the shape formed by the Circle, District, 

Hammersmith & City, and Metropolitan lines was redolent of a milk bottle 

[introduced by Paul Garbutt in 1962 (Graham-Smith, 2018)]. Like the arrow in 

the FedEx logo, once it is seen, it is impossible to ‘unsee’. I find this ‘public-

secret’ knowledge strangely reassuring, like being ‘in the know’ on a magic 

trick.

Garbutt’s horizontal bottle shape seemingly did not emerge incidentally and has been maintained by the 

Circle Line through successive revisions of the Tube Map since 1962. As stations are closed for refurbishment 

and new lines are constructed, the Tube Map is being constantly modified by Transport for London (TfL). In 

comparison, “The Great Bear” is much more epistemologically ‘secure’. It belongs to a canon of art-objects and 

so has remained unchanged since it was created in 1992. Simon Patterson is not invited to Tate Liverpool with 

stickers to ‘correct’ it. Kitchin & Dodge would say navigating with the Tube Map is (necessarily) performative: 

as Plato attributes to the pre-Socratic philosopher Heraclitus, “you cannot step into the same river twice, for 

other waters are continually flowing on.” The process of relating to/ using the map is contingent, taking account 

of planned closures; delays caused by incidents affecting stations or trains; peak travel times for commuters; 

personal recollection and mental maps. As Barry Brown & Eric Laurier remind us, with a close reading of a 

saleswoman consulting a London A to Z in situ,  wayfinding does not occur in a vacuum; the traveller continues 

to do other things besides being the map-user (2004: p. 5).

Mapping as Praxis

Harley asserts maps do not embody objective knowledge, but are constructed from the dialogue between 

the user and the societal context of the map’s production. The patron/ cartographer’s ideology then exerts 

an effect on, and in the world. Pickles agrees maps do not hold a ‘mirror to reality’ and states they pre-figure 

and construct a version of reality. Kitchin & Dodge propose the user wills a map into existence each time they 

chose to ‘read’ it and that the map-artefact and map-user enter into a new dialogic relationship within the 

unique situation to which it pertains. Brown and Laurier show the ‘cognition in the wild’ of the map-user and how 

they negotiate between various forms of map, their past experiences and forward planning. At first sight the 

comprehensive demolition of the map-artefact by critical cartographers appears nihilistic; a Laputan exercise of 

124

Precedents of Practice



reductio ad absurdum. However critical cartographers see their project as emancipatory. Reconceptualising the 

stable, ‘neutral’ map-artefact in to ‘mappings’ as relational and performative, cartography is democratized – it 

is available to all rather than the preserve of a specialised elite and politically powerful – and the map-user is 

recognised as having a dialogic relationship in knowledge production. While drawing on the methods of critical 

cartography, Jon Swords and Michael Jeffries (2015: p. 1328) also advise not to forget the ‘aura’ of the map-as-

physical-artefact and its tactile and material presence as a small object of desire (objet petit a)149.

Ethnocartography and intangible heritage

Mapping is accessible anywhere, and has consequently become a staple technique for ethnographers seeking 

to reveal intangible heritage. Bjorn Sletto’s paper, “We Drew What We Imagined” (2009) documents four years 

living and working with the Pemon people in Venezuela. In his ‘thick description’ he discusses how the project 

started – as a result of conflict between the indigenous peoples and the parastatal electricity company about 

the management of grasslands they both occupied - and the national legislation allowing demarcation (and 

‘ownership’ claims) of indigenous peoples’ ‘habitats’ which enabled Sletto’s involvement (and became the focus 

of the paper)250.

491 From Jacques Lacan’s psychoanalytic theory, L’objet petit a describes the ‘object [after Freud] cause of desire’, or 
that which we desire in others (autre). In The Sublime Object of Ideology (1989: pp. 206-7) Slavoj Žižek equates ‘a’ to the 
Hitchcockian ‘MacGuffin’; it is a narrative device which prompts or propels the characters’ action: an absence, an object 
of exchange, or a mute object which embodies the idea of jouissance, which Robert Bononno translates as ‘enjoyment’ 
(Lefebvre, 2014 [1973] :pp. vii - x).

502 The participants in the Pemon mapping workshop worked in groups based on age and gender (men, women and 
children), to produce the initial maps of land-use and sites of cultural and historic significance to the community. Elders, 
who were raised in semi-nomadic settlements and retained knowledge and experience of more remote hunting and fishing 
trails, asserted their knowledge-power over the younger and mostly teenage, male participants. The Elders were given 
a privileged position when working with the ‘Ethnocartographers’ to combine the first-stage, group maps into twelve, 
composite maps representing the territories of the ten communities. Sletto reports the female participants’ position in 
Pemon society changed as a result of their participation in the mapping workshops. For example two ‘Ethnocartographers’ 
were encouraged by the researchers to become leaders in the project. Sletto notes one of the female participants 
suggested they were being ‘tested’ by the male elders on their knowledge of the stories and meanings of landscapes 
which they had not experienced first-hand (from which the paper derives its title). While women’s status in the community 
was enhanced by their participation, this was negotiated socially with the elders in deferring to their knowledge of Pemon 
place names (some Spanish place names are more commonly used by the Pemon peoples than their Pemon toponyms). 
The final map, combining all of the 12 second-stage maps and geo-referencing some 2000 locations of significance to 
Pemon culture, refused to acknowledge the existence of state interventions into the territory (apart from the Pan American 
Highway) and rejects statist language. ‘Gardens’ (areas of slash and burn agriculture) are highlighted, and ‘bathing places’ 
and ‘scenic views’ are identified rather than ‘tourist sites’.
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Ethnographic mapping projects operate between globalised practices (and often in the interests of remote 

political or economic elites) and the imaginaries, spatialities and identities of cultures and communities which 

are the subject of the research. Sletto describes the local and regional power dynamics that affected the project. 

At the local level, this included gendered and age-related authority, and hierarchical family relations, as well 

as cultural-linguistic divides between two forms of the Pemon language and between Pemon and Spanish, the 

official language of authority. At a regional level, factions sought to use the mapping project for economic gain 

and political influence and so the exercise was not repeated in other sectors after Sletto’s team’s map of the 

Pemon’s ‘sector 5’ was successfully delivered. Sletto’s account places the participatory processes in the wider 

socio-political context and the effects of that context on him, as a researcher, and the work he was undertaking.

Michael Brown and Larry Knopp (2008) reflect on the process of the production of a map as the output from an 

action research project to identify and document queer spatialities in Seattle over time and, what they refer to 

as, ‘colliding’ epistemologies and methodologies. They describe the various levels of tensions experienced, 

• within the group of volunteers – between the ‘deductivists’, who wanted to decide on a single narrative before 

data collection, and the ‘inductivists’, who did not wish to preclude multiple stories emerging from the mapping 

process; 

• within themselves - between their desire to enact Queer Theory, versus the pull of the empirical-scientific 

method and forms of representation - and then pragmatic decisions which over-rode the former to ensure a 

map was published in the given timescale; 

• and finally, in the reception of their map, providing post-production corrections, additional information, and 

complaints about its lack of online ‘searchability’ as anachronistic. 

They note the extent to which the ‘final’ map is incomplete due to,

• accidental omissions; 

• epistemological values – it is coded by decade, which is a normative construct that does not fully reflect 

the information presented; 

• imperfect information – Seattle addresses were reassigned in the 1940s and 50s and an interstate 

highway was built through the city (ibid: p. 50) so proxy addresses were used to approximate some 

locations, memories of locations were hazy and contested – pre-Stonewall, this was ‘secret’ information 

and so not accessible or cross-referenceable in written archives; 
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• and in Brown and Knopp’s personal values and aspirations - they were keen also to document residential 

queer spaces such as the “communal lesbian houses scattered across the city in the 1970s” (ibid:  

p. 53)351.

In its Cartesian graphic representation their ‘final’ map is quite conventional and employs a simple symbolic 

dot – colour-coded by decade and numerically cross-referenced to a separate textual description and archive 

images which “attempt[s] to represent the place behind (within?) the dotted location.” (ibid: p. 50). Brown and 

Knopp admit this was partly a consequence of the lack of their technical, graphic skills, but more significantly 

because they lacked sufficient details or were unable to classify ‘hybrid spaces’. For example, a 1940s and 

1950s cabaret venue known for drag performers was also a popular location for heterosexuals as well as 

familiar for police harassment and payoffs, and a 1970s gay radio programme broadcast was made from a 

private home. They note,

Experiments… seemed to us to leave the map cluttered and overwritten. Many locations contained multiple 

and different sites over the years, and in fact evolved from one thing to another rather than having hard edges 

or moments of transformation. (ibid: p. 51)

Although Brown and Knopp’s account is of processual counter cartography, in the realisation of the map-

artefact they conform to the representational conventions of objective, geometrical maps452.

Kevin Lynch’s classic 1960 book The Image of the City, a taxonomic study of the uses of mental mapping for 

navigation in American cities, begins with the concept of ‘Imageability’. Imageability, or legibility, describes the 

physical qualities of place which allow mental mapping to occur. Lynch proposes that identification of individual 

objects (buildings, places) and their relationships (spatial, structural, patterns of continuity) (1960: p. 9): 

…does not necessarily connote something fixed, limited, precise, unified or regularly ordered, although it may 

sometimes have these qualities. Nor does it mean apparent at a glance, patent or plain. The total environment 

to be patterned is highly complex, while the obvious image is soon boring… 

Such a city would be one that could be apprehended over time as a pattern of high continuity with many 

distinctive parts clearly interconnected. The perceptive and familiar observer could absorb new sensuous 

impacts without disruption of his basic image…The city of Venice might be an example of such a highly 

imageable environment. (ibid: p.10).

Stephen Cairns and Femke Reitsma’s “Cultures of Legibility” project (cited by Ray Lucas, 2016. See also 
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UK Research and Innovation, undated) applies and tests the transferability (Lincoln & Guba, 1995: p. 316) of 

Kevin Lynch’s method and model for the imageability of ‘the city’ to the informal, and rapid urban expansion of 

Jakarta, Indonesia. Transcribing 100 respondents’ mental maps into Lynch’s symbols, they found frequently 

reoccurring, temporal ‘landmarks’ such as traffic jams or illegal road races were still used “…to navigate even 

when the event that granted them significance was not happening.” (Lucas, 2016: p. 149, original emphasis). 

Lynch noted, “[m]oving elements in a city, and in particular the people and their activities, are as important as 

the stationary physical parts” (1960: p. 2).

In contrast with Brown & Knopp, Jon Swords & Michael Jeffries (2015) account of ‘representing the 

unrepresentable skateworlds of Tyneside’ - produced for the “Play:Space Newcastle” exhibition at Dance 

City, Newcastle in 2010 - takes a distinctly maximalist approach to their composite of participants’ skateworld 

mappings. Highlighting (just) two of the layers of information on this map to illustrate their approach, Swords 

and Jeffries détourné the schematic graphic style of the underground maps (generically derived from 

Beck’s “Tube Map”, but using the two colours of the current Tyne and Wear Metro system) to imply a lack of 

importance to the skateboarders of the ‘in-between spaces’ as they exercised circuits between skate-able, 

street ‘spots’ or, as Swords and Jeffries call them, “micro-architectural features” (ibid: p. 1321). The street ‘spots’ 

are geo-located (fuzzily) rather than evenly distributed like the stations on Beck’s “Tube Map”, enabling it to be 

used conventionally for (approximate) navigation by someone new to the Tyneside skate scene. The lines are 

intended to be only indicative of the idea of the circuits taken and revealed in the participants’ individual maps. 

They are suggestive of temporality rather than representative of all of the possible journeys taken between 

the various ‘spots’. In contrast with Brown and Knopp’s Seattle map, the character of the ‘places behind the 

dotted locations’ were ‘overwritten’ on the skateworld map as illustrations composited from the participants’ ‘raw’ 

imagery. Swords & Jeffries wished to minimise the production steps between the skateboarders’ imaginaries 

and their combined representation of the Tyneside skateworld. They note this also encouraged the participants 

to feel ownership of the ‘final’ map as they could identify their individual contributions.

Mapping Values

Harley (1989) exposes the values and ‘rules’ implicit in the supposedly-objective, God-like Cartesian view of 

the ‘basic’ map (in the post-Enlightenment, European tradition) drawing on, and contrasting Foucault’s use 

of discourses to uncover power in all knowledge, and Derrida’s notion of rhetoric – metaphors and symbols 

– in ‘texts’. Harley critiques the epistemological basis of the practice of cartography to expose the map-
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object as inherently value-laden. This does not undermine the usefulness of maps, but enables the map-

user to understand their implicit influence(s). Harley proposes there are two ’rules’ which underpin European 

cartography’s scientific claims and the epistemological assumption that objects on a map are real, that is:

1. they exist independently of observation, so can be empirically observed and measured, which can be 

repeated by others, and so are verifiable; 

2. the objective of surveying/ mapping (and, consequently, of the map-artefact) is to produce a ‘correct’ or 

truthful understanding (and representation) of the geometrical relationship of those objects in space (on a 

2D plane). 

Through improving instrumentation and survey techniques, the map-artefact becomes a closer approximation 

to ‘a mirror of nature’ (Richard Rorty, quoted in Harley, 1998: p.4). However, by prioritising the geometrical 

relationships (aside from the complexity of representing a 3D-curved terrain on a 2D plane) the map-artefact 

orders abstracted space, which disguises (or denies) social structures and cultural meanings, and creates 

hierarchies of what is represented symbolically.

General cultural values (Lincoln & Guba, 1995: p.177) infiltrate the map-artefact in two ways. Firstly, the 

production of maps typically has a patron. Their values and priorities inform what is included or excluded from 

the map. For example, an atlas published by a vehicle breakdown service will emphasise the hierarchy of roads 

(using line-weight and colour), their intersections and services. Being of only secondary importance, cities and 

landscape features will be hatched or represented symbolically (e.g. ‘tree’, rather than Oak, Spruce, etc.). The 

breakdown service’s competitors will not appear at all. 

The second way in which societal values infiltrate the map-artefact is in the commentary, footnotes and 

marginalia which convey cultural meanings. Maps for tourists will end at the constitutional or sovereign territorial 

boundaries; attractions will be listed and how to act or respond to those attractions will be implied; adverts for 

restaurants or services will be given prominence depending on how much was paid by the restaurant or service; 

the emblems and symbols of the region, the crest of the council, the logos of the sponsors, etc. are rhetorical 

devices invoking authority or intended to appeal to particular readers/ audiences.

Harley sides with Foucault over Derrida (and subsequently is criticised for not going further to question the 

ontological assumption of the map-artefact itself as containing partial, or one of many, ‘truths’). He proposes 

power-knowledge works through cartography both externally and internally. As outlined above, power is 
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projected externally by the map-artefact as an assertion of sovereignty and importance. For example, the 16th 

Century Mercator projection prioritises the global north and emphasises sea trade routes over a comparison 

of surface area of countries and continents. Harley proposes knowledge-power is also internal, i.e. embedded, 

in the map-artefact. Abstract space denies agency and representation to indigenous peoples and permits the 

expropriation of resources or the exercise of colonial power, ignoring cultural, religious and ethnic identities ‘on 

the ground’.

Who Owns Intangible Heritages? 

Through the exercise of external and internal knowledge-power, the cartographer shapes our conceptions of 

the physical world through their choices of symbols, colours, etc. and what they include or exclude from their 

representations. With the near ubiquity of domestic satellite navigation systems - and the more accurate military 

system on which they piggy-back – and geo-tagging of mobile phones, digital cameras, exercise trackers etc. 

we are all willingly surveilled. The knowledge-power is in the hands of, but not necessarily the control of states 

and multi-national corporations: the routes of exercising soldiers’ personal devices were published online 

inadvertently revealing the presence and layout of secret military installations (Hern, 2018).

Participatory mapping processes, such as those described by Sletto, Brown & Knopp, and Swords & Jeffries, 

are not an empirical-scientific production of the objectively ‘best’ possible representation of (just) a terrain. The 

mapping workshops are “Theaters (sic) for the performances of identities, the reading and interpretation of 

histories, and the production of material and imaginary landscapes that participants consider ‘theirs’.” (Sletto, 

2009: p. 465). However, in all three of the above examples – Sletto, Brown & Knopp, and Swords & Jeffries 

– editorial control over the final output remains with the ‘experts’ (although Brown & Knopp were members of 

Seattle’s queer community, they were also afforded a privileged status by the group of volunteers because 

they were academics/ geographers, which the other members of their group conflated with cartographers). 

Sletto observed it was his involvement which made the production of the Pemon map possible, but the lack of 

funds, time and infrastructure to train further ‘Ethnocartographers’ or to provide computers, Global Information 

Systems (GIS) software and training meant only limited map-making knowledge remained within the 

communities after the project. 
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He states,

Mapping practitioners will dub their projects ‘participatory’ (in the sense that these maps are not solely the 

product of an outside researcher but the result of group activity of some sort), but when these maps enter 

the global flow of ideas and knowledges, they often move beyond the control and even grasp of many 

marginalised people. (Sletto, 2009: p. 464)
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Most of the work which has contributed to the praxis of this PhD has involved children and young 

people. As one (far from homogenous) group and a section of society with restricted rights and 

limited autonomy, their [and our – we were once all children] identities are established in relation to 

an acute awareness of place.

The next section focusses specifically on young people and children and outlines existing research 

around their agency and political engagement. We approach this theme from two directions. Firstly 

we will discuss the rights given [down] to children and young people and how these are then 

restricted by society. Then we consider how young people are excluded from formal P/Politics, but 

look at how embodied and spatial practices can be conceived as formatively political. Finally we 

consider the scales – the local and the global – at which young people exercise ‘everyday’  

p/politics.
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v. Children’s Rights and their Limits

Children’s rights arose as a critical reaction: to redress the historic marginalisation of the voices and 

experiences of children and young people. Proponents claim the development of children’s rights has parallels 

to similar movements for other disenfranchised, marginalised or minority groups, for example, the social 

position of women before the first wave of feminism. Kirsi Pauliina Kallio and Jouni Häkli’s (2013) editorial for 

Space and Polity, ‘Children and Young People’s Politics in Everyday Life’, outlines the development of children’s 

rights following the ratification of the United Nation’s Convention of the Rights of the Child in 1989 and, latterly, 

the academic discourse about children and young people’s agency in the decade preceding that edition. The 

United Nations’ Commission on the Rights of the Child (UNCRC, 2009, quoted in Kallio and Häkli, 2013: p. 2) 

have expanded the meaning of the Convention, so it now “establishes not only a right in itself, but should also 

be considered in the interpretation and implementation of all other rights.” That is, the rights of children are 

not just asserted on their behalf and in relation to policies and laws particularly affecting children and young 

people, but it requires that methods are developed and implemented to ensure their voices and experiences 

are heard in all aspects of policy, at all scales of governance, and in all parts of the world. The principles and 

interpretations of the protection and implementation of children’s rights goes far beyond the scope of this 

exegesis, but it is briefly touched upon here as pertinent to the politics of space and uses of the city, as outlined 

previously under the heading of ‘Right to the City’, and to young people’s ability to shape it.

Johanna Wyn and Robert White (1997, cited in Bronwyn Wood, 2011: p. 23) theorise ‘youth’ as a “socially and 

culturally constructed concept” in relation to a local and social context and in counter-distinction to the concept 

of ‘adulthood’, “rather than a universal stage of development or ‘age’.” However, Robert M Vanderbeck (2008) 

suggests some academics focussed on making the case for children’s rights have not engaged sufficiently in 

questioning and challenging their own and their colleagues’ underlying assumptions of a “simplistic dichotomy 

between children as pre-adult becomings ... [versus children as human beings, and therefore…] as social actors 

in their own right” (Aitkin, 2007: p. 119 quoted in Vanderbeck, 2007: p. 397). While rightly celebrating young 

people’s resourcefulness and creativity, the policy makers, public administrators, and, especially, academics 

also have avoided contentious, uncomfortable or potentially damaging consequences to the logical, but 

implicit, conclusions of their theoretical position – that children should always be considered competent unless 

demonstrated otherwise - for fear of being perceived to be ‘rights sceptics’. Vanderbeck cites, as examples 

of where limits on competencies are imposed by age, the ability of children to give evidence in court or to be 
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held fully accountable for criminality; the ages of sexual consent and suffrage; enforcement of compulsory 

education; and age-restrictions such as applied to the consumption of alcohol and nicotine, or access to violent 

or sexually-explicit films, computer games and websites and so forth. Katharyne Mitchell and Sarah Elwood 

(2012) therefore also note some limits to children’s agency are necessary. These may be desirable or beneficial 

for their health and happiness, or to protect them from societal harms to which they are especially vulnerable. 

Within the academic literature of Children’s Geography there are no agreed definitions of children or young 

people. Elwood & Mitchell (2012: p. 3), following Jeffrey (2010: p. 497), refer to all people under the age of 

15 as children. However, this suppresses the distinct experiences, perceptions and capacities of different age 

groups, and also fails to acknowledge the liminal period after adolescence153 for a significant minority of young 

people in the global north, before they attain full adult independence. 

In a community development project, Susan Goodwin & Alexandra Young (2013: p. 345 and 348) observed 

only the adult tenants and residents had been consulted in a household survey. They noted this had assumed 

the adults can and will represent the needs of the children and young people. However, conversely the survey 

demonstrated that children and young people in the community were perceived by the adults as a problem. 

Goodwin & Young solicited views on a broad range of social issues, including housing and employment, from 

two groups in schools in this community. Implicitly Goodwin & Young distinguished children and young people 

based on the schools which the participants attended. Participating pupils from primary school, aged 10 to 12 

years, were classed as children and pupils in high school, aged 13 to 17 years as young people (ibid: p. 349). 

These distinctions by age revealed not only the participants’ priorities, but also how they interpreted the issues 

affecting their community differently. Disputes and acts of violence between neighbours were identified as a 

problem by the household survey of adults, as well as by both groups of participants in Goodwin & Young’s 

project. However, the young people perceived this problem in relation to other societal harms – drugs and 

alcohol – whereas the children expressed their concern in terms of its personal impact on them, such as noise 

and disturbances at night or fear of other people’s unpredictable behaviour (ibid: p. 351).

531 Manuela du Bois-Reymond (1998) documents the liminality of post-adolescence. Once the preserve and 
opportunity of the children of the wealthy elite, the transition from adolescent to adulthood has grown longer and more 
fragmented. Driven especially by the rapid expansion of tertiary education; as well as the requirements of the job market 
and precarious, service-sector employment practices; the lack of affordable housing; and cultural shifts, such as sexual 
liberalization. Aspects of youth culture are retained selectively, while economic circumstances may delay or frustrate 
attainment of adult signifiers and life goals, such as home ownership or parenthood.
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Richard Hil & Judith Bessant (1999) contest what they see as a convergence of deterministic and neo-Marxist 

philosophies which consider both ‘youth’ and structures of authority as homogenous entities. They argue 

that, while there are power discrepancies between young people, adults and authorities, it is simplistic to 

characterise young people as either disempowered victims or as the ‘enemy’ of a monolithic state and/ or 

neoliberal economic forces. Equally they reject the stereotypes of young people as purposeful rebels, and 

of oppressive authority compelling young people - especially those with comparatively lower social capital 

and economic or other disadvantages - to ‘act out’ the role of hostile, deviant or criminal behaviours. Rather, 

the imbalances of power and the interaction between the young people and various authorities vary widely 

depending upon a huge number of factors, including:

• the class, age, race, and gender of the young people and of the adults involved; 

• the location: Hil & Bessant identify some areas, such as fast food restaurants and the foyer of cinemas, as 

being considered more ‘appropriate’ for, tolerant of, and attractive to, young people to ‘hang out’;

• the time and day; 

• how and by whom control is being exercised; and 

• how the young people respond to a particular form of authority or how it is being enacted. 

It is an exaggeration to say all young people are excluded from the city, or from parts of the city, but all young 

people are subject to greater surveillance and interference from adults to varying degrees. The young people 

adopt a spectrum of contextual responses, from acquiescence; presenting a helpful or compliant persona; 

negotiation and bargaining; avoidance; identifying new spaces to occupy; claiming space through, for example, 

playing loud music; active provocation, verbal abuse or physical confrontation. 

Children are embedded in complex power relations and possibly have less autonomy than any other social 

group, but these power relations are part of the formations of politics (Kallio and Häkli). Children have a range 

of tactics as part of their struggles in everyday life—they may care for someone, or avoid doing expected 

tasks; they might cause disturbances that trigger policy changes. (Skelton, 2013, p.130)
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Danielle van der Burgt (2015) proposes young people’s techniques for negotiating risks and managing [their] 

safety in public places can be categorised as falling into one of three ‘strategies’: 

1. avoidance of certain areas or, perhaps, just at certain times of day, 

2. risk-confronting, being alert to their surroundings or taking precautionary actions such as carrying a 

mobile phone or weapon, and 

3. empowerment, for example, appropriating space through its use, or displaying boldness, by walking 

confidently, or creating personal space by listening to music through headphones. 

Some of the tactics, which the young people develop in response to these strategies, may be contradictory or 

counter-intuitive. For example, displaying their boldness (performing this attitude to reinforce it to themselves 

and projecting it to ‘others’) by listening to music loudly through headphones creates a psychological ‘bubble’ 

but might also make the young person less aware of their surroundings. Other tactics might also be irrational 

and can have even greater risks to the individual than the ones they perceived, e.g. carrying a knife or other 

weapon for self-defence increases the risks of physical harm to themselves or others by escalating the tension 

in a situation, and of criminalisation if they are stopped and searched by the Police while carrying it. 

‘Always already’ outside politics

Sarah Elwood and Katharyne Mitchell (2012a) define those tactics (described in Hil & Bessant, 1999; and 

van der Burgt, 2015) as formatively political. They note in a modernist political theorisation, young people are 

‘always already’ (2012: pp. 1 & 4) excluded from the public sphere and from deliberative political actions or 

‘rational argumentation’. In Aitkin’s expression (quoted in Vanderbeck, 2007), young people are considered 

human ‘becomings’ rather than fully human beings; subjects of institutions with only partially-recognised 

citizen’s rights. While children and young people are unequal actors, nevertheless, they use critical and situated 

knowledge to recognise and negotiate inequalities; exercise spatial practices to understand and narrativize their 

life-worlds (as theorised by Pugalis & Giddings, 2011, and Howells, 2005); and engage in tactics of everyday 

acts and behaviours (described by van der Burgt, 2015). Elwood & Mitchell assert these must be theorised 

as political (and distinguished from ‘merely’ social actions). Not only are they embodied tactics of resistance 

to institutions and authorities with power over them, but they also express self-determination and negotiate 

relationships with each other and with adults.
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These… point to the fact that all practices that seek to promote children and young people’s participation, and 

the participatory action in itself, are fundamentally linked with situated processes of socialisation and subject 

formation. Spatial situatedness, the processes of subject formation and identity construction, and different 

forms of participation and political action are thus inseparable aspects in the complex political geographies 

engaging and involving children and young people. (Kallio & Häkli, 2013)

Elwood & Mitchell also draw on de Certeau’s description of ‘spatial stories’254, and “specifically their capacity 

to script social actions…”. Spatial stories, they propose, are p/political in enacting critical judgements and are 

socially-formative. For example, in “scripting a neighbourhood as a no go area…” (Elwood & Mitchell, 2012a: 

p. 5, emphasis added) such a phrase implicitly establishes a set of relationships - a ‘we’ and a ‘they’ - for whom 

the neighbourhood is or is not considered safe to enter. The particular meanings attributed to spaces, and the 

consequential ‘scripting’ of social actions in certain places, depends on who is/are the narrator(s), and who are 

the (social) actors? [And, in the case of Elwood & Mitchell’s research, who are perceived to be the audience(s) 

to whom these spatial stories are being relayed? They acknowledge that the young people may have self-

edited the stories they were prepared to tell to the researchers, who occupied a pseudo-teacher, authority role 

in an organised, after-school setting]. Elaborating on de Certeau’s concept of spatial stories Elwood & Mitchell 

542 De Certeau’s concept of ‘spatial stories’ references heavily a paper by linguists Christine Linde & William Labrov 
(1975), with a detailed semantic analysis of verbal responses to the question, “… tell me the layout of your apartment” 
which they posed to investigate and derive rules of discourse for natural speech in American-English. Drawing on their 
findings, De Certeau distinguishes ‘tours’ and ‘maps’ in oral narratives. In Linde & Labov’s paper, only 3% of the apartment 
descriptions are ‘maps’, that is, describing the geometry of the apartment as if seen from above (i.e. as if an orthographic 
plan). Linde & Labov conclude this is only possible when the shape of the outside of the apartment is ‘nameable’ but, even 
in those instances, the ‘tour’ is still the preferred, verbal presentation. The ‘tour’ “provides a minimal set of paths by which 
each room could be entered.” (Linde & Labov, 1975, p. 930). The sentences are composed of a vector (direction) and a 
destination (room). The articulation of these ‘tours’ can be further subdivided into ‘static’ and ‘mobile’ descriptions. For de 
Certeau, these are examples of embodied narratives, equating knowledge (seeing) and action (going), either in a tableau 
(static) or organised by movements (mobile).

De Certeau claims ‘mobile’ descriptions are overwhelmingly preferred in the study. In fact, Linde & Labov state it is always 
possible to choose a ‘static’ vector, whereas ‘mobile’ vectors are used only in three circumstances: at the entrance which 
begins the ‘tour’; immediately after another ‘mobile’ vector on the same branch; or returning to a fork in the path. De 
Certeau uses this as evidence of the ordinary and everyday ‘stories’ – and the pre-modern map – as spatializing practices: 
i.e. they record itineraries not geometry. Linde & Labov (1975, p.926 footnote 7) cross-referenced the oral descriptions 
to the resident’s drawings of their apartments. They note Kevin Lynch’s (1960) comments on the mental maps of city-
dwellers, “It was as if the map were drawn on an infinitely flexible rubber sheet; directions were twisted, distances stretched 
or compressed, large forms so changed from their accurate scale projection as to be at first unrecognizable. But the 
sequence was usually correct, the map was rarely torn and sewn back together in another order…” in the manner of Guy 
Debord and Asger Jorn’s psychogeographic maps of Paris’ ambiences, the Guide Psychogeographique de Paris (1956) 
and The Naked City: Illustration de l’Hypothése des Plaques Tournantes en Psychogeographique (1957). [The ‘hypothesis 
of rotating plates’, is reference to the new theory of plate tectonics in geology which was not yet scientifically accepted.]
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consider how they are also relational and dialogical with reference the linguistic theorist, Mikhail Bakhtin’s 

oeuvre355. They conclude the evolving, negotiated and contested nature of spatial stories - which Sletto (2009) 

called the ‘theatre for the performances of identities’ - is precisely what defines as political the representations 

of spatial stories, such as those exemplified previously in the descriptions of processual mappings of queer 

space and skate-worlds.

Think Local or Act Global?

The maxim ‘Think Globally, Act Locally’ is attributed to 19th Century urbanist and sociologist, Patrick Geddes, 

although the exact origin of the phrase is unknown. Much like Lefebvre’s ‘Right to the City’, the phrase has been 

adopted subsequently by diverse groups, but is probably now most closely associated with the emergence 

of the ‘green’ campaigners and environmental movements (arising in the wake of the USA/USSR ‘space 

race’ which inadvertently provided the first, extraordinary images of the Earth from space) as the 1971 slogan 

inaugurating Friends of the Earth. The slogan advocates small, personal, behavioural changes in patterns of 

consumption and waste cumulatively would create large effects. The following section discusses briefly how 

young people’s awareness of global issues are largely influenced by their teachers and school’s curriculum, but 

are understood through their empirical experiences of their own locale.

The marginalisation of young people in formal P/political discourse leads to accusations of apathy, 

characterised as ‘the deficiencies of youth’ (Harris, Wyn & Younes, 2010: p.19) rather than identifying and 

critiquing the barriers to engagement in traditional political structures, such as political parties and trade unions. 

At the same time, a minority of young people do engage in ‘self-actualising’, direct and personal, political 

activism, including ‘culture jamming’; brand boycotts; support for environmental causes; and participation in 

transnational protest movements (see for example, Carrington, 2019)456. Harris, Wyn & Younes (2010) seek to 

553 Bakhtin’s writing on literary form, and especially the novel, is concerned with the primacy of the context, which 
he termed heteroglossia, and the polyvalent use(s) of ‘voice’ in prose. Bakhtin, like Habermas, did not accept any use of 
language could be a ‘neutral’ discourse, “but rather... [language is] mediated by different social positions and locations.” 
(Roberts & Crossley, 2004 p. 19). In every ‘utterance’ Michael Gardiner (2004) argues “meanings… [for Bakhtin] are only 
provisionally stable because [they are] linked to shifting contexts and situations” (p.36), thus echoing Heraclitus’ river 
(in chapter 1.2 above, page 54). An individual can impart nuance through their choice of words or techniques like irony, 
parody, etc., but “…cannot unilaterally determine its meaning.” (Bakhtin, 1981/2001, p. 36) for its recipient/ audience.

564 Prominent campaigners who have all addressed the United Nations include Greta Thurnberg (16), Ranton Anjain 
(17) and Ridhima Pandey (11), climate activists; and Autumn Peltier (15), clean water advocate.
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identify evidence of ‘everyday’ p/politics in ‘ordinary’ young people, who are neither the ‘apathetic’ straw men, 

nor the minority of activists. Through surveys in three Local Government areas with different socio-economic 

profiles, plus an online survey, 970 participants (aged 15 to 17) were questioned about, their personal (social 

and political) concerns; their membership of organised groups; their formal and informal civic participation 

and practices; and with whom the participants discussed social and political issues. Harris et al. (2010) 

suggest that, notwithstanding the lack of faith in elected politicians and of formal political forums to listen to 

the views of young people, discursive politics within networks of family and friends are important and valued 

by the young people questioned because they feel they are ‘being heard’. Harris et al. also note the young 

people’s frustrations at the ‘gap’ between the language and processes of P/Politics and ‘everyday’ discourse 

and concerns (ibid: p. 20). Harris & Wyn (2009) state the participants in the survey have greater autonomy 

than younger teens, but are financially and physically restricted due to reliance on family and public transport 

to move around and the adult interference and surveillance to which they are subjected in public spaces. 

Consequently young people of this age are especially ‘embedded’ in their locale, demonstrate competencies 

in navigating its invisible boundaries, and feel they have a ‘stake’ in their area. Harris & Wyn observe the 

young people interviewed ‘take notice’ of global issues like pollution and climate change, often led by the 

school curriculum and citizenship education. However, the young people interpret these through the lens of the 

‘mundane contexts’ of their “micro-territories of the local” (ibid: p. 328) and by individualised actions such as 

recycling.

Young People, Politics and Space

In formal P/Politics children and young people are ‘always already’ (Elwood & Mitchell, 2012a) excluded from 

deliberative institutions and actions. However, the United Nations Commission on the Rights of the Child (2009) 

requires children to be heard in all aspects of policy and governance. This has led to a body of academic 

research questioning how the political is defined and found outside or beyond modernist theorisation. This 

research also raises unresolved problems about the limits placed on children and young people’s citizenship 

and agency. We have looked at the means by which children and young people are formatively political (Elwood 

& Mitchell, 2012a), in the everyday ways they negotiate their uses of space with each other and with adults. 

We also observed children and young people are both more aware and engaged in broader contemporary 

societal and environmental issues than they may be given credit by adult commentators, but their concerns are 

refracted through the lenses of personal experience and the ‘mundane’ local environment.
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Wednesday, 2 October 2019: 

It is the start of a new academic year and I stand in front of the intake of post-graduate students to 

deliver my introductory lecture for the Practice, Management and Law module.

The first slide asks “What is Architecture?”

“It is my contention that buildings are in fact incidental, a side-effect, of architecture…”

There are murmurs of dissent. This statement still seems scandalous...

In the concluding two sections, we return to the production of space and a re-consideration of the 

definition of architecture. 

Flora Samuel (after Albena Yaneva, 2005) proposes what is unique about ‘architectural thinking’, 

and which distinguishes it from other forms of ‘design thinking’, is “knowing through scaling” 

(Samuel, 2018: p. 64). Yaneva describes this as a rhythm, “an ordered variation in a series of 

moves performed with different intensities and speeds” (2005: p.870), a ritual of becoming, from  

ur-material to formative ‘monster model’, “catching attention, being touched and transformed... 

slowly gaining an intense presence” (2009: p.61) .
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vi. Spatial Stories

The introduction to this exegesis cites Professor Flora Samuel’s proposition that the profession of architecture 

was conceived around the wrong body of knowledge. Although approaching this contention from opposite 

directions, both former RIBA president, Richard Saxon (2006), and the authors of Spatial Agency: Other Ways 

of Doing Architecture, Nishat Awan, Tatjana Schneider & Jeremy Till (2011), agree the profession of architecture 

should –  must! – be reconceived around processes which shape the built environment and away from a focus 

on the building-object as product. Perhaps architectural education implicitly has been moving in this direction 

for some time. Richard Tucker’s longitudinal research (2007 & 2008) with built environment students shows 

undergraduates in architecture converge on one ‘learning style’; which implies acquisition of an architectural 

way of thinking and doing rather than just learning a procedure or remembering a canon [and this is certainly 

my belief, which I propose in the Practice, Management and Law lecture cited opposite]. 

Knowing through Scaling 

In his essay Art and Objecthood (1967)157 Michael Fried’s rejection of minimalist sculpture and defence [as 

he saw it] of the “autonomy of the art object” (Bishop, 2005: p. 53) proposes a similar logic of combinatorial 

negation to that of Rosalind Krauss’ Sculpture in the Expanded Field (1979) discussed in the introduction 

(although Fried’s not painting + not sculpture = non-art/ objecthood/ theatricality, is somewhat less rigorously 

applied than Krauss’ and intended to shut down, rather than open up, a discussion of what an art-artefact can 

be). 

However, what is of greater interest to us in developing the line of thought of architecture as ‘knowing through 

571 Minimalist (which Fried called ‘Literalist’) sculpture is perceived in relation to the context in which it is experienced. 
Fried cites artist Robert Morris (1931 – 2018) describing that context as ‘the entire situation’, which includes; the space 
in which it is placed; the viewer themselves; and multiples of self-similar forms or spatial intervals between them: Donald 
Judd (1928 – 1994) asserted that his sequences of multiples were to be understood as a (singular) ‘Specific Object’. 
Judd and Morris also tried to refine their use of materials and ‘shapes’, and to eliminate junctions or visible signs of 
manufacture, so the pieces would not create “relationships within the work” (Fried, 1967: p. 2. Emphasis added). Unlike 
the atemporality of (what Fried considered) art – signified by the separation of the painting from its context by the frame, 
or by the plinth elevating a sculpture physically above the ground on which its viewer stands and metaphorically therefore 
above the ‘everyday’ – minimalist works share space and time (duration) with the viewer. The viewer is made aware of the 
relationship of the object in space and has a heightened perception of the qualities of that space, as well as “the size and 
weight of [their] body as it circumnavigates the sculpture” (Bishop, 2005: p. 53). Fried argued this was a “theatrical effect 
or quality – a kind of stage presence” that the minimalist sculpture “must somehow confront the beholder – they must, 
one might almost say, be placed not just in space but in his way” (Fried, 1967: p. 4. Original emphasis). It is in precisely 
this sense that Claire Bishop sees minimalist sculpture as a precursor to the genre of installation art she defines as 
phenomenological.  
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scaling’, is what Fried suggests in minimalist sculpture is a “latent or hidden anthropomorphism” (Fried, 1967: 

p. 5 of 10). Minimalist sculptures, he asserts, are broadly comparable in scale to the human body. Fried cites 

Robert Morris describing the (necessary) presence of the minimalist sculpture in order to create the ‘situation’. 

However fleetingly, the viewer therefore will have the uncanny (unheimlich) sense of sharing the space with 

another person. Fried concludes, “the apparent hollowness… [the] quality of having an inside – is almost 

blatantly anthropomorphic” (ibid: p. 5 of 10). It is also architectural. 

In Towards an Architecture of Enjoyment (2014 [1973]) Henri Lefebvre asserts architecture “is the production 

of space at specific levels [scales]” ranging from furniture to landscapes (the ‘environment’). However, he then 

excludes, “the city, the urban, urbanism, and spatial planning” because “it is at these levels that certain agents 

and powers intervene that are quite capable of crushing architects and their work completely… putting them in a 

subordinate position, by confining them to the mere execution of a program.” (ibid: p. 3). Proposing a challenge 

to those powers was a foundational concept in the formation of the Situationist International in 1958. They 

considered the scale of the district or neighbourhood to be the smallest, indivisible element of the city. ‘Unitary 

Urbanism’, their term for the assemblage of “the combined use of arts and techniques as means contributing to 

the construction of a unified milieu in dynamic relation with experiments in behaviour” (Debord, 1958, quoted 

by Chardronnet, 2003) mutated from a practice, to a critique, before the increasingly political, Parisian wing of 

the group (led by Guy Debord), rejected urbanism, first in 1960 for becoming an ideology (Debord), and then in 

1961 as an inherently and irreconcilably capitalist construct (Vaneigem).

Yet the ‘city’ is the axiomatic territory of architectural practice in, for example, the ’architecture as city’ approach 

espoused by Florian Beigel (1941 – 2018)258 with Philip Christou in the work of the Architectural Research Unit 

at the Polytechnic of North London (subsequently, London Metropolitan University), and exemplified by their 

design of the New Half Moon Theatre, Mile End Road, East London (fig. 3.15). Nigel Coates (2012: p. 81) 

proposes Kevin Lynch’s elements of the city can be orchestrated “at any scale”,

Rather than Lynch’s ‘path’, we could be looking at the circulation inside a building; rather than ‘edge’, we 

can talk about the wall, or the border of a carpet. Instead of ‘district’ think of rooms, ‘nodes’ as points of 

intersection like a hallway or the threshold of a garden and terrace. And as for ‘Landmark’, we may think of 

fireplace, television, a strategically positioned painting – even a computer. Landmarks need to mark a singular 

place axiomatically and uniquely to the user, even if the ‘public space’ is within the confines of the home.

(Coates, 2012: p. 81).

582 see https://www.theguardian.com/artanddesign/2018/sep/13/florian-beigel-obituary
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Lefebvre’s description of the diminution of social (public) space(s) makes a similar analogy to Coates’ habitation 

as city, but to the opposite effect,

…the (bourgeois) apartment becomes a microcosm. It tends to replace the city and the urban. A bar is 

installed to simulate the expansive sociability and conviviality of public places. The kitchen mimics the grocery 

store, the dining room replaces the restaurant, the terrace and balcony, with their flowers and plants, serve 

as analogon (to put it in philosophical terms) of the countryside and nature. “Personalised” individual or 

family spaces, effectively subject to private ownership, imitate collective space, appropriated by an active and 

intense social life…

This is as true of a city or a vacation home as it is of a spacious and beautifully furnished apartment… 

whereby “private” appropriation, in other words, the private ownership of space, is accompanied by the 

degradation of the real and social practice.

Proletarian housing, for its part, has the opposite characteristics. Reduced to a minimum, barely “vital”, 

it depends on various “facilities”, on the “environment”, that is, on social space, even if this is not well 

maintained. (Lefebvre, 2014 [1973]: p. 5).

fig. 3.15  
Architectural Research Unit (1982) 
Half-Moon Theatre

source: https://www.stagesofhalfmoon.org.uk/

places/mile-end/#mile
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In this concluding section, we return to some of the ideas in chapter 2.2. applying Gillian Rose’s 

(2001) three ‘sites’ to that of the architectural production:

1. Process/ production

2. Artefact/ image

3. Audiencing

We consider architecture as a [research] method, as a subject, and as aesthetic experience. This 

develops into the notion of architecture as a form of media. 
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vii. Representations of Architecture

Building buildings is a cumbersome means of either undertaking research or of self-expression. As Robin Evans 

(1997, quoted in Bafna, 2008 – see Chapter 1) has noted, it is the peculiar disadvantage of architects always 

to be working at a remove from ‘the thing’ itself. Many people (for example, Paul Williams of Stanton Williams 

Architects)159 have noted exhibitions’ capacity to reduce that distance between abstract and representational 

space, and the exemplary opportunities provided for architectural experimentation, research and development 

afforded by the speed, (comparatively lower) costs, typically far shorter lifespans, and the freedom of the 

“’suspension’ from utility” (Scott, 2010, p.66).

In her definitive account of the architectural collective, Narrative Architecture Today (NATø), Claire Jamieson 

(2017: pp. 166-7) cites Adrian Forty’s taxonomy suggesting two distinct approaches were taken to the physical 

presentation of works of architecture during the Twentieth Century. The first approach is exemplified by Philip 

Johnson and Henry-Russell Hitchcock’s 1932 Museum of Modern Art (MoMA) exhibition, Modern Architecture: 

International Exhibition260. In this, architecture was “sublimated to [the] conventions of exhibiting art” and follows 

a tradition from the late 18th Century of displaying architectural subjects as collections of artefacts. “Johnson 

placed the models on table-cloth covered bases, as if small sculptures, and instructed the installation crew ‘to 

hang the photographs as if paintings’.” (Urbach, 2010: p.13). Jamieson asserts exhibitions of this type can be 

either polemical or encyclopaedic, and may be monographic (i.e. the work of a single architect or architectural 

practice, usually in the form of a retrospective) or can show work from a number of architects thematically. 

Jennifer Carter (2012: p. 28) proposes these objects are not chosen for their mimesis of the architectural 

experience, but to represent physically or visually aspects of ‘the thing’, which in most instances is absent from 

the exhibition itself. However, this approach neglects what is inherently architectural, the potential  

591 Describe during Northumbria Architecture Society (nas) lecture (9 March 2016) with reference to Stanton William’s 
design for the Giacometti: Pure Presence exhibition (2015) at the National Portrait Gallery, London see: https://www.
stantonwilliams.com/projects/giacometti-pure-presence/ and: https://www.architectsjournal.co.uk/culture/giacometti-pure-
presence/10000398.article

602 ‘Principles’ of modern architecture were prescribed from the Modern Architecture: International Exhibition - and 
the phrase ‘International Style’, derived from the exhibition title, was coined to describe the resulting visuality of Modern 
Architecture. The dominant visuality of modern architecture, reinforced by what was included in this exhibition and what 
followed its ‘principles’ afterwards, then defined its history for most of the 20th Century. It remained largely unchallenged 
until the 1988 MoMA Deconstructivist exhibition (see https://www.moma.org/calendar/exhibitions/1813), also curated by 
Johnson with Mark Wigley, ‘rediscovered’ alternative modern histories through the work of Russian Constructivists.
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transformation of environments and our embodied experiences of them. 

The second approach described by Forty is of ‘full-scale’ exhibits; ranging from: 

• reconstructions and replicas of fragments (as at the Pergamon Museum, Berlin or the British Museum, 

London); through

• open-air museums, which evolved in Scandinavia in the 1880s (and are typified in the UK by Beamish, 

the Living Museum of the North, in County Durham, and the Weald and Downland Living Museum in 

Chichester, Sussex); to 

• ‘pavilions’, deriving from the national displays at World’s Fairs and International Expositions, and later 

manifesting a convergence of art, entertainment and neoliberal economics (for example, the annual 

Serpentine Pavilion Commission in London). 

The pavilion allows the architect “a productive and visible site of critical experimental practice…” (Scott, 2010: 

p. 66). Mies van der Rohe’s German Pavilion in Barcelona (discussed in Chapter 2.2), was an early example 

of this approach. Andrea Phillips (2010) critiques the many contradictions inherent in our contemporary love-

affair with the spectacle of the pavilion, “founded on the instrumentalisation of experience – they are, in effect, 

experience apparati (sic)… paradoxical… [and] symptomatic of contemporary cultural production… an exegesis 

in the inventive and shifting development of novel forms of sociable capitalism.” (ibid: p. 112). Phillips notes, 

“these inventive spaces suggest to any potential visitor they may be at once part of the [design] team, part of 

the spectacle, unnecessary, and/ or completely ‘at home’.” (ibid: p. 114). 

Carter, reflecting on the development of curatorial practices at The Canadian Centre for Architecture in 

Montreal, proposes a third approach: that ‘exhibiting of architecture architecturally’ should be considered as 

a distinct media, or mode of communication, and a distinctive practice in its own right. “The exhibitionary [sic] 

setting is both representational and experiential” (Carter, 2012: p. 30. Emphasis added). Through architectural 

tropes - such as maps and labyrinths - and compositional devices - like framing, palimpsest and promenade 

- the ‘exhibition as architecture’ choreographs a mise-en-scene. Architectural exhibitions, like architecture, 

operate both literally/ functionally and symbolically/ metaphorically. The gallery (pro quo ‘the city’) is transformed 

by the (architectural) intervention. The exhibition mediates objects in space, and simultaneously is also a 

metaphor for that which is displayed. Paul Basu & Sharon MacDonald (2007: p. 9) call this “giving “body” to the 
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concept of “mind”.” Undertaking participant-observation fieldwork at Chicago’s Museum of Science and Industry, 

anthropologist Anne Lorimer noted the “exhibition takes on a “ghostly” life of its own, disrupting its creators’ 

intentions and leading to serendipitous encounters… the different components interact with each other, 

generating new and unanticipated outcomes” (Basu & MacDonald, 2007: p.9).

There are precedents in 20th Century art for the architectural exhibition as media: Carter cites the 

Constructivist-inspired, mechanical stage sets of Frederick Kiesler; the Dadaists’ cabaret; Kurt Schwitters’ 

Merzbau (c. 1932); and the Gesamptkunstwerk International Surrealist exhibitions in 1938 (Paris) and 1942 

(New York) amongst others. Jamieson draws more direct links to the neo-avant-garde architects of the 1960s 

and 1970s; including Ant Farm, Coop Himmelb(l)au, and Haus-Rucker-Co., and to the performance artists 

of the 1970s ‘Downtown New York scene’ associated with former architecture student, Gordon Matta-Clark. 

Claire Bishop’s critical, historical survey of Installation Art (2005) places these precursors alongside other 

movements and influences – most notably minimalism, environmental/ land art, and Allan Kaprow’s ‘Event 

Spaces’ and ‘Happenings’ – not as an evolutionary continuum, but as dialogues with the development of 

poststructuralist discourses and theoretical perspectives in other fields. From this analysis Bishop proposes four 

– of “potentially many more” (ibid: p. 8) - modalities for Installation Art361. However, what interests us here are 

613 Claire Bishop organises her historical review (2005: p.10) not in a linear chronology, but “around four modalities 
of experience that Installation Art structures for the viewer” (ibid: p. 8). That is the subject of the installation is the viewer 
[Bishop’s choice of word] and their experience or the narrative they create, rather than the object(s) selected by the artists:

Dream Scenes: the subject is psychoanalytical, deriving from the surrealists’ reading of Sigmund Freud. The 
installation creates a dream-like environment.

Heightened Perception: the subject is phenomenological, deriving from the theorisation of minimalist 
sculpture drawing on the English translation of Maurice Merleau-Ponty. The installation heightens the viewers’ 
awareness of their physical presence in relation to the artefact, spatial arrangement, and to time (or duration). 

Mimetic Engulfment: has the opposing effect on the viewer to that of the phenomenological installation. 
The subject loses their sense of self in the installation, through sensory deprivation or sensory overload. 
While Bishop describes works such as Carsten Holler’s Lichtwand (2000) or Bruce Nauman’s Green Light 
Corridor (1970-1), which affects the viewers’ senses or cognitive abilities directly, as installations that heighten 
perceptions, she proposes works which are [superficially?] similar, like James Turrell’s Ganzfelds and 
Wedgeworks actually undermine the phenomenological experience, dissolving the boundary between subject 
and environment.

Activated Spectatorship: the subject is (small-p) political. As we have discussed in Chapter 2, the p/political 
is relational, negotiated or, in de Certeau’s terms, ‘tactics’. The installation is not an illustration of power and 
authority (‘strategy’), or instrumentalised, in the sense of propaganda. The subject is plural and the installation 
creates specific relationships between them.
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not the specificities and classifications, but the essential characteristics of the ‘installation as art’ to elucidate the 

medium of ‘exhibition as architecture’.

Bishop identifies a number of characteristics which define installation art462, and which also are shared with 

the exhibition as architecture. Fundamental to installation art (and to architecture) is a sense of immersion. 

As with the narratology of film, theatre and novels, (up to a point) the viewer projects themselves into an 

evocation of another ‘world’ through an act of imagination. However, unlike those other media the viewer can 

(indeed, must) move around the installation in order to experience it. The viewer therefore becomes the subject 

of the installation. Underpinning the relationship between installation art and the viewer are two concepts: 

‘activating’ the viewing subject, and ‘decentring’ them. Contemplating ‘traditional’ art forms, i.e. painting and 

sculpture, are ‘passive’, detached experiences. In Marshall McLuhan’s terms these are ‘hot’ media, because 

they do not require participation from the viewer to complete them (McLuhan, 1964: p. 25). As installation art is 

physically entered by the viewer and requires them to move around to experience it, Bishop notes artists and 

critics propose this ‘activates’ the viewer (or, at least, they draw an analogy between physical activity and the 

emotional and intellectual engagement McLuhan would call ‘cool’) and which [somewhat uncritically] is then 

regarded as ‘emancipatory’. 

Concurrent with the concept of ‘activated spectatorship’ is the idea of the dispersed or ‘decentred subject’. 

‘Centring’ of the viewer – establishing a hierarchical relationship between the viewer and the object(s) depicted 

– (the Renaissance’s convention of single-point perspective) privileges that viewer with knowledge of everything 

in the picture plane (fig. 3.1). Throughout the 1960s and 1970s this all-seeing point of view increasingly was 

equated to ‘possession’ by art critics versed in poststructuralist theories and sympathetic to feminist or post-

colonialist discourses. By comparison, “Installation Art’s multiple perspectives subvert… because they deny the 

viewer any one ideal place from which to survey the [whole] work.” (Bishop, 2005: p. 13). 

Installation art often emphasises ‘real’ materials presented directly, rather than the depiction or representations 

of objects, textures, light, space etc. which then have associative value for the viewer-subject and/or in the 

personal lexical totems of the artist; for example in Joseph Beuys’ (1926 – 1986) use of felt, animal fat and 

624 Bishop makes explicit the distinction between the installation of works of art, in which the individual pieces take 
precedence, and installation art, in which the assemblage is regarded as a singular entity as for minimalist sculpture. 

She also notes the site-specificity of some installation art, intended to undermine the art-object as market commodity, 
nevertheless reinforces the ‘doctrine of authenticity’ (ibid: p.42) which the art market values.
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honey to signify comfort, warmth and life in his self-mythologizing legend of being rescued from his WWII plane 

crash by Tartar nomads. This immersion also enables other senses; touch, smell and sound to be integral to the 

viewers’ experience in contrast with the ocular-centricity of the painting. 

Exhibition as Media

For Claire Jamieson the architectural exhibition/ exhibition as architecture is best exemplified by the Presence 

of the Past (1980) at the Venice Biennale. The Biennale advisory committee chaired by the architect, historian 

and academic, Paolo Portoghesi, organised the main exhibition in the, then recently restored and newly-

opened, Corderia dell’Arsenale Militare as a ‘street’ (strada) of twenty ‘facades’ for ideas ‘shops’; each by a 

different, invited architect. The facades were not representations of buildings, neither reproductions nor exactly 

simulacra of buildings, but ‘representational images’ fabricated with scrims and paint. In Nelson Goodman’s 

(1969) terminology - after Sheppard’s (1967) definition of Expressionism – these were expressive of something 

other than their function – a street, shop, advertisement, stage set. The Strada Novissima was not “a mere 

chance to see once again some well-known images, but… promoted the production of new materials…” and to 

create an “ARCHITECTURAL SELF-PORTRAIT” (letter from Portoghesi to architect, Richard Oliver, dated 23 

February 1980, quoted by Szacka, 2012. Capitalisation in original text). For Portoghesi and the architectural 

critics who made up the rest of the 1980 Biennale advisory committee, the format of the street symbolised 

“a social place… the reappearance of… private life in the public sphere… the visitor [becomes] part of the 

scenography and thus… use the street as a place of public appearance” (Szacka, 2012: p. 18). Portoghesi’s 

strada conceit was intended to be experienced immersively and understood polemically. Moving between and 

through the facades, the visitors’ bodily interaction with the Strada Novissima, i.e. with the facades and the 

ideas shops behind them, demonstrated the potential of “exhibiting architecture architecturally” to exemplify the 

spatiality of architectural practice and to use metaphor to express intellectual concepts and to communicate 

ideas and knowledge through artefacts.

Walter Benjamin’s allegories are illustrative of the city as a dynamic ecosystem; the symbiotic co-dependences 

of people and place, culture and time, agency and performativity. Benjamin’s descriptions of the Flâneur – the 

archetypal bohemian figure, and the prototypical precariat creative entrepreneur! – in his ‘natural environment’ 

(the 19th Century Flâneur was always male) travels in the reverse direction to Coates’ and Lefebvre’s interiors 

as cities in miniature. 
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The street becomes a dwelling for the Flâneur; he is as much at home among the shiny facades of houses as 

a citizen is [with]in his four walls. To him the shiny enamelled signs of businesses are at least as good a wall 

ornament as an oil painting is to a bourgeois in his salon. The walls are the desk against which he presses his 

notebook; news-stands are his libraries and the terraces of cafes are the balconies from which he looks down 

on his household after his work is done. (Benjamin, 1973: p.37)

Jamieson describes NATø’s use of ‘full-scale’ assemblages of “City Furniture”, occupying an ambiguous 

middle-ground between product and building, as physical ‘modifiers’ of spaces and as “GAMMA PRODUCTS”, 

indicative of (new, older, or parallel universe?) forms of habitation and production-consumption. Entering the 

AIR gallery on a Zebra crossing which extended from the street into the ground floor of the gallery, NATø’s 

Gamma City exhibition created a ‘situation’ which blurred the boundaries of inside and outside, conditions ‘as 

found’ and contrived interventions. These assemblages were multi-scalar; together they form a ‘Specific Object’ 

in Donald Judd’s term. Simultaneously, they composed an impressionistic ‘city’-scape and acted as the city’s 

metonyms: the market place (in the ground floor of the gallery) – “’part piazza, part scrapyard’ which ‘infiltrates 

the in-betweens’” (Jamieson, 2017: p.176) – and the boudoir (implying a private space – and which occupied 

the upper floor of the gallery) disorientated and encouraged exploration, promenade or flâneurie, that activated 

and decentred the viewer, who becomes the subject (or ‘apprentice’) of Gamma City. The scrapyard aesthetic 

and recycled materials of NATø’s assemblage(s) – which prefigured the Cyberpunk fiction of William Gibson – if 

viewed as full-sized, suggests these devices are at the same time both futuristic (as perceived from the time of 

the viewer/ visitor) and worn-out and patched-up historic artefacts (in the parallel space-time of the exhibition). 

Coates asserts, “’Gamma City’ crossed an invisible boundary that differentiated architecture from art. Without 

actually building the designs at full scale, both magazine [NATø3] and exhibition brought the viewer into its own 

spatial framework… together the two floors… combined into one huge three-dimensional ‘drawing’ of the entire 

[Gamma] city” (Coates, 2012: pp. 71 & 72).
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Chapter 3: Precedents of Practice

3.2 Methodology

Developing the Research Attitude 

In chapter 1.1, we outlined the emergence of Practice Research in arts disciplines – arising from changes to 

the administrative-academic landscape (in the UK and Australia) and the allocation of government funding for 

higher education establishments through various national research assessment exercises. This also relates 

closely to the ‘performative turn’ in social sciences and practice-based and practice-led forms of qualitative 

research more generally. Although Practice Research is not yet recognised as a fully distinct, third research 

paradigm, Haseman (2006) proposes practice research should be considered as more than an interpretative 

methodology in qualitative research. He quotes Carole Gray (1996) who defines the “foundational research 

strategy” of practice research as:

…research which is initiated in practice, where questions, problems, challenges are identified and formed 

by the needs of practice and practitioners; and secondly, that the research strategy is carried out through 

practice, using predominantly methodologies and specific methods familiar to us as practitioners. 

(Gray, 1996: p. 7)

Practice-researchers draw on established, qualitative research methods, including interviews; reflective and 

dialogic techniques; journals; observation; personal experience; and expert and peer review methods; re-

purposing them to document and analyse, “complement and enrich their work-based practices” (Haseman, 

2006, p. 8). Haseman proposes the “artistic audit” is emerging as a practice-specific method, transforming 

the ‘literature review’ to provide a “more layered and rich analysis of the contexts of practice” and “is essential 

for practice-led research”. The “artistic audit” is uncited - his paper seems to be the origin of this phrase - he 

explains the etymological derivation of this use of the word ‘audit’ is from Keith Swanwick’s use of the word 

‘audition’. Haseman suggests the “artistic audit” requires the practitioner-researcher to view the(ir) subject in 

relation to historical provenance, traditions and conventions; through a theoretical perspective attending to the 

symbolic form of an artwork and the circumstances in which the encounter with it occurs, as well as ‘going along 

with’ experiencing it as its audience. The paper is frustratingly vague about how this ‘essential’ activity actually 

is undertaken and provides scant details for his example. However, the “artistic audit” can be partly recognised 

in/ from architecture as the precedent study.
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Modes of Data Collection 

In the following section, the modes of ‘data collection’ for this Thesis are described. The means of data 

collection, analysis and evaluation are embedded in the praxis and, therefore, these are outlined only briefly in 

this section and are elaborated as necessary in Chapter 4 (see also Appendices B & C).

There are two modes of data collection employed in the work informing this thesis:

• Extrinsically, or directed information: is produced by the participants in response to the intervention 

of the researcher. That is, participants undertake ‘tasks’ or activities proposed by the researcher, 

which they would not normally do. Extrinsic data also would include information produced by the 

researcher(s) in their role of researcher and would also include third-person commentaries.

Extrinsic data has taken the forms of:

• Mappings: as described in Chapter 3 ‘iv. Post-Representational Cartography’. Typically mapping 

workshops are undertaken in the locations associated with the participants’ activities or where the 

participants’ feel a sense of attachment or ‘ownership’. The processual act of Mapping becomes dialogic; 

friends remembering, elaborating on, and contesting the events they are depicting. Subsequently, 

mappings produced in workshops were also interrogated using the visual analytic techniques described 

below. 

• Audio recordings of workshops and discussions, contemporaneous ‘field notes’, and photo-documentation 

made by the researcher(s) as observer/ ‘outsider(s)’.

• Semi-structured interviews and purposeful conversations, which were recorded and subsequently 

transcribed for coding and emergent thematic analysis.

• Intrinsically, or undirected information (Aguilar, 1967, cited in Frishammer, 2003: p. 318): is 

produced by the participants in the normal course of their activities. For example, in our interviews 

with skateboarders in the north east of England about the role of photography in constructing 

their identities and community (Jeffries, Messer, Swords, 2015), the photography discussed was 

available publically (via the participants’ websites, blogs or social media) and/or was supplied freely 

by the participants to the researchers for collation and analysis. (Such photography was ‘pre-made’ 

and not ‘commissioned’; the latter would have been an ‘extrinsic’ source).
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Most commonly the intrinsic data used has been photographic (both still photographs and video), but has also 

included audio recordings, comics and written texts (blogs and poetry).

Photography and video are intrinsic to the practices of many urban sports practitioners and to urban explorers. 

Iain Borden (2001) describes the numerous functional, social and spatial purposes which photography has 

for skateboarders (table 3.1). Bradley L. Garrett’s book (2013) Explore Everything: Place Hacking the City, 

identifies photography fulfilling similar roles for participants in urban exploration. In ‘He Captures Things 

in Flight’ (2016) Jeffries, Messer & Swords draw on semi-structured interviews with skateboarders around 

NewcastleGateshead to show how they perform differentiated roles in the Tyneside ‘skate scene’, which are 

self-consciously defined with reference to the scopic regime of ‘skate photography’ and its reproduction of skate 

identity/ies worldwide.  
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Skateboarders (Borden, 2001) Urban Explorers (Garrett, 2013)

Functional: Functional:

• recording and archiving • recording and archiving

• a learning tool • marker of experience

aide memoire

• capturing individual’s progress

• capturing new and innovative moves

Social: Social:

• medium of exchange

evidence (of x, y, & z)

• medium of exchange

proof of accomplishments

connection to: • “residuals of experience”

• wider skate community

• emotional attachment

Spatial: Spatial:

• capturing ‘firsts’

competition (within your network)

• capturing ‘firsts’

when are the pictures ‘released’?

• connection to location • connection to location

table. 3.1  
A Comparison of the Uses of Photography 
& Video in Skateboarding and Urban 
Exploration

Slide from “Hero Poses and Skater’s Eyes 

[work-in-progress]” presentation to the RIBA 

Research Matters symposium, 20 November 

2014: p. 15.



Emergent Thematic Analysis

Analysis of the extensive and diverse body of data has been objective/ deductive and subjective/ inductive. 

Visual analysis - of both extrinsic and intrinsic data - has been used to identify young people’s understanding, 

representation and uses of the city.

We borrowed the method of emergent thematic analysis described by Liz Taylor (2009) and Tine Béneker et 

al. (2010: p. 128) who had adapted the work of anthropologists John Collier Jr. and Malcolm Collier from their 

photo-essay and elicitation projects. 

In “Visual Anthropology: Photography as a Research Method” (1986: pp. 178-179) Collier & Collier propose a 

four-stage ‘basic model for analysis’:

First stage: observe the data as a whole, noting the impressions and all questions brought to mind;

Second stage: inventory the evidence for its general content, structure the inventory and the context and 

categories of the research goals;

Third stage: analysis of the evidence with reference to the specific questions and detailed descriptions for 

comparison;

Fourth stage: return to the complete data set and review for significance of the details to re-establish the full 

context. 

In the method as described by Béneker et al. (2010) the fourth stage was not replicated. Whereas Collier 

created many detailed categories in the second stage, and was initially unable to establish any hierarchy to his 

observations, Béneker et al. identified only a limited number of three/ four broad themes and then, in stage 3, 

expanded on their detailed observations under those headings. 

I also facilitated this method for workshop #2 of the Mapping the Future pilot with Team Juice to enable them to 

analyse and (re)interpret their own mappings (discussed further in chapter 4 ‘Frame 1: Spatial Imaginaries’).
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Demonstrating Rigour: Transgression & Trustworthiness

In chapter 2, Lather (1993) and Rolling Jr. (2010) outline more ‘authentic’ (that is, more reflective of the 

situational and discursive nature of knowledge creating in practice research) modes of demonstrating rigour 

through a ‘triangulation of interpretations’ rather than a ‘triangulation of methods’. They describe this as an 

“ephemeral construct of validity” (Rolling Jr., 2010: p. 109) and “a validity of transgression” (Lather, 1993: 

p. 679). This enables the methodologies and processes to emerge from the practice rather than prior to it 

(Haseman, 2006: p. 4 of 12) and maintains rather than collapses the multiple ‘apprehensions’ in the ‘text’. This 

“leaves space for others to enter” (Lather, 1993: p. 683). In this exegesis I have attempted to illustrate my first-

person, reflective and polemical, voice as a running presence through the third-person, academic commentary. 

I invited friends and collaborators to discuss with me some of the themes raised and addressed in this and 

in their own work. Their voices appear as a ‘Greek Chorus’ providing a parallel commentary to the exegesis’ 

body of text. There was not an opportunity to return to the participants in the workshops or contributors to the 

exhibitions after the event(s) to reflect on the influences and impacts of participation on their work or thinking 

(the symposium discussion with year 12 pupils on Florence Bill’s charrette week at the Newcastle Royal 

Grammar School with teacher, Christine Egan-Fowler, being the only – tangential – transcribed example 

available during the post-viva PhD corrections period under Covid-19 restrictions (p. 225). The workshop 

participants’ voices are present in their own words in appendices B & C as well as in the account of Bill’s 

charrette, ‘Trials of Space’ (pp. 164 – 165). Integrating the portfolio with the textual exegesis provides both 

illustrations representing the works discussed, and a visual ‘argument’, described by Louise Ravelli et al. (2013) 

as a ‘resemiotization’ of the images, through reordering and representing in the new context of an ‘intermingled’ 

form of thesis (see Appendix A, p. 257). This brings it closer to my ‘meta-project’ for the recognition of practice 

as a research paradigm rather than merely a quantitative research methodology.
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SM I’d say this is more of a moral question than an ethical question, but it does feel slightly 

problematic to me. That I’m presenting other people and what they do as my work...

We’re working collaboratively, so how do we then disentangle our individual contributions to a 

bigger thing or, for example, in working with Team Juice, effectively they are the ‘medium’?

MJ ... you’re helping them create something… the idea [is] it’s an agent of change.

SM I can see that it is enabling something to happen, but actually is that the exploitative part of it?

JS Any exchange is inherently exploitative to some extent. I think the relationships we build with 

people have been mutually exploitative - we’ve got something from it, they’ve got something from it.

MJ Absolutely. I think you could phrase it as mutually exploitative as they wouldn’t have the 

exhibitions if we weren’t here and we wouldn’t have them if they weren’t. But that’s a very natural 

way that things co-operate, in most systems.

AMS When academics work with practitioners, people on the ground, organisations, community 

organisations, when that mutual respect is there; it can really be beneficial and really genuinely 

impact[ful].

JS So there is a question of the ways we might represent some of the participants and how that 

might change over time and whether a re-presentation might represent them differently and 

whether we would need consent?

156



Chapter 4 : Researcher’s Creative Practice

4.1 Introduction

In Chapter 4, we observe and reflect on a number of projects undertaken with various groups of young people 

around NewcastleGateshead, and in the North East of England more widely, since 2010. This chapter considers 

their ‘readings’ of the built environment and representations interpreting their versions of ‘the city’. Processual 

mappings were used to understand young peoples’ life-worlds, spatialities and imaginaries and consider 

critically the extent of their agency to enact embodied knowledge, spatial tactics and to participate in their right 

to the city.

In ‘Frame 1: Spatial Imaginaries’, we discuss how space(s) are perceived and understood with specific 

examples drawn from mapping workshops with children, young people and post-adolescents – which we 

can equate to Lefebvre’s first order, Spatial Practice(s). ‘Frame 2: Spatial Metaphors’, discusses a number 

of exhibitions I have co-curated and produced to consider how architectural/ spatial experiences are created 

[and their limits?]. Although these were intended to be expressive of other ways of experiencing ‘the city’, by 

definition they are abstractions, or second order Representations of Space. They mediate experiences because 

they are sited away from the everyday and ‘lived’ in the abstract space of the art gallery, which is encoded with 

its own social behaviours and associations. In the final section, ‘Frame 3: Spatial Agency’, we seek to complete 

a re-reading of Lefebvre’s ‘triad’ by elaborating on the third order, Representational Space.  
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SM From an anecdotal point of view, when we’ve had exhibitions and people have been there with 

their mobile phone taking a photograph of their name, you know, that’s a positive feedback, that 

they’re not unhappy about it.

fig. 4.1 PlayToon exhibition
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Frame 1: Imaginaries

Spatial Imaginaries 

Processual mapping and the contexts in which they are produced, discussed in Chapter 2.1 ‘The Performative 

Turn’ and ‘Post-Representational Cartography’, can be a powerful tool for making visible an individual’s or a 

group’s social and spatial imaginaries. However, Edward Soja warns ‘cognitive maps’, as he terms the whole 

genre of mappings, “are particularly subject to illusory insights” and “naïve categorical idealizations” (1996: pp. 

79-80) if the researcher neglects the context of their production or if mappings are mistakenly understood as 

empirical or explanatory. ‘Secondspace(s)’ (or representations of space: Lefebvre) Soja asserts are “in its purest 

form… entirely ideational, made up of projections into the empirical world… the imagined… tends to become 

the ‘real’…” (ibid: p. 79).

The Introduction to this exegesis (section iii) notes how architectural peer reviewers queried the ‘there-ness’ 

of the conference papers (Appendices B & C) which offer ‘thick descriptions’ of the Mapping the City and 

Mapping the Future workshops’ analysis and ‘sampling’. I surmised this was because the research had not 

led to an overtly spatial proposition, brief or building design and therefore fails to conform to disciplinary 

expectations. Nishat Awan, Tatjana Schneider and Jeremy Till’s (2011) Spatial Agency suggest, from the 

renaissance onwards, architecture has been identified with disegno, the drawing163, but which they define as 

“design manifested through drawing” (2011: p. 45). In their expanding of the field of spatial practices beyond 

architecture, as the self-defining constituents of professional knowledge (i.e. that architecture is (only) what 

(only) architects do), they are inclusive of non-architects (the amateur?) and processes which may result 

in either an artefact, “…a building, an installation, an exhibition – or in something less tangible – a map, a 

network, a set of instructions – or both at the same time. To shift attention away from the building… is to focus 

on the processes that connect the different parts of production of the built environment” (Awan et al., 2011: 

p. 55, emphasis added). This is to value or reinscribe these processes not (just) as a means to an end, in 

the production of a building-object (or else to create knowledge for the sake of knowledge), but as having the 

transformative potential (as implied by ‘designing’) inherently within them.

631 Tim Anstey (2005) notes the meaning of the word disegno in the 15th Century was closer to surveying, i.e. ‘setting 
out’ the building on the ground at full scale.
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Mapping the City

For young people, their social and spatial imaginaries play significant and multiple roles in their conceptions 

of the world and their place in it (their life-world). The Mapping the City workshops were undertaken in state-

funded schools and also at a fee-paying, academically-selective school. Each was located in a city centre or 

inner suburban locations; and with participants from diverse socio-economic backgrounds. In our workshops, 

the greatest determinant in defining their interests, attitudes, concerns and understanding of their worlds, 

irrespective of the geographical location of the school, commuting distance from home, or the participants’ 

socio-ethnic backgrounds or comparative access to ‘cultural capital’ (Bourdieu, 1986 [1983]: pp. 17 - 21) was 

the participants’ ages. Goodwin & Young (2013) observed there is a difference between how children and 

young people interpret what they see and experience. Goodwin & Young propose children’s socio-spatial 

understanding is formed in relation to its effects on them personally (e.g. feeling scared), whereas, Harris & 

Wyn (2009) observed, young people are especially ‘embedded’ in their locale and interpret socio-political, 

environmental and climate issues through their embodied experiences of the “micro-territories of the local” (ibid, 

p. 328). Although it was not part of the Mapping the City project’s design parameters to compare experiences 

and expressions by age, I would suggest anecdotally there is an even finer grain than Goodwin & Young 

suggested264. Almost arbitrarily Goodwin & Young draw their distinction between children and young people 

based on the schools attended by their participants whereas Mapping the City workshops took place in schools 

with classes across all ages from 10 to 18; with older, post-adolescents in University and other locations; 

642 Guiding Masters students through the institutional procedure for ethics approval for their first time as part of 
implementing their dissertation proposals, I advise them to collect only the information they know they will need, rather 
than ‘fishing’ for data which might prove useful but which increases the complexity and duration of the approval process 
(for example, can data be collected anonymously, instead of having to securely store and erase information which could 
identify individuals?) 

The Mapping the _ workshops were not intended to be quantitively analysed and it is only with hindsight and with reference 
to Goodwin & Young (2013) that systematically collecting numbers of participants and their age ranges would have been 
useful. As noted in Appendix B (‘Participatory Mapping’: p. 265) the participants were not a representative sample, rather 
they were a coalition of those with an interest (either self-selecting or selected to participate by their school) and therefore 
engagement in the workshops might be as long as a (half a timetabled school day) or as brief as a drop-in session at a 
youth club, a break in skating session, or a visit to Native Skate Store.

Global numbers of participants and visitors to exhibitions were collected where this was a requirement for the funder’s 
evaluation, but these figures do not contribute to the current discussion. Where I make comments that could be 
‘strengthened’ by say, data on the ages of participants, I therefore note this is anecdotal or ‘passively’ observed. In 
Appendix C, the number of participants in the Mapping the Future workshops with Team Juice are documented on  
pp. 290.
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and also with mixed aged groups in library workshops. There would appear to be a correlation between the 

extent of a mapping workshop participant’s ‘freedom to roam’ independently – which we ‘passively’ observed 

related to their age within each geographically-located area – and their development of perceptions of spatial 

practices beyond their personal, ‘lived’ experience. Further work in this manner could seek to corroborate these 

observations and might also consider, the significance of gender or ethnicity and any correlations between the 

geographic area, ‘roaming’ distance, and social class.

Similar to Lesage & Renfret’s (2015) proposition that the internet can be examined as an accelerated and 

simplified societal model for considering how social imaginaries come about and operate, so place imaginaries 

can be most clearly seen in the hot-house context of a school. Young people spend the largest proportion of 

their time in schools where their ability to participate in and shape the circumstances and interactions in this, 

their social environment, are restricted. In the Mapping the City workshops the exercises of abstract, ‘strategic’ 

authority and the ‘tactics’ of resistance ‘on the ground’ were evidenced as enacted through prohibitions and 

appropriations of physical space, and ‘othering’ of those who did or did not occupy certain locations. 

The sports playing field which is “too precious to touch” is emblematic of the exercise of arbitrary power instilling 

the discipline/ control the school authority wish to demonstrate. Abstractly, while this pragmatically protects 

a valuable resource from wear and tear, it is deeply symbolic in denying its sole function – for play – except 

either to a chosen elite or in specific, codified and supervised circumstances (such as a physical education 

class). Topographically (and metaphorically) that playing field is at the heart of the school which is arrayed 

around it. Analogous with the politically, socially and spatially bounded and centralised Traditional City Boyer 

describes, paradoxically, public space is also the civic medium for reinforcing the performativity of citizenship. 

That prohibition against walking on the grass appears to be respected (or else it is internalised) – as the 

effects of observance of the rule, and of alienation, is the same; the pupils will walk around the edge of the 

field rather than take a short cut across it - however we observed tactical challenges to the strategic authority 

in the verbal and visual representations through mappings which satirised this rule. Other forms of temporal, 

spatial uses in schools are semi-sanctioned, such as the assembly hall in which “uninspiring inspiring stories” 

are told at formally-convened occasions, which becomes a free space for quiet reflection during study periods 

when not officially ‘in use’, and a heaving marketplace at lunchtimes for ideas and formation of identities (clubs 

and societies) as well as for goods (the tuck shop and packed lunches). These functions are, essentially, 

programmed into the nature of the assembly hall (the ‘agora’ to continue the analogy to the Traditional City). 
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Further spatial transgressions, such as classrooms (described as where favourite lessons were taken) also 

being used at lunchtimes, are appropriated with the teacher’s tacit agreement and collusion. Arts and drama 

rooms traditionally have provided a ‘retreat’ after the constraints of other subject areas’ rigid curricula and 

delivery. It could therefore prove revealing also to undertake mapping workshops with the teachers!

There is a strong connection between social belonging and the physical occupation of space. Particular spaces 

were ‘owned’ or avoided, narrativised as ‘no-go zones’ for certain groups – was the ‘year 8 graveyard’ where 

year eights were unwelcome, or was it the place to avoid if you did not want to be associated with year eights 

and their perceived characteristics? – the canteen used by the ‘hard kids’ – is ‘best avoided’ or, if it is your 

favourite place do you identify yourself as a ‘hard kid’? Friendships forged through common interests, or by 

displaying boldness, could transcend the usual distinctions of year group affiliation. Sixth formers (year 13) 

perceived themselves as the school’s oracles, keepers of the alternative histories and traditions of their schools. 

Their mappings of the school campuses traced the migrations of the ‘smokers’ corner’ around the campus, the 

location of graffiti ‘tags’ by long-forgotten gangs, sites of legends and rites passed on verbally (or some other 

form of osmosis) rather than witnessed. We can draw parallels between these mappings and the pre-positivist, 

medieval and ancient maps which are explanatory and narrative rather than geometric abstractions.

Beyond the school gates, mappings show the extents of the participants’ worlds, which are centred on home 

or school, but expand away as the participants’ ages increases. Labyrinthine journeys to schools are taken, 

collecting friends, calling on extended family relations, visiting convenience stores and hang-outs, and avoiding 

roads thought to be heavily polluted by rush hour traffic. These mappings document the extent of locales – 

accessible by foot or bike – and local landmarks for navigation, then more distant places visited on a regular, 

but less frequent, basis by car or public transport. Common destinations shown by mappings in our workshops 

include; retail destinations - Newcastle city centre and the MetroCentre Shopping Centre; St. James’ Park 

(home ground to Newcastle United Football Club); Exhibition Park365 (the site each May of The Hoppings, 

Europe’s largest travelling fairground). Other locations which were of personal importance to the young 

people and their families included weekend activities at temples; sports, music and other hobbies; and family 

memorials in a local cemetery.

653 This is the same Exhibition Park identified by skateboarders as ‘Exi’, the council-provided ‘bowl’ in an earlier 
attempt to exclude skateboarders from the city centre, although it more often used by younger teenagers with micro-
scooters or by ‘BMX-ers’. ‘Exi’ is on the city centre side of the Central Motorway. The area of Exhibition Park used for 
Festivals such as the Mela or The Hoppings, is connected via an underpass.
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Young people in schools with ethnically-diverse intakes, and participants at mapping workshops (undertaken 

by Mike Jeffries) in a youth club catering primarily to first and second generation émigrés to the UK, often had 

globally-dispersed siblings and extended families. Their mappings presented a topologically compressed world, 

making connections and marking visits to geographically remote places but which seemed physically closer 

to the participants than, say, London, or temporally closer than going to university. However, the journeys (by 

aeroplane) often seemed more specific and vivid than the impressions when they arrived. Likewise, holidays 

to European and international destinations often were just names or were depicted like islands seen from the 

air rather than eye-level. However, in this there is perhaps more of Harris & Wyn’s observations about young 

people contextualising the global in relation to the local, than the abstraction of the aerial perspective described 

by Boyer and De Certeau’s rooftop ‘reading’ of Manhattan’s ‘texturology’.

Trials of Space

In her Master of Architecture dissertation, Florence Bill (2018) detailed her delivery of ‘charrette week’ 

workshops with artist and teacher Christine Egan-Fowler at the same private school. Bill proposed the literary 

concept of fantasy (or rules reversal) to narrativise the pupils’ spatial representations of the school, and then to 

transform their embodied experiences by adopting the role of the ‘character’/ alter-ego of their fantasy narrative. 

Bill’s workshops were partly inspired by Baupiloten, the masters studio at the Technische Universität (TU) Berlin 

led by Architect, Susanne Hoffman. Baupiloten’s projects begin with workshops developing narratives and 

atmospheres with school children, which are then taken as the brief for architectural proposals to be built by the 

architecture students. Egan-Fowler then introduced an overtly performance element to the workshops with the 

pupils inhabiting of their ‘character’, modifying their physical presence with extensions and restrictions to their 

bodies. With reference to the artist Rebecca Horn (b. 1944), pupils in year 10, explored their new (dis)abilities 

physically to navigate the school building, and pupils in years 11 and 12, used the public realm adjacent to the 

school to test their new spatial awareness(es). A symposium was held some two months after the workshops, 

which generated further mappings and discussion reflecting on the pupils’ memories and emotions of these 

experiences. 
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Using the same emergent thematic analysis technique which was used for the Mapping the _ projects, Bill 

established four themes (fig. 4.2) across all of the cohorts in the initial workshops:

• Nostalgia

• Socialisation

• Anthropomorphism

• Restriction

(although the latter two, especially anthropomorphism, may have resulted partly from the precedents in the 

brief to the pupils.)

However, these themes manifested different nuances and emphases by year group (again, this may have been 

influenced by the variations in the exercises each class was asked to undertake).

In the reflective symposium, the year 10 pupils discussed the “trials of negotiating space” (Bill, 2018: p. 68) 

which they would have normally navigated without consideration. In the mappings of these experiences, and 

fig. 4.2  
Florence Bill (2018) Can Architecture be 
Fantastic? (unpublished MArch dissertation)

An example of the emegent thematic analysis 

based on Collier and Collier’s (1986) ‘basic 

model for analysis’ of visual data. 
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the subsequent discussion, they referenced feelings of “humiliation and embarrassment relating to the reaction 

they anticipated or received from their classmates, [for] being ‘out of place’” (ibid: p.68). The year 11 and 12 

students also expressed anticipating ‘discomfort’ and ‘embarrassment’, but subsequently felt ‘empowered’ (as a 

group, to boldness) through the reciprocity of gaze – people looked at them, but looked away when their gaze 

was met by the students – and by the transformation of the underpass through their occupation of it in to their 

‘catwalk’ for the performance of their alter-egos.

Mapping the Future

The Mapping the Future pilot project with Team Juice – a ‘community of (common) interests’; in this instance, 

developing skills and experience in arts events and management – over three workshops (detailed in  

Appendix C) sought to: 

• map the spatial practice of ‘city-ness’ and the participants’ abstract and lived experiences of the twin 

conurbations of Newcastle-Gateshead, 

and then 

• begin to consider tactics which could intervene in the (socio-economic and spatio-temporal) city. 

Workshop #1 used participatory mappings to consider, “what makes a city a city?” and “what makes 

NewcastleGateshead distinctive?”. The concluding segment of the first workshop was a directed discussion 

about the participants’ individual mappings and commenting on each other’s observations. This was recorded, 

transcribed and coded for comparison and for prompts for workshop #2. A version of Collier & Collier’s (1986: 

pp. 178-9) ‘basic model for [visual] analysis’ was introduced to the participants in workshop #2 and they were 

guided through this process to identify themes for further elaboration. In workshop #3 the themes were the 

starting points for identifying ‘problematics’ they thought worthy of solving, and to begin to formulate techniques 

to address these or, at least, to draw attention to them. I would argue this is significant in relation to Lefebvre’s 

concept of representational spaces as it constitutes an ‘active’, rather than a ‘passive’, engagement with 

the ‘sites’ of each ‘problem’ or situation. If enacted, these tactics are intended to provoke, or envisaged a 

negotiation to a change to a situation and so become ‘impactful’ or disruptive – hypothetically agency rather 

than performativity – and therefore also (potentially) p/political. 
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Mapping the City (projects 2015 - 2019)

Introduction 

Mapping the City includes a number of interlinked projects which 
investigate young people’s imaginaries. 

Following the TRAVERSive exhibition, Mike, Jon and Sebastian were 
approached by Chris Batstone, then newly-appointed artistic director of the 
NGI Juice Festival, to develop a project which could run throughout the year 
between the official Juice Festivals (and with the possibility of extending up to 
three years, the duration of the National Portfolio Organisation (NPO) grant 
which Juice Festival had received from Arts Council England). We obtained 
funding for artists to run workshops in schools and piloted these in geography 
classes at Walker Technology College and across a ‘charrette week takeover’ at 
the Newcastle Royal Grammar School, with artist and teacher Christine Egan-
Fowler (figs. 168 - 169, and 172). As well as introductory workshops led by Mike, 
Jon and Sebastian on the history, meaning and (mis)uses of maps, community-
engaged artist and curator Ben Jones, ‘psychocartographer’ Jessica Dolby (see 
also pp. 200 - 201), and sound and video artist, Adam Goodwin, introduced their 
working methods and reflections to the pupils. Christine’s application of gold leaf 
to the tourist information “Walk” maps draws attention to, and simultaneously 
redacts, places that are of significance to the pupils. The gold leaf invest the now 
‘useless’ map-object with the qualities of an icon. 

The diverse and extensive work produced during the pilot formed the Mapping 
the City I exhibition (October 2015) and the official launch event at The Core, 
Newcastle upon Tyne. Following the 3 month pilot, the project ran for 15 months 
with intermediary exhibitions en_counter (May 2016) at the Holy Biscuit, and 
Mapping the City II at Newcastle City Library (October 2016) documented by 
illustrator-in-residence, Melissa Gillespie (fig. 4.3). Outputs from the workshops 
and participatory elements from all of the preceding exhibitions were also 
displayed at the City of Dreams showcase (March 2019) at the Live Theatre, 
Newcastle. 

Over the following two years, further projects drawing on the experiences and 
methods of Mapping the City were evolved. Mapping the Future was the result 
of a bid to Arts Council England (ACE)/ Higher Education Funding Council 
(HEFCE) “The Exchange Collaborative Grant” to facilitate skill and knowledge 
sharing between arts organisations and academia. This had two aspects: 
Chris Batstone and Sebastian ‘job-shadowed’ each other, and Sebastian led 
three workshops with Team Juice volunteers to enhance their approaches to 
qualitative feedback and using visual research methods. These workshops 
provided an opportunity to test these methods for efficacy in facilitating young 
people’s agency in the built environment.

Mike, Jon and Sebastian also applied for funding from the Great Exhibition of 
the North to engage young people across the United Kingdom and ultimately to 
produce a Young People’s Atlas of the North. Although unsuccessful in this bid 
(no university-led applications were funded) they were invited to advise on and 
to contribute to the education and outreach programme being delivered by the 
Great North Museum: Hancock (pp. 34 - 35).

fig 4.3  
Melissa Gillespie (2016) Boy with Map

watercolour on paper
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fig. 4.4 above (top):
mapping workshop, Newcastle RGS

fig. 4.5 above (middle) : 
Adam Goodwin (2015) Newcastle RGS 
Workshops (video still)

fig. 4.6 (right) : 
Stick map inspired by Polynesian 
navigator’s charts
‘History of Maps Workshop’, Newcastle 
RGS

JS

JS
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fig. 4.7 (above) :

Ramit Saksena (2016) Newcastle Royal 
Grammar School (RGS) Workshop

fig. 4.8 (left) :

Psychogeography Workshop with  
Jessica Dolby, Newcastle RGS (2015)

JS

fig. 4.9 (below) :

Installation of Mapping the City I  
at The Core, Newcastle

MJ
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figs. 4.10 & 4.11 (above and opposite page) :

David (2015) Mapping the City I  
(exhibition installation) 
at The Core, Newcastle
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SM

SM

figs. 4.12 & 4.13 (above and right) :
Mapping Workshop pilot project at Walker 
Technology College (2015)

fig. 4.14

Jon Swords (2016) River Map (detail)
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On the other hand, although these (hypothetical) tactics were derived from the participants’ lived experience, 

they became abstracted as they were addressed to generic commercial and institutional spaces: the 

coffee shop or the art gallery, rather than a specific coffee shop or gallery. The tactics developed would not 

fundamentally transform the cause of the situation (e.g. precarious, low-paid employment or lack of diversity 

and representation in gallery programmes respectively). A badge showing customers how much a barista 

earns per hour in its equivalent in coffees served could change the customer’s and barista’s relationship [it 

might also have an impact on the employee’s relationship with their direct manager!] but it would not change 

the relationship of the customer to the coffee chain or the organisation’s terms of employment. Although De 

Certeau’s definition of the tactics are always defined relationally by subverting the dominant strategy, it would 

be a legitimate criticism (after Margit Mayer, 2009: p. 369) to suggest this is merely accommodating oneself to 

the system, rather than genuinely socially (or spatially) transformational. Equally, changing the opening hours of 

the art gallery to make them more available to different demographics (e.g. self-organising more later-evening 

openings) could be spatially transformative, that is transformative of social space, but it does not lead to the 

creation of new types of space.

We can relate this back to Flichy’s (2007: p. 8) ‘frames of references’ for using imaginaries as analytical 

devices. In the built environment, the ‘frame of functioning’ is the strategic, abstract representation of space, 

that is the professionalised knowledge of architects and urbanists. The ‘frames of use’ are the mediated 

– contesting, compromising or paradoxical – embodied representational space of the pedestrian, cyclist, 

skateboarder, homeless person and so forth.

I speculated that developing a different conception of the city as malleable to individuals’ and groups’ uses 

and representations, which is acquired implicitly through an architect’s long period of education, represented 

an ‘epistemological gap’ to be overcome – notwithstanding Team Juice’s ‘cultural capital’ and experience in 

the arts. For participants in urban sports, such as (street-style) skateboarding, there is, perhaps, a stronger 

impetuous to be more overtly spatially critical. To undertake their elected activity requires an awareness of the 

precise characteristics of objects and the space(s) around them for their affordances, or potential ‘trick-ability’; 

a specific awareness which Iain Borden dubbed ‘skater’s eyes’ (Thrasher vol. 17(1), 1979 cited 2001: p. 218). 

Some of the negative societal attitudes towards skateboarding, which perceive it as transgressive or antisocial 

behaviour, also provokes from the skateboarders, the contemporary ‘indigenous’ underclass of Benjamin’s 

‘second nature’, a range of (contextual) ‘fight or flight’ responses (see Hil & Bessant, 2009, and Van Der Burgt, 
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2015, in chapter 2) thereby reinforcing those negative stereotypes about young people. As we have seen 

(for example, in Ocean Howell’s critique of the redevelopment of ‘Love Park’, Philadelphia) skateboarders, in 

particularly, are on the front line of contesting the Right to the City.

Design Fiction

In workshop #3 of Mapping the Future with Team Juice, I proposed the concept of Design Fiction to try to 

bridge that ‘epistomological gap’ and facilitate the abductive inference discussed by Wood and Kolko in chapter 

1 ‘Demonstrating Rigour’. Design Fiction is employed here as an umbrella term to describe two intersecting 

concepts:

• Proposing an intervention, rather than a solution, to a contemporary ‘problem’

• Creating a near future scenario in which to observe how ‘users’ would interact

There are numerous similar names for those approaches, such as Speculative Design and Critical Design, 

each denoting slightly differing nuances. I prefer Design Fiction because it is sufficiently conceptually 

and etymologically similar to Science Fiction. This sounds immediately familiar, rather than complex and 

intimidating, while still implying something speculative or propositional. Unlike the technical language and 

notational conventions of architecture, the written and visual language of Science Fiction is broadly accessible 

through novels, television and, particularly, cinema. Science Fiction also provides examples of Design Fiction. 

One example of this was the communicator in the Star Trek TV series (1966-69) which famously inspired 

Motorola’s ‘clamshell’ design for the 1996 StarTAC mobile telephone. In Design Fiction the designer’s objective 

is to observe how ‘users’ interact with a ‘technology’ (defined in the broadest possible sense of anything ‘man-

made’), not to design a particular product or solution. While that ‘technology’ may not actually function (yet, or 

ever) the scenario has to be sufficiently believable to the ‘users’ to be immersed in the fiction (Augers, 2013). 

Situating the Design Fiction in the participants’ own life-worlds, the situations, tactics and objectives identified 

are grounded recognisably in their reality, albeit an exaggerated or extrapolated version of it. 
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As I have described (in Appendix C) I was both surprised and somewhat disappointed applying the 

concept of Design Fiction to ‘city-ness’ did not lead to spatial(ised) propositions [in that, I reacted 

similarly to the peer reviewers of the paper]. On reflection, it could be the issues most immediately 

of concern to Team Juice would not be resolved by committing resources to another building! 

Even in my Practice Management and Law module, cited at the beginning of chapter 3 ‘vi. Spatial 

Stories’, post-graduate architecture students do not connect their own (object-orientated) design 

skills with solving their own housing needs for (new types of) affordable housing. However, I 

believe this approach to design has great potential in participatory research to transform the role of 

architects and their relationship with the building users. I intend to return to this post-doctorally.
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SM [JH]...when you were talking at the Laing [Art Gallery], you described your role, as [the] artist, 

as being one of an Initiator rather than an Author, and that seemed to be a fairly succinct and 

accurate description of what I’m talking about as well.  

I’m interested in the balance between the formal and narrative aspects of [the work]?

JH This question of use and aesthetic value and how you reconcile those two things, it’s very 

difficult to get right. If it was in a different context then [my work] could have been appropriated 

for different things and, it was never meant to be an art-object, like an installation but you are not 

actually allowed to touch it. I don’t really understand that at all, but it didn’t quite function in the way 

that I wanted it to. 

SM So how do you conceive of [your work]? Is it about the object, or is it about the social space 

that is created? Is there a balance? Or is one aspect more important than the other? Or does [the 

installation] provide a kind of a [theatrical] ‘set’…

JH So yes, it’s an artwork, and I’m an artist, that was the initiator of that artwork, I’m not an activist. 

SM I’ve got in mind, something like in the theatre, the relationship between the performance 

and the set. The set isn’t an [autonomous] artwork, the performance could be an artwork but the 

theatrical experience is bringing those together.

JH I know what you mean, and it is about bringing those things together. [But]... I don’t believe that 

the set can’t have both use and experiential value.... without the actors and the costumes.
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In Chapter 1.2 The Languages of Art we explored Nelson Goodman’s (1969) concepts of autographic and 

allographic artworks to begin to investigate what is an architectural experience. Goodman’s (and Robin 

Evans’, 1997) underlying assumptions about the work of architecture (echoing the profession’s own focus 

on the building-product rather than process) were questioned with reference to two , specific but contrasting, 

exemplars drawn from the work of Twentieth Century architect, Ludwig Mies Van Der Rohe (1886 – 1969). Sonit 

Bafna (2008) elaborates how the critical reception of Mies’ project for a brick country villa/ ‘Landhaus in Ziegeln’ 

(1924) – known only from the surviving photograph of two lost drawings – demonstrates how it is a dual ‘reading 

in’, or code-switching between, the content/ image and the artefact(s) themselves from which the viewer-

critic creates an architectural aesthetic experience by their individual associations. That is, viewing of the(se) 

drawings is “both representational and experiential” (Carter, 2012: p. 30). Up to its reconstruction in 1986, 

the German Pavilion in Barcelona (1929-30) was known principally through photographs and was, therefore, 

experienced in the same manner as the Landhaus [even though one had been built and the other seemingly 

could not have been built as drawn]. We observed the process, by which Ignasi de Sola-Morales recreated the 

‘notation’ and ‘corrected’ the Barcelona Pavilion, also destabilises the epistemological security of the “autonomy 

of the [building-product as…] object” (to slightly misquote Claire Bishop, 2005: p. 53). 

fig. 4.15  
Sebastian Messer (2011) PlayToon flyer
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For many of the participants, there is a symbiotic relationship between their performance 
and the documenting of that performance.  Their focus is largely on the “trick”.  Although, 
often when watching videos produced by and of skateboarders and “bmx-ers” it would 
appear the slapstick aspect of the “bails & fails” – pulling out or failing to land a trick 
successfully – are more important to the editor and their intended viewer than the 
eventual success.  Successful mastery of one trick leads immediately to the protagonist 
attempting (and failing) to achieve a more technically demanding trick.

PlayToon comprised of photographs and videos contributed by the participants and a 
number of artefacts produced in response.  The photographs and videos were revealing 
of the social interactions between (almost exclusively) young men in their own social 
setting.  They also represented a form of mapping of the participants’ experiential view of 
the physical environment.  

The photographs, which were self-selected and supplied to us by the participants for a 
further, curatorial editing process, are remarkably candid and the subjects do not seem 
self-conscious.  (I suspect this is due to the ubiquity of cameras around the scene and 
the perception that it is the “trick” rather than the individual, which is the subject of the 
photograph. See figs. 4.21 - 4.23 & 4.47)  It is not clear that other social groupings could 
be investigated in the same way.  Indeed, the “bmx-ers”, contributing to our exhibition 
worked exclusively with video, whereas the skateboarders, by and large, seemed to have 
started with still photography and progressed to video through college courses.  However, 
this might also be a reflection of their different ages and, consequently, the availability and 
affordability of the respective technology.

The exhibition design inverted the normal perceptions of scale.  Portrait photographs 
were life size or larger than life-size, emphasising the intimacy of the social relationships 
illustrated, whilst the Lilliputian dimensions of the artefacts necessitated the exhibition 
viewers to adopt a close focus, rather than the god-view usually associated with the 
architectural model.

The parallels between participants in urban sports (in particular, Parkour and free-running) 
with psychogeography and the archetype of the Flâneur have been drawn by many others 
(for example, Ameel & Tani, 2012).  

The exhibition was designed to represent the spatial experience of the participants to a 
lay audience and, secondarily, to re-present this to the participants (and, particularly, the 
contributors) themselves who may not have previously reflected on their actions in this 
context.

The artefacts – diorama vitrines and “relics” of lost skate spots; described below – 
were presented on ramped plinths increasing in height away from the entrance to the 
gallery and approached obliquely, thereby creating some semblance of the body-space 
relationship of a skater approaching and engaging with a ramp.

The dioramas presented narratives describing two aspects of the Five Bridges Skate Park 
in Gateshead.  The first diorama illustrated the (mythical) origins of the park in the form 
of a three-dimensional comic strip, which was partially modelled and partially etched into 
the surface of the acrylic vitrine.  The second was a more conventional diorama showing 
a cross section through a “skate jam” organised by the skaters in memory of the owner of 
the skate store in Hartlepool (fig. 4.19. See also p. 202).  This described the social-spatial 
organisation of the “jam”, whilst the surface of the vitrine illustrated a meta-story of the 
distances some of the skaters had travelled to pay their respects through participation.

Notes on “the trick... without the trick”

An animation, using a 3D virtual model with photographic surface textures, represented 
a series of “tricks” minus the “trick” (figs. 4.16 & 4.17).  This enabled the exhibition viewer 
to perceive the space in a manner more akin to through “skater’s eyes” – close focus, 
surfaces, textures – whilst the movement of the skater performing the trick was abstracted 
to a single, glowing trace:  skaters often referring to their trajectory as a flow.
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In the final section of Chapter 2.1, Spatial Stories, we consider how specific knowledge is generated by the 

architectural design process/ architectural thinking of “knowing through scaling” (Samuel, 2018). We turned to 

representations of architecture to consider these uses of code-switching through scale in order to create an 

architectural aesthetic experience (‘apprehension’) and to communicate understanding through architectural 

means. Architecture has been exhibited since the 18th Century borrowing from the conventions of displaying 

fine art, i.e. models on plinths like sculptures, drawings hung like paintings. From the 19th Century ‘full-scale’ 

fragments, reconstructions and replicas were exhibited. In the form of pavilions this could be a “site of critical 

practice” (Scott, 2010: p. 66) for architects thus freed from the constraints of functional utility, and opportunity 

to compress the distance between abstract and representational space. Architecture architecturally exhibited 

(Carter, 2012: p. 30) or the ‘exhibition as architecture’ (as a media) develops in the latter quarter of the 

Twentieth Century. Closely related to Installation Art, in which Bishop proposes the viewer is ‘activated’ and 

‘decentred’ by their immersion, and thus they become the subject of the installation. Likewise an architectural 

experience can be understood as an immersive, ‘cool’ type of media (McLuhan, 1964: pp. 24 – 35) requiring an 

‘activated’ engagement to ‘complete’ it.

In the next section we will consider the exhibitions which I have co-curated (see table 1.4 ‘Timeline of 

Projects’ in Chapter 1 Introduction) illustrative of the aspects of ‘architecture-ness’ outlined above. Following 

the propositions made in the final section of Chapter 2.1, these exhibitions, artefacts and installations are 

considered in relation to:

Installation + Assemblage: 

the relationship of space/ site, exhibition/ intervention, object/ artefact, and the subject or contributor/ 

participant/ viewer.

Architectural Thinking: 

“knowing through scaling”,  the ‘city’ as metaphor.

Giving ‘Body’ to the Concepts of ‘Mind’:

The activated audience; aesthetic experience(s) through architectural tropes, composition (devices),  code-

switching/ ‘reading in’.

previous page 

fig. 4.16 (middle) : long exposure 
photograph of Joe Crinion skateboarding 
the bank at Five Bridges.
Perspective-corrected photograph: Sebastian 
Messer

fig. 4.17 (bottom) : 
Graham Kimpton (2012) 5 Bridges Bank 
(video still)
digital reconstruction and animation of the 
photograph above.



fig. 4.18  
Sebastian Messer (2012) PlayToon 

Axonometric representation of the PlayToon 

exhibition. 

Slide from “Hero Poses and Skater’s Eyes 

[work-in-progress]” presentation to the RIBA 

Research Matters symposium, 20 November 

2014: p. 25.

fig. 4.19  
Sebastian Messer (2012) PlayToon 

NewcastleGateshead Late Shows 2012
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Installation + Assemblage

the relationship of space/ site, exhibition/ intervention, object/ artefact, and the subject

Around half of the exhibitions described (table 1.4) have taken place in ‘white cube’ gallery spaces. The majority 

of the remainder have occupied publically-accessible spaces in buildings alongside other activities. In this 

first section we concentrate on two of the former; the PlayToon (2012) and Urban Fictions (2014) exhibitions 

at the Holy Biscuit gallery. This gallery has two principle volumes: the worship space of the former chapel is 

now the main gallery. Externally this is signalled by a green, pyramidal roof (fig. 4.15) [although unfortunately 

this is heavily truncated internally by a suspended ceiling]. The plan of the room is approximately 10 x 10 m 

with a raised platform opposite the entrance door, and a second, fire exit door roughly centrally in the wall to 

the right of the entrance. The second gallery/ workspace, of approximately 12 x 8 m, with doors in three of 

the four corners, a catering hatch, and lower ceiling height than the main gallery, is used more flexibly to host 

events and classes on a weekly basis. During our exhibitions, we have used this space for more interactive and 

participatory elements and for hosting special events linked to the evenings of the NewcastleGateshead Late 

Shows.

Representing the Spaces of Urban Sports

For PlayToon the gallery was divided diagonally and asymmetrically by three, chipboard plinths (painted with 

a watered-down, matt grey paint intended to approximate the colour and texture of concrete) which increased 

continuously in height from 300 mm at the lowest point, nearest to the entrance to the gallery, to 1200 mm 

furthest from the door (fig. 4.18). Approached obliquely, they sought to create for the visitor an approximation 

of the body-space-movement of a skateboarder approaching a ‘trick’ and, functionally, divided the space 

between the exhibition’s two themes, ‘spaces’ and ‘faces’, as well as encouraging the visitors to circulate 

around the gallery in a clockwise direction. Photographic enlargements, in double rows, then presented a 

linear, ‘day in the life’ sequence – approximating to the skater’s mappings of journeys or ‘circuits’ – starting 

with ‘Blinky’s’ photographs on the Metro travelling in to Newcastle (figs. 4.20 & 4.21), and then visiting various 

‘spots’ or travelling between them, and concluding with a mosaic of portraits taken at the Five Bridges skate 

park during ‘Bingo’s Jam’ (figs. 4.22); a memorial event marking the first anniversary of the untimely passing 

of the Middlesbrough’s skate shop owner, which occurred coincidentally during the preparation period for this 

exhibition. 
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fig. 4.20 Sam Hutchinson (2012) Strictly 

fig. 4.21  
Sam Hutchinson (2012) Joe v Metro

next page:

fig. 4.22  
Daniel Dale (2012) Bingo Collage
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The plinths presented physical artefacts, but without labels or captions, so the viewer had to speculate about 

their ‘meanings’ – the artefacts were intended to provide the clues for the viewers to interpret the rest of 

the exhibition – and draw inferences from their correlations with the photographs. The first artefact a viewer 

encountered, on the lowest plinth nearest to the entrance, was a heavily spray-painted piece of concrete from 

the recently-destroyed ‘Wasteland’ self-built skate park, which had occupied the floor of a demolished paint 

factory near to the gallery where the exhibition was held. This ‘relic’ was displayed alongside a faux tourist 

information sign that Mike had installed on the hoardings erected around the demolition works for the defunct 

Bank of England Northern Gold Reserve building on Pilgrim Street, Newcastle. The sign explained the heritage 

significance to the local skate-scene of the ‘Leap of Faith’, an elevated platform of obscure original purpose 

and now boarded-off, which was featured in two photographs: a long exposure photograph of a skateboarder’s 

ollie on to the platform and a multiple-exposure image of an in-line skater’s flightpath from the opposite side. 

The middle plinth presented two narrative vitrines which I had produced, that will be elaborated upon in the next 

section. The final plinth was occupied completely with a third, larger vitrine, containing a stack of broken and 

snapped skateboard decks Mike had collected discarded around the perimeter of the ‘Wasteland’ 

(fig. 4.19). We wanted to display these discarded traces of activity, human endeavour and spatial occupation 

as equivalent to the more distantly historic, material cultures displays in museums of archaeology and so I 

drew on the ‘language’ of the museum to create this allusion. The plinths implicitly also identified the artefacts 

which Mike and I had contributed to the exhibition, distinguishing them from the intrinsically-produced, [insiders’] 

photography and video by the urban sports participants themselves.

The wall to the right of the entrance was completely lined with a halftone-printed, billboard-scaled poster  

(fig. 4.23) that collaged together many of the photographs which had been supplied to us at too low resolution 

for full-scale, high resolution reproduction (for example, those taken on, or sent from a mobile ‘phone, or were 

blurred when enlarged); which contained more graphic imagery (so-called ‘injury porn’ was less visceral when 

rendered in black and white); plus some of Mike’s reportage-style photographs from the earlier Play:Space 

project (2010) with Jon Swords and Adam Jenson. The billboard wall therefore was illustrative of the busy, 

messy, social aspects of the participants’ life-worlds which made up the ‘Faces’ part of the exhibition, and 

also showed some of the important but peripheral, related activities and experiences – hanging out in various 

non-skate-able places including the Grainger Market, and ambulance crews attending to injuries – which are 

also representative of the ‘Places’ described on the skater’s mappings of ‘fuelling’ (snacking) and ‘legendary’ 

[or apocryphal?] trips to Accident & Emergency Departments. The billboard wall provided a backdrop to video 

fig. 4.23 Banner prints from PlayToon 
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fig. 4.24  
Sebastian Messer (2014) Urban Fictions 

Axonometric representation of the Urban Fiction 

exhibition. 

Slide from “Hero Poses and Skater’s Eyes 

[work-in-progress]” presentation to the RIBA 

Research Matters symposium, 20 November 

2014: p. 30.

pieces in the exhibition; two show-reels of footage from the participants, and three, beautiful and meditative, 

short animations we commissioned from Graham Kimpton to represent the effect of ‘skater’s eyes’ at the Five 

Bridges skate park, Gateshead, using the extremely narrow depth of field created by the tilt-shift lens effect to 

concentrate on the surfaces in the immediate path of the skaters and the graffiti and textures on the blocks and 

banks, while rendering the skater’s movements to a single, balletic light-trace (figs. 4.16 & 4.17).

The City as Labyrinth

The Holy Biscuit invited Mike and I to propose another exhibition to coincide with the NewcastleGateshead Late 

Shows in 2014. We were keen to continue the themes raised by PlayToon about the right to the city, but did not 

want just a repeat of PlayToon. Through Chris Brown (fig. 4.25), one of the Master of Architecture dissertation 

students I was supervising that year, we met Lucinda Grange, a professional photographer and an Urban 

Explorer originally from Teesside, and from her contacts in this slightly clandestine world and small regional 

scene, the practice and photography of Urban Exploration (UE) provided the back-bone of content to the Urban 

Fictions exhibition (figs. 4.57 & 4.59). The second main strand of content was provided by the Paper Jam 

Comics Collective (PJCC) centred around the Travelling Man comic book shop (figs. 4.26 & 27). 
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fig. 4.25 Christopher Brown (2012) Aesthetic Experience and Abandoned Places  

(extract from unpublished Master’s dissertation)
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fig. 4.26 
Terry Wiley (2014) Wes Anderson’s 
“Newcastle Mon Amour”
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fig. 4.27 
Adam Fallows (2014) Home is a Place 
You Know Well Enough to Hate
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fig. 4.28 Johnny Jetstream (2009) Tonka
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fig. 4.29 Michelle Hobby (2010) The Chief’s Office pt. 5

193

Frame 2 : Spatial Metaphors



  just the night before

        me and me mates walked back that way 

                 from a messy nite oot

During my initial scouting missions, I captured hundreds of general 
photographs of the rooms and spaces. Then I began to narrow the 
selection of images (not in the sense of accepting and rejecting them, 
but literally narrowing the field of view within the images to a specific 
detail). Thus I began to condense architectural space, reducing entire 
rooms and floors to small sections of wall surface. 

There are over one hundred rooms in this building designed to support 
all aspects of a fireman’s life including administrative offices, bars, 
canteens and dorms. Although it is now empty, there is still a strong 
sense of presence – as if it is still performing. The Chief’s Office 
(previous page) looks like a stage, in fact it could quite easily be 
mistaken for a set.

Michelle Hobby

Fig. 4.30 
Michelle Hobby (2010) Stickers

next page :

Fig. 4.31 
Michael Jeffries (2014) artwork for a 
scene from DOGS! animation (vertical 
pan)
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  just the night before

        me and me mates walked back that way 

                 from a messy nite oot
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We also invited the artists, Jetstream Partnership (Johnny Jetstream and Michelle Hobby), to re-present some 

of their video and photography made over a two year period in the empty Newcastle Central Fire Station 

building (figs. 4.28 - 30) where Johnny’s father was a fireman and his family had lived when he was growing up, 

and made an open call to artists at the NewBridge Project studios – itself a ‘meanwhile’ use of a semi-derelict 

office building – attracting very different, but painstakingly-produced drawings in black biro, from John Jo Murray 

(figs. 4.34 - 37) and Jessica Dolby (figs. 4.39 - 42). 

For Urban Fictions I proposed to fill the main gallery with a ‘labyrinth’ (fig. 4.24). Mike and I constructed 

this of black and white striped parasols (a low cost and low tech solution to building temporary walls, plus 

a serendipitous find: the black and white stripes post-rationalised as referencing the iconic home strip of 

Newcastle United Football Club, also known as The Magpies, and the use of black aggregate in the buildings 

of the T. Dan Smith/ Wilfred Burns redevelopment of Newcastle city centre to ‘frame’ the more architecturally-

significant and civic buildings, like the Bank of England Northern Gold Reserve and Central Library, both now 

demolished). From the parasols we suspended a continuous, horizontal, banner print of comic strips [our urban 

Fig. 4.32 
Sebastian Messer (2014) Directives
(after Guy Debord) 

screenprints on paper
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‘Bayeux Tapestry’!]. The side of the banner which faced the entrance to the gallery were produced especially 

for the exhibition by the members of PJCC, and also formed their tenth anthology, Newcastle Stories… and 

that, which was officially launched at the gallery during the Late Shows (p. 19). The opposite side of the banner 

reproduced a series of samizdat ‘zines called Tynecide, a murder-mystery story which revolved around the 

uncontrollable effects of an illicit drug on Newcastle’s nightlife, which Mike had written and previously distributed 

via a Newcastle nightclub (fig. 4.33).

The labyrinth created more intimate semi-enclosures for viewing the video pieces (for example, fig. 4.31), which 

could be heard but not seen from the entrance, and for controlling views and revealing the exhibits displayed 

around the perimeter walls of the gallery, metaphorically akin to turning into an unknown street, or as (if) in an 

unfolding ‘enfilade sequence’ (once again superimposing the ‘language’ of the museum over the metaphor 

of the city). The audience had to perform a ‘figure of eight’ around the space to see both the photographs 

and artworks on the perimeter walls and the narratives on the banner, so the gallery space was approached 

twice, once clockwise and the second time anti-clockwise. The parasols (approx. 1.8m in height) required the 

audience to stoop to ‘enter’ the labyrinth to engage with and read the comic strip banner, and their physical 

presence, occupying space, encouraged a much wider range of physical movement and interaction with other 

visitors than would normally be demanded to navigate the essentially square gallery space and predominantly 

two dimensional exhibits. [The scare quotes deliberately peppering the preceding paragraphs are indicative of 

some of the metaphors ‘at work’ in these installations.] 

fig. 4.33 Michael Jeffries (2006) The 
Tynecide Experiment (‘episode 1’ front 
cover)
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at bastard banks
(pilgrim street, newcastle)

the banks stink of piss
elusive & un-owned

jutting sandstone in decay
the dank subsidence of disjunctive slabs

pigeon shit & silted lips
pristine gates, devoid of welcome

a dungeon of imprisoned light
the trace of old tricks

the residue of echoes
plump moss & a stream of twigs

the endless drip of spent rain
sam smacks his head bailing on a wall-ride

a symphony of clat, diminishing
rhythms bouncing off the vault

previous page : 

Fig. 4.34 
John Jo Murray (2014) Fictional/
Constructs II

Black Biro on Cartridge Paper

fig. 4.35 Fictional/Constructs I fig. 4.36 Fictional/Constructs II fig. 4.37 Fictional/Constructs III

fig. 4.38 (right) and page 37 : 

DAD?crew! (2016) Dogtown (extract)
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fig. 4.40 (above) : detail from 
psychogeographies installation

My work is an exploration of walking, space and site. I am intrigued by the idea 
of psychogeography, and my role extends into that of a conceptual cartographer 
and topoanalyst. I practice urban walking and am drawn to places that appear 
vacant.

The drawings function as psychological maps of spaces and routes – both 
obsessively repetitive and individually organic in their forms. Originally produced 
by hand, they are reproduced en-mass using low-fi technologies. I have been 
installing them in exterior spaces in the city, allowing the drawings to disintegrate 
over time.

I do not have a preconceived idea of how a piece will look before it is installed. 
By repeating the image a change in scale takes place and they can be read, not 
only as maps, but like organic cell structures.

Jessica Dolby

opposite page:

fig. 4.39 Jessica Dolby (2014) 
psychogeographies (installation)

Black biro, photocopies on cartridge paper, 
mastic putty adhesive

fig. 4.41 left (top) : Jessica Dolby (2015) post to 
Facebook during artist’s residency at MÜSZi, 
Budapest

fig. 4.42 left (bottom) : Jessica Dolby (2016) 
Interrupting the City (dice walk, 23 July), 
Gateshead 
@JezzicaDolby/ Instagram (2016)
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SM

SM

MJ

fig. 4.43 Sebastian Messer (2012) Origins 
vitrine (detail) 
Jane Jacobs, anti ‘urban renewal’ activist, meets 
Cllr. Bob Goldsworthy (Lab) for Bridges Ward.

fig. 4.44 & 4.45: 
PlayToon exhibition (NG Late Shows 2012)
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Architectural Thinking

“knowing through scaling”, and the ‘city’ as metaphor

PlayToon documented urban sports (skateboarding, BMX-ing and Parkour) on Tyneside and addressed the two 

(emergent) themes, which we entitled “Faces” and “Places”. The “Faces” section was concerned with the social 

aspects of participation. “Places” illustrated the locations in which urban sport occurred and the participants’ 

identification with these spaces (figs. 4.46 & 47). 

A number of spatial and illustrative techniques were employed in the exhibition design to create for the audience 

an experience which was redolent of the circumstances of the works’ production.

Faces, Places, and Skater’s Eyes

To our surprise, a lot of the photographs submitted were quite intimate portraits (fig. 4.22). We speculated that 

the ubiquity of the DSLR camera, especially around skateboarding (the BMXers produced exclusively video), 

and the focus ostensibly on recording ‘tricks’, enabled the mostly-teenage boys and men in their early twenties 

to be less self-conscious subjects when they were with their peer group. Whilst my colleagues and I did take 

photographs during our field work (fig. 4.48), it would have been impossible for us to take similar portraits. 

Indeed, even behind the lens as the photographer, I would have found it uncomfortable. We wanted the 

exhibition to show this familiarity of fraternal relationships. Earlier research analysing the mappings showed the 

importance of friendship groups to the participants and that their friends were nearly always depicted smiling. 

The portraits we selected to include in the exhibition were all printed, at least, life size and most were two or 

three times larger than life size. The audience, therefore, would experience the physical proximity of the camera 

lens to the subject’s face and the trust between photographer and subject which this demonstrated.

In Iain Borden’s seminal book Skateboarding and the City he proposes the expression ‘skater’s eye’ (2001: 

p. 218) to describe the alternative reading of the city when skateboarders (and, by extension, Traceurs 

– practitioners of Parkour – or Urban Explorers) ‘scope out’ the built environment for its ‘trick-ability’, or 

affordances. In addition to the animations described above, we also aimed to convey the concept of “skater’s 

eye[s]” in the exhibition architecturally, through scale. Where the portraits of “Faces” had been Brobdingnagian, 

“Places” were Lilliputian-scaled, synoptic narratives (like a low-relief, one panel, comic strip) in vitrines requiring 

the audience to bend down or kneel to look into them and ‘read’ the two Five Bridges narratives (figs. 4.43 - 45). 
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places fig. 4.46 Adam Thirtle (2012) For PlayToon 
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Facesfig. 4.47 Ben Larthe (2012) untitled 
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fig. 4.48  
Michael Jeffries (2014) Wasteland 
(collage)
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The Interior as City 

Urban Fictions’ labyrinth installation (figs. 4.24, 4.56 & 4.58) was intended 

to be disruptive of the space of the gallery and also to be expressive 

of the three-dimensional uses made of the city and its infrastructure by 

Urban Explorers, whose photographs were double-hung along the left-

hand wall of the gallery. Quotations, taking the form of ‘protest slogans’/ 

‘directives’ (fig. 4.32) and contextualising the photographic images, 

were screen-printed and also hung at heights above and below eye-line, 

indicative of the ‘y-axis’ of the related image (e.g. above the images of 

bridges or rooftops, and below the pictures of tunnels).

TRAVERSive (2014) installed at Dance City as part of the Juice Festival 

Fringe Events (figs. 4.49 & 50), utilised the distinctive volumes and 

planes of the space to position the photographs approximately to 

correlate with their content, similar to the screen-printed slogans for 

Urban Fictions. We also produced two new pieces requiring greater 

spatial (inter)action to view them (figs. 4.48, 4.51 & 4.55). 

The exhibition was not invigilated and staff at Dance City had to replace 

some of the photographs during the exhibition. Inadvertently two 

photographs - with strong horizontal symmetry – were installed upside 

down. Although unintended, we decided to leave these ‘as found’ adding, 

we thought, to their atmosphere of uncanniness.

fig. 4.49  
TRAVERSive exhibition installation

installing the upper part of the anamorphic 

banners on the level 2 walkway of the atrium

fig. 4.50  
TRAVERSive exhibition installation

installing the ‘old’ Wasteland collage on the 

main stairs of the atrium
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fig. 4.51  
Sebastian Messer (2019) TRAVERSive 

Cavalier oblique projection of the anamorphic 

banners in the atrium of Dance City, Newcastle 

upon Tyne. 

Giving ‘Body’ to the Concepts of ‘Mind’

The activated audience; aesthetic experience through architectural tropes, composition (devices), and code-

switching/ ‘reading in’

The Mapping the City II (2016) exhibition (concluding the eighteen months-long Mapping the City project) in 

the atrium of Newcastle’s City Library incorporated a scale ‘model’ of Newcastle’s Grainger Street facades (pp. 

210 - 211) produced from 3D scans by Danilo de Mascio, a post-graduate researcher at Newcastle University’s 

Open Lab, and which he laser-etched on to wipe-clean, white acrylic. The venue itself was problematic, lacking 

spatial definition (or any acoustic separation) between the numerous activities and functions that overlapped in 

this space. While that has inherent, metaphorical attractions for the presentation of work on the contested city, 

any exhibition here is competing for the visitors’ attention: internally, from the concourse clutter of temporary 

directional signage; the Tourist Information shop; computer terminals with which to access online council 

services – plus we were also sharing the Atrium with ‘cute’, charity Snow Dogs, painted in bright colours by 

primary school children (fig. 4.53) – and externally, with the pedestrian and traffic movement on New Bridge 

Street (West), a main public transport route, that is constantly in the viewer’s peripheral vision through the four 
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JH So yes, I was really interested in art as a tool for social change, and still believe that. I really 

believe, very strongly believe [in] that, and I think that artists really should run city councils, because 

there is a different way artists’ think.

AMS Art as inquiry, it has a purpose. Not necessarily an end point or doesn’t have to be completely 

utilitarian, but we’re not interested in landscapes for the sake of landscapes, or art for art’s 

sake, although we do value that, but as an organisation, there is a kind of useful[ness] behind it. 

Community action, community activism, and that’s about our place in Shieldfield, and that’s become 

more and more urgent, with the encircling with student accommodation.

JH I’d never make un-political work, never. There’s like socially-engaged work which is a useful 

tool for society and that could be building housing or making a community bakery – artists like 

doing that – but then there is political work. That is useful as well because it then makes you think 

differently. Art, can make the viewer think differently about a subject matter and I think paintings can 

do that just as effectively as a Protohome.

see http://www.protohome.org.uk/about/
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figs. 4.52 - 4.54 
Mapping the City II (2016)  
Newcastle City Library atrium
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overleaf:

fig. 4.55 
Mike Jeffries & Sebastian Messer (2016)  
New Wasteland

(continuous narrative banners at 
TRAVERSive)

storey glazed facade. Notwithstanding the issues of the exhibition setting, the Grainger Street facades were 

a more literal attempt to use knowing through scaling and the visual metaphor of the interior as city. Grey’s 

Monument – one of Newcastle’s most-recognisable landmarks erected in 1838, a 40 m tall Ionic column 

surmounted by a statue of Charles, 2nd Earl Grey166 – was superimposed on to one of the library’s own, over-

sized columns as a 1:20 scale poster-banner to create the dual-reading of scale. ‘Grey’s Monument’ marked the 

‘entrance’ to the exhibition and also orientated the viewer, indicating this topologically was the ‘top’ of the street 

drawing on the visitors’ own memories, perceptions and mental maps. Originally the facades of the two sides of 

the street were planned to face each other so the visitors would walk between them267. They were encouraged 

to ‘graffiti’ the facades with their memories, and these were documented photographically. [However, as 

the exhibition formed part of the final Juice Festival targeted at children and young people so intentionally 

coinciding with the schools’ October half-term break, most of the interaction actually was with children who 

drew themselves, friends and family, or coloured in the facades (figs. 4.52 - 54). This was highly effective as 

engagement for an exhibition in a public space but did not contribute greatly to De Mascio’s research project! 

Likewise, when the street was relocated to a corridor in Northumbria University’s geography department, the 

interaction from students was similar.] Opposite ‘Grey’s Monument’ and arranged perpendicular to ‘Grainger 

Street’, the façade of John Dobson’s (1787 – 1865) Central Station was positioned to close the (miniature) vista, 

thus the viewer was returned to ‘normal-size’, and directed them to a table where they could provide written 

feedback.

661 The statue of Earl Grey was originally undertaken by the sculptor Edward Hodges Baily (1788 – 1867) who was 
also responsible for the statue of Lord Nelson in Trafalgar Square, London. The head was replaced by Roger Hedley in 
1947 after being struck by lightning in 1941.

672 When the exhibition was installed, the library had reduced the floor area available to us (due to the Snow Dogs ‘Art 
Trail’ 2016 to raise money for St. Oswald’s Hospice Children’s Services) and there were concerns about the exposed bolt 
fixings on the reverse sides catching on clothing, so the facades were instead installed and displayed back-to-back, as an 
object rather than the proposed mise-en-scene.







We shape our buildings and afterwards our buildings shape us. Winston Churchill, 28 October 1943
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Awan et. al. define Spatial Agency (2011: p. 32) as conceived around two characteristics. Firstly, 

that agency is understood to effect change through empowering others. Secondly, that agency is 

exercised through actions and propositions (or ‘visions’). Defining agency as a social, rather than 

an individual, empowerment therefore foregrounds the relational ethical responsibility.



Frame 3: Spatial Agency

Agency, Performance and Performativity

Gregson and Rose (1999: p. 433) trace the term ‘performance’ in sociology from a theatrical metaphor to its 

application for describing everyday actions. Judith Butler asserts such performance – the mirroring of those 

around us – subconsciously constructs individuals’ (gender) identities in relation to the normative behaviours 

and attitudes of their society acquired through their repetition. Butler proposes societies change slowly 

through natural ‘slippages’ in performativity, i.e. incremental ‘misquotations’ in ‘weakly ritualistic’, everyday 

actions. Lise Nelson (1999) is critical of Butler’s overly deterministic, polemical position (as she sees it). While 

agreeing slippages in performativity cumulatively lead to slow changes in society, Nelson argues agency 

(or intentionality) still can create disruptive events which then affect a rapid paradigm-shift. Brad Haseman’s 

(2006:p. 6 of 12) proposes the term ‘performance’ to describe symbolic acts which have an effect (impact) in the 

world. He cites the example of naming a ship. It is the act itself which bestows the name, the performance of 

a naming ceremony is symbolic, not illustrative. Butler would counter that it is the citation of all previous ship-

namings, not this one particular instance, which is symbolic and effective.

In Chapter 2.1, ‘Post-Representational Cartography’, we consider one example of the ‘Performative Turn’ in 

social sciences. Maps reflect the values of the cartographer and of their wider society; critical cartographers 

argue maps are anything but objectively empirical and p/politically-neutral objects. They express power both 

externally and internally (Harley, 1998: p. 12 – 13). John Pickles (2004) proposes “maps precede territory”, 

i.e. they present a world-view from which the user of the map then constructs their understanding of the world. 

Swords & Jeffries (2015: p. 4 of 20) also note the seductive ‘aura’ of the artefacts themselves, as objet petit 

a. Mike’s transgressive act of stabbing a pen through the Newcastle upon Tyne Walk tourist map to indicate 

his favourite (and secret) place, elicits gasps of shocked surprise in mapping workshops, and viscerally 

demonstrates the authority implicit in the object. Therefore with this one example, we can see how societal 

values become encoded in maps, infiltrate life-worlds, and how objects can ‘perform’ or have [some-sort of] 

agency in the world. However, as Kitchin & Dodge (2007: p. 335) assert, a map only becomes a map when it is 

used as a map. It is therefore a cool media (McLuhan, 1964: p. 25), which require participation from the user in 

order to interpret and ‘complete’ it or, by analogy with Tim Ingold’s description of the master craftsperson (2019), 

the map-user extends ‘out of mind’ through an assemblage of body plus tool (map) plus environment, to inhabit 

a temporal relationship in dialogue with the world around them.
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fig. 4.57 
Eugene Lata (2014) Theatre Royal

(previous page)  

fig. 4.56 
Sebastian Messer (2014) Directives
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Just as the map encodes (selective) information which becomes knowledge when ‘read’ and interpreted, 

Claire Bishop (2005: p. 11) considers Installation Art embodies information which is ‘read’ by an immersed 

and ‘activated spectator’. I propose it is a characteristic of Architecture (which distinguishes the architectural 

experience from the building-object) similarly to encode information which, in Nelson Goodman’s terms (1969:  

p. 91) both exemplifies its function and is expressive of metaphor. Bishop asserts the viewer becomes the 

subject of Installation Art. The viewer does not stand ‘outside’ of the artwork, at the vertex (the centre of 

convergence) of their cone of vision, able to comprehend the work in its entirety. Rather the installation (pro 

quo architecture) is revealed or uncovered by the viewer through their movement over a period of time. There 

is no position from which it is possible to comprehend the installation completely, so the viewer is ‘decentred’. 

[Paradoxically, as the viewer’s apprehension is always incomplete, and their interpretation may depend on or be 

coloured by prior experiences, every viewer will experience the work uniquely from their own perspective.]

The use-value of the built environment for urban sports is seldom concerned with the interior of buildings, much 

less the building’s tenants or its nominal function (fig. 4.47). Urban Explorers are attracted to infrastructure 

(although flyovers and underpasses often also provide sheltered ‘spots’ for skateboarders’ self-built skate 

parks), buildings under construction, or falling into dereliction (fig. 4.49). Demolished and cleared buildings 

(providing a level surface – as at the Wasteland self-built skate park) and the public plazas and spaces 

between buildings typically from the 1960s and 1970s – colloquially all called “Brutalist” - provide opportunities 

for skateboarders and ‘BMX-ers’ to create spatial modifications. Plazas particularly offer scope to the skaters 

because their characteristic features of large, under-occupied hard-standing (i.e. space to run-up to gain speed, 

and space to land the trick and then dissipate energy) with well-spaced out street furniture or abstract features 

such as banks, contiguous blocks, low walls or curbs and arbitrary changes in level with steps, ramps and 

handrails. Due to the age of the buildings they tend to be free of surface obstacles, such as cobbles or textured 

paving and more recent additions like anti-skate studs. (The materials from which they are constructed also 

tend to be robust. Sandstone is a poor surface to ‘grind’ or ‘slide’467 because it wears with repeated riding while 

marble arrises are chipped easily by the skateboard trucks rendering the edge unusable (by skateboarders). 

However, granite and concrete are good for ‘grinding’.) 

The exact spatial and material parameters required for ‘BMX-ing’ or for parkour are different to those for 

skateboarding; practitioners of parkour favour the Neo Classical architecture of the Georgian and Victorian 

67 ‘sliding’ is riding the underside of the deck of a skateboard along an edge or rail, ‘grinding’ is riding the metal 
‘trucks’ (the connections between the deck and the axles of the wheels) along the edge.
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‘Grainger Town’ with its many handholds and narrow ledges for climbing, as well as its more central location 

– and consequently the potential footfall of a passing audience for their displays of gymnastics and circus 

skills. Skate ‘spots’ tend to be either peripheral to the city centre, but with good accessibility, or are locations 

which are used at times when their primary function – offices, law courts, car park, school etc. – are not in use 

or occupation, such as at evenings and weekends. In such temporal uses of space, we can see examples of 

the tactics of micro-resistance and appropriation which de Certeau calls la perruque and in the peer-to-peer, 

self-policing of these community assets, we see the effect of what Jeffries, Jenson and Swords (2012) call the 

“accidental youth club”! The skateboarders’ presence in what could otherwise be temporally under-occupied 

and therefore potentially intimidating spaces provides passive surveillance benefitting other people using these 

sites.

Mappings by skateboarders and traceurs undertaken during Play:Space (Jenson, Jeffries & Swords, 2010) and 

PlayToon (Jeffries & Messer, 2012) projects also revealed some unexpected, semi-sanctioned, temporal, spatial 

accommodations in the city.

[Skater1 recounted a] security guard had approached him and rather than simply moving him on, suggested 

if he came back after 6pm [when] the courts would be closed and he could skate [for] as long as he wanted. 

Throughout the participant observation the skateboarders were never removed from the Law Courts; “they 

work there nine until five, so we work there six until dark.” (Jeffries, Jenson & Swords, 2012, p. 385)

Awan et. al. define Spatial Agency (2011: p. 32) as conceived around two characteristics. Firstly, that agency 

is understood to effect change through empowering others. Secondly, that agency is exercised through actions 

and propositions (or ‘visions’). They propose three criteria by which they define Spatial Agency;

spatial judgement: is the relationship between social relationships and formal aspects of spatial production. 

Spatial judgement prioritises the production of spaces empowering social relationships over formal(istic) 

sophistication (so ‘spatial intelligence’, the capacity to conceptualise in three dimensions, is one aspect of 

spatial judgement, but is not the privileged category as currently understood to be the domain of the architect).

mutual knowledge: proposes spatial production is a ‘shared enterprise’. It refers both to the willingness of 

the professional/ expert to share their specialist knowledge, and also to accept other forms of knowledge 

– and how they are shared, e.g. orally, via stories, etc.  – as having equal potential to contribute to spatial 

production.
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fig. 4.59 
Alex James (2014) Spillers

(previous page)  

fig. 4.58 
Sebastian Messer (2014) Directives
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Critical awareness: requires self-criticality (reflection) to avoid imposing rote or preordained solutions. It 

therefore prioritises the contextually responsive over the abstractly conceived, contingent instead of complete, 

tactical rather than strategic (ibid: p. 33). 

As posited by Awan et al. (2011) Spatial Agency is intended to be inclusive, and many of the examples cited are 

not the work of architects, nevertheless those criteria still imply a hierarchical relationship. The professional is 

asked to cede ground to the amateur for their mutual benefit. The criteria are directed to the professional and 

propose an alternative or expanded value-system for judging the significance of their work. This observation is 

not a criticism; the book is intended for an architecturally-informed audience. The ‘Research Question’ emerging 

in the early stages of this PhD is likewise framed around and addressed to the profession of architecture. It is 

as important to recognise the specialist skills and judgement which the architect offers to the ‘shared enterprise’ 

as it is for the professional to recognise the knowledge and experience which other parties can contribute 

– equally, but differently. Defining agency as a social, rather than an individual, empowerment therefore 

foregrounds the relational ethical responsibility for the professional to leverage their privileges (knowledge, 

networks, status, etc.) for the benefit of the more marginalised.
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SM Can I ask you all then, are the things that you’ve done as a part of this exercise, are they 

feeding into what you’re doing now? With the lessons that you’ve learnt, or things that you’ve 

started to try out, that you’re now using?

Participant I think in like reflecting on it you realise there’s more links than you originally 

[thought] because… even today I’ve realised that change was the biggest aspect involved in the 

performance and I’ve been looking at things that are temporary in my whole project so it lends 

really well actually.

CEF One of the things I remember… was the day after someone asked me in the staff room how 

it had gone and I said, one of the students has got one of the images that they took from the 

experience on their phone, as the screensaver-thing. That just seemed to really impress everybody 

because you’ve taken an experience from your schoolwork and moved it into your personal world 

and… you said, “oh it’s just the photograph”, but it wasn’t, you’d translated it into a different world, 

into a digital world.

 
Bill, F (2017) ’Appendix D: Year 12 Output Analysis - Semi Structured Interview, 2/11/17’ in Can Architecture be Fantastic? [extract p. 106 of 128]



Introduction

Skateboarding is often credited with being creative (Beal, 1995; Borden, 2001; 
Howell, 2005). However, the specific nature of this creativity and its importance 
for individual skaters has gone largely unexplored. There is a strong visual 
culture associated with skateboarding expressed through graphics, film and 
photography. Skaters also commonly describe their own way of skating, or that 
of their friends or groups who skate in a particular location, as a personal style. 
Robert Rinehart (2008: p. 77) specifically highlights the ‘self-expression, artistic 
and non-conformist’ subculture as core to skateboarding’s attraction. Iain Borden 
(2001: p. 152) proposes the eclectic confusion of imagery, drawing on comic 
books, music genres such as rap, hip-hop or heavy metal, and sophisticated 
typography, is a form of romantic resistance to social norms, especially to 
familial constraints. But skateboarding is also mainstream, visualised by 
multinational corporations to sell branded products to middle-class children and 
teenagers. These representations often inadvertently undermine the claims to 
skateboarding being ‘alternative’ or transgressive.

Scopic Regimes

The conceptual framework we use to understand the visualisation of 
skateboarding derives from Christian Metz’ (1982) concept of scopic regimes. 
Allen Feldman (1997: p. 30) defines “[a] scopic regime [as] an ensemble of 
practices and discourses that establish truth claims, typicality and credibility 
of visual acts and objects and politically correct modes of seeing.” Antonio 
Somaini (2008) argues that scopic regimes come into being through the 
subjects captured in images, the media used, and the context in which they are 
interpreted. The concept of scopic regime therefore goes beyond analysis of an 
individual image, or the visuality of a particular artist, photographer or filmmaker. 
It requires an understanding of the discourses and processes which create them.

Skateboarding can be traced back to at least the late 1950s, but the 
contemporary skate scene grew out of late 1970s West Coast surf culture in 
the United States. Skateboarding could draw upon an antecedent visuality from 
surfing. Close-up, fish-eye lens photography, places the photographer (and 
hence the audience) as a participant in the heart of the action. Fundamental to 
the portrayal of skateboarding and skateboarders were the Z-Boys of Dogtown 
(Santa Monica), California. Their spatial tactics – reconnaissance for found 
spaces (abandoned and dried up swimming pools, concrete infrastructure, etc.) 
– and adoption of some of the visual and behavioural characteristics of Chicano 
gangs, plus the accompanying imagery and articles eulogizing risk taking, 
injuries and taciturn expertise, popularised and continues to define the scopic 
regime’s dominant form of visual representation of skateboarding. 

Since 2010 we have worked with skaters in Tyneside to understand the ways in 
which they conceptualise the city (e.g. Jeffries, Messer & Swords, 2013; Jenson, 
Swords & Jeffries, 2012). It is through this sustained, participatory approach 
we have met and built strong links to the skateboarders in this study. For this 
chapter, we interviewed six of those skaters. The interviews revealed how 
skateboarding had facilitated and fostered creativity for all of the participants. 
It both provides a subject for their creative practices and reciprocally those 
practices extend their enjoyment of skateboarding. The participants were all 
aware of the scopic regime and positioned their creative outputs in relation to 
that. Three distinct visualities emerged from our analysis.

fig. 4.60 Euan Lynn (2015) Art Concret ‘zine 

extract: double page spread

He Captures things in Flight: Scopic 
Regimes, Visualities and Skateboarding in 
Tyneside, England
Michael Jeffries, Sebastian Messer, and Jon Swords

This is an abridged version of a book chapter, first published in 
Kara-Jane Lombard, ed. (2016) Skateboarding: Subcultures, Sites 
and Shifts. 
Abingdon, Oxon: Routledge Research in Sport, Culture and Society, pp. 57-72. 
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Conclusion

In mobilizing the concept of scopic regime, we have sought to illustrate 
the important intersubjectivities between space, skater, photographer, and 
visualities. The Tyneside skate scene has evolved an ecology in which diverse 
and complimentary specialisms have created roles for our six participants. 
Skateboarding has provided each with the opportunities and motive to develop 
significant and sustained creative practices. All of the participants define their 
creative practices in relation to the scopic regime of skate photography. 

As well as the symbiosis of skating and photography as activities, there are also 
parallels between being a skateboarder and being a photographer. Skills and 
techniques are learnt from the close reading of the photograph – trying to work 
out what happened before and after the moment frozen by the shutter – followed 
by their re-enactment until perfected. The equipment becomes an extension of 
the body and, at least for some, there is an equivalence in object attachment 
to their camera and to their skateboard. For those participants contesting the 
dominant scopic regime through their visualities, there are perhaps echoes of 
the original ‘outlaw’ attitudes evoked in the contemporaneous accounts of the 
Z-Boys of Dogtown and which they increasingly question.

Two of the participants identified themselves, and were identified by the other 
participants, as ‘Skate Photographers’, who re-produce the dominant visuality 
of skateboarding. The skate photographer’s aim is to capture an individual’s 
tricks at their most spectacular and exact. They concentrate on shooting 
difficult or unusual tricks at their most extreme in terms of skill and visual 
impact. Both tricks and shots would be practiced, often repeatedly, taking 
time to set up lighting equipment and framing the image, until the trick was 
successfully landed and the image taken at precisely the right moment. Skate 
photography is a display of insider knowledge and the dual identity as both 
skater and photographer. The image proves their skater credentials, which in 
turn demonstrates the documentary ‘authenticity’ and supposed objectivity of 
the photographic image. This identity is important for their futures, both wanting 
a career in skate photography. However, working within the constraints of the 
scopic regime creates a tension between trying to appeal to photo editors whilst 
also developing a distinctive, recognizable identity. 

Three further participants had more in common with reportage than mainstream 
skate industry photography. The ‘reportage’ photographers produce a hybrid 
of street photography, portraiture, and skate photography, with lifestyle and 
culture as their primary subject rather than capturing tricks. These participants 
were critical of photographs and videos reproducing the scopic regime for their 
repetitive content and structure. However, this should not be interpreted as 
representing a lesser engagement with skating, which remains fundamental 
to their identity. For these participants authenticity is found in spontaneity and 
‘capturing the moment’. They chose equipment to be lightweight and mobile 
rather than for superior image quality. Their practice also helps to maintain a 
cohesive community. For one of these participants, a curatorial role is evolving, 
archiving and disseminating images from ‘back in the day’ through their blog.

the way you shoot skateboarding is 
how you’d like it to appear.

The sixth participant’s practice is situated in an artistic paradigm, reflecting his 
education as an art student. In common with the five other participants, skating 
has provided the foundation in which his creativity is rooted. He is even more 
promiscuous than the reportage photographers in his choice of equipment and 
media. He does not seek authenticity in the subject of the image. Rather he 
cultivates the distortion and ‘warp’ implicit in the limitations of the technology 
used to produce the image (fig. 4.60). His multi-media outputs are an exploration 
of space and the place of skateboarding as a fault line through which to examine 
and highlight the privatisation of public space, as well as the sexism and 
homophobia in mainstream skate representations. 
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SM Quite often I will use the concept of entrepreneurship when I’m talking to the architecture 

students in the management lectures and I will cite NewBridge Project and the way that artists have 

to assemble a career for themselves. Architecture students, architecture graduates, tend to be 

very conservative in the way that they progress. There isn’t a great deal of variety in that, whereas 

artists, because there isn’t that career structure, have to; they have to assemble what they do and 

there are all sorts of value judgements and that’s what I talk about as being entrepreneurial.

AS What if entrepreneurialism had nothing to do with money and if the use of it was so prolific by 

creative practitioners that… I love that expression “assembling a career”… actually if the definition 

of entrepreneurial or entrepreneurship became synonymous with a bricolage of professional life 

and it wasn’t driven by maximising monetary profit from a particular opportunity, [if] it was about 

collating opportunities and making this composite role for yourself out of the things that you think 

are important in life. That would be a wonderful re-appropriation.

SM ... there’s the Arts and Crafts idea of only having what you need or what is beautiful 68. Whereas 

a lot of what [we] are talking about is that mid-20th Century idea of built-in obsolescence.

AS You’ve nailed it there because it isn’t that we need to have a dis-affection with objects, and it 

isn’t that we need be really dour, it’s not that we need to take the beauty out of life at all.

68         “Have nothing in your houses that you do not know to be useful or believe to be beautiful” William Morris (1880) The Beauty of Life 
[lecture to Birmingham Society of Arts and School of Design]. 19 February.
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Chapter 5 : Conclusion

Reflective Commentary

I embarked on this PhD with a mixture of personal and professional motivations, and multiple practices as both 

an architect and as a senior lecturer in architecture. In ‘writing up’ this exegesis as a reflective commentary on 

the practice, and as a modally distinct answer to the ‘same inquiry’ (see Milech & Schilo, 2004: p.9 of 17) I have 

attempted to maintain the dissensus between those two positions (looking back and in the present) and the 

‘levels’ of operation of these practice(s) so they can inform and comment on each other without foreclosing on 

other points of view.

This thesis could have been presented in the form of a ‘traditional’ discursive dissertation as it conformed 

to the format and institutional requirements for Project Approval and Annual Progressions. I have stated a 

‘Research Question’, which is investigated through a literature review, and a series of ‘experiments’ on a 

‘sample’, which then seems to disprove my ‘hypothesis’. However, that interpretation would not be ‘true’ to 

my identity and experiences as a practitioner (first) and researcher (second). Professionally that would be an 

extremely unsatisfactory (and short!) resolution. Practitioners identities are partly determined by experiencing 

a sense of kinship with their creative community and for many of those in academia there would be no ‘point’ 

in research not related to practice and/or practicing. Part of my own motivation for undertaking a PhD was also 

to demonstrate practice research, through praxis, to the Faculty of Engineering and Environment which had no 

history of creative practice as generative of knowledge. Early in the process I was asked to speak to a group 

of ‘early career’ academics and post-graduate students concerning practice research and my PhD proposal. 

During the Q+As which followed, a colleague with a PhD by dissertation on the work of a mid-20th Century 

engineer, asked me, “is that not just self-indulgent?”. I replied that of course it was, how could any PhD, which 

is an opportunity to pursue a personal interest in depth and over an extended period of time, not be considered 

an indulgence? 

Sophie Hope (2016: p. 17) asserts practice research is no less rigorous than positivist-empiricist, hypothesis-

testing, deductive reasoning, but theorisation and analysis occur at different stages in the process. As John 

Wood (2000: p. 52) and Jon Kolko (2010: p. 20) discuss, abductive inference is applied in design to (re)solve 

complexity and incompletely-framed ‘wicked’ problems. The designer brings something new to the problem, 

which deductive or inductive reasoning cannot. In the past I have deliberately and provocatively described 
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the difference between an exhibition as research and a journal paper as the equivalent of that between the 

biodiversity supported by an ancient hedgerow versus a Leylandii hedge. The point being the conclusions 

are the least interesting part and it is the richness of the exploration which is most productive and creatively 

nourishing.

The research questions which emerged (and as noted in the introduction, at different stages also submerged), 

remain, in my opinion, good provocations to practice-research, namely:

1. Can the tactics of spatial activism and appropriation inform a more inclusive and temporal understanding 

of designing places to expand the field of architecture?

and

2. How, and to what extent, can young people have agency in, and over, the[ir] built environment?

“Side 1”

Michel de Certeau’s (1984: p. 37) conceptualisation of tactics as resistance, rather than subservience, to 

strategies helps explain a flaw in the initial question. The tactics of resistance, the purview of the powerless 

to work with and against the strategies of the powerful authorities, are only reactive and always contingent on 

circumstances, context or ‘situation’ which they do not define. These are ‘hacks’, ‘work-arounds’, the problem 

and its jugaad168 solution combined. Donald Norman (2008) asserts everyone can be creative and ingenious, 

but few people recognise the value of the knowledge embedded in this or that act. He quotes as an example, 

the incorporation of a penlight into a Nokia mobile phone as being a design modification that recognised how 

many of us use our phone’s screen glow as an improvised torch to find a light switch in a darkened room.

Implicit also in this question are the problems for the architectural profession outlined in the introduction to this 

exegesis. The ‘solution’ identified by Flora Samuel (2014 & 2018), Vincent Lacovara (2012), Richard Saxon 

(2006), and many others is to reconceive the body of knowledge and the practice of architecture around the 

processual (that is, ‘the doing’), i.e. architecture as a verb, rather than as at present focussed on the object, or 

more intangibly ‘space’, i.e. architecture as a noun. Similar to the critical cartographers’ (for example, see John 

Harley, 1989; John Pickles, 2004; Rob Kitchin & Martin Dodge, 2007 & 2012 discussed in chapter 3) reductio 

ad absurdum of the map-object, I begin the introduction to the Practice, Management and Law module [see 

681 Jugaad is a Hindi word, typically translated in English as ‘hack’, but conceptually means to delight in ingenuity and 
quick fixes.
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chapter 3 ‘vi. Spatial Stories’] by questioning the characteristics of the building-object’s claim to be architecture: 

attribution, originality, scale, duration, etc. I expand on this theme in chapter 2, ‘The Languages of Art’, and 

chapter 3, ‘vi. Spatial Stories’.

This has led away from the outward trajectories, ‘upstream’ and ‘downstream’ of the field of ‘conventional’ 

architectural practice which I had anticipated (and which predicated the objectives and hence the projects 

I predicted I would undertake), towards an inward journey, from architecture-as-artefact to architectural 

experience. The epistemological shift is more obviously useful and immediately applicable in my role as lecturer 

than in the day-to-day practicing of architecture. However, I believe it is an important observation in two, 

connected, respects:

Firstly, it identifies the evolution of architecture as a distinct form of media. 

Secondly, it acknowledges the necessity of the audience to ‘complete’ the 

architectural experience.

Flora Samuel (2018: p. 64, citing Albena Yaneva, 2009) defines the unique quality of architectural thinking 

– or the architectural studio as method – as ‘knowing through scaling’. This is exemplified in chapter 3 ‘i. 

Reading the City’, which draws on M. Christine Boyer’s (1994) metonymic devices, substituting forms of spatial 

representation in popular entertainments for the contemporaneous, socio-political and economic developments 

of ‘the city’. It is demonstrated repeatedly, in ‘vi. Spatial Stories’ by Walter Benjamin’s description of the public 

arcade as the ‘home’ of the Flâneur, and Florian Beigel and Philip Christou’s ‘Architecture as City’ in their design 

of the New Half Moon Theatre (1982). Conversely, Nigel Coates (2012) and Henri Lefebvre (2014 [1973]) both 

describe the interior as an analogue of the city. NATø’s Gamma City exhibition and Paolo Portoghesi’s Strada 

Novissima at the Venice Biennale are both experienced at multiple scales simultaneously. The viewer/ audience 

is thus constructing the architectural experience through this dual-reading of object and subject, or artefact and 

content, as proposed by Sonit Bafna (2008) discussed in chapter 2, and by their immersion (see Claire Bishop, 

2005). Michael Fried’s (1967: p 2) critical essay on minimalism discusses the uncanny experience of the co-

presence of a (hollow) object in space (or a ‘situation’) which informs Claire Bishop’s review of Installation Art 

(2005) as an immersive, and ‘decentering’, environment.

Nelson Goodman (1969: p. 91 citing architect Richard Sheppard, 1967) proposes that architecture exemplifies 

its function and is expressive of something other than itself. That is, the architectural experience requires 
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the mechanism of metaphor. Discussing the development of the exhibition-as-architecture, or ‘exhibiting 

architecture architecturally’, Jennifer Carter (2012: p.30) at the Canadian Center for Architecture in Montreal, 

asserts architecture is “both representational and experiential”. However, ‘apprehensions’ of an architectural 

experience can be construed from ‘paper architecture’. Bafna (2008: p. 542) cites Colin Rowe’s and Wolf 

Tegthoff’s ‘reading in’ to Mies’ Landhaus in Zeigeln (1924) as an example. Paul Basu & Sharon MacDonald 

(2007: p. 9) describe the architect as “giving ‘body’ to the concept of ‘mind’”, but they also return to the agency 

of the object-artefact itself/ themselves, proposed by Paul Trowler (2013: p. 64), Jon Swords & Michael Jeffries 

(2015: p. p. 1328), Anne Lorimer quoted by Basu & MacDonald (2007: p.9) and Albena Yaneva (2009: pp. 51 - 

63 ‘The Dance’).

“Side 2” 

In an earlier draft of the introductory paragraph to chapter 3 ‘i. Reading the City’, I wrote, “if we want to find 

hope for individuals to have agency in the city, we need to look elsewhere.” To which my principal supervisor 

asked, “Just out of interest, why [do we hope for this]?” I confess I was flummoxed by this question, as it 

seemed entirely self-evident. She was, of course, absolutely correct in calling-out my dogma. So, the second 

question posed by this exegesis might better be phrased “why, and to what extent, can young people have 

agency in, and over, the[ir] built environment?”

In chapter 3 ‘v. Children’s Rights and their Limits’ I discuss how children and young people are “always already” 

excluded from participation in the structures of (‘capital-P’) P/Politics (Elwood & Mitchell, 2012: p. 1 & 4) and 

are subjects of institutions where they are unequal actors. Nevertheless, they are formatively p/political, through 

situated knowledge and exercising tactics of resistance to express self-determination and negotiate their 

relationships with each other and with adults. Harris & Wyn propose young people are especially ‘embedded’ 

in their locale (have a ‘sense of belonging’) and feel an emotional connection to a ‘sense of place’. They assert 

that young people interpret global concerns through their empirical experiences of their ‘mundane contexts’ 

(2009: p. 328).

In chapter 3 ‘iii. Imaginaries’, I consider Cornelius Castoriadis’ concept of how societies are collectively and 

socially-constructed both to enable us to narrativize our life-worlds, and also to analyse those of others; how 

they are used across ‘scales’, from constructing national identities and influencing the acceptance of  

P/Politically ‘feasible’ future outcomes; defining our individual sense of ‘belonging’ to a group and ‘othering’ 
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people or places through narratives (such as ‘no-go’ areas) or ascribing characteristics to them with negative 

or positive connotations (which could of course be the same characteristics!). I would argue it is important to 

young people’s formative development of their personal identities and for expanding their conceptualisation 

of, and responsibility towards, the environment beyond their immediate locale that young people can exercise 

agency in their built environment.

Drawing on ethnographic and participatory research methods and visual analysis techniques outlined in chapter 

3.2 ‘Methodology’, the research described in chapter 4 ‘Researcher’s Creative Practice’, has focussed on a 

number of groups of young people and post-adolescents which can be broadly categorised as ‘communities of 

interest’ (i.e. those incorporated around a particular activity, such as skateboarding or arts management) and 

‘geographical communities’ (i.e. those whose primary connection to each other is topographical, e.g. based 

around a class or year group in a school). There are possible crossovers between these groups (e.g. friends 

in school may share interests out of school, or youth clubs and religious centres might attract members from a 

dispersed geographical area) but this is not identified as a significant factor in the analysis.

I propose the conceptualisation(s) of agency, are critical to the question “to what extent can young people have 

agency over their built environment?” Agency is variously defined as the ability to have an effect – through 

objects, with actions, or propositions; and to exercise intentionality – individually, collectively, or by empowering 

of others. This is foundational to understanding Henri Lefebvre’s (1996 [1968]) concept of ‘The Right to the 

City’. David Harvey (cited by Margit Mayer, 2009: p. 367) describes this as a right to participate. Lee Pugalis 

& Bob Giddings (2011) assert that first we must have the right to access the city and then the right to be, or to 

remain, in the city. The ‘Right to the City’, is threatened by the privatisation and commercialisation of public life 

and public space – accelerated by the austerity policies enacted since 2010 – and restrictive laws curtailing 

civil liberty ostensibly in response to high-profile terrorist attacks, both of which disproportionately impact on 

the most marginalised in society. Josie Appleton (2016) warns of this occuring across all English-speaking 

(or ‘Anglo-Saxon’, as she describes them) countries. James Holsten & Arjun Appadurai (1996) show how 

citizenship at a national level disenfranchises, weakening individuals’ sense of agency and civic responsibility. 

By enacting the ‘Right to the City’ to shape the life and fabric of our cities collectively, continuously and slowly, 

then also transforms us and our societies (to echo Winston Churchill’s aphorism).

In chapter 3 ‘v. Spatial Stories’ I note (after Robin Evans, 1997, cited by Bafna, 2008: p. 535 -6) building 

buildings is a cumbersome means for either experimentation or self-expression. As one of any number of ‘old 
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jokes’ (or clichés) about architects and finances would have it, unless they have inherited or stolen money, 

then architects will always be dependent on the largesse of a client to realise their work. That is, as long as 

the profession maintains the end goal of architecture is a building-object. Yet even within the market-driven 

commodification of building-as-asset-class, architects have choices: to limit the uses of resources; to specify 

materials which are robust and wear well; to design to be accommodating to humans and other animals where 

possible, rather than resorting to retro-fitting so-called ‘hostile architecture’ measures in order to reconcile 

messy reality with their abstract idealisations (or some developer-clients’ wishes for a socio-economic cordon 

sanitaire). ‘Spatial Agency’ shows it is possible to work with and in ‘the gaps’ even in the highly regulated built 

environment of the UK and Europe, to create new types of space which seed different ways of organising 

society.
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Limitations of the Research

Generalisation Limitations

This thesis has advanced on several fronts at once. My ‘meta-project’ (or praxis) to investigate and demonstrate 

practice research as a ‘valid’ and viable model of knowledge-generation, in and to the Faculty of Engineering 

and Environment at Northumbria University, is of local significance, and I hope, also adds to the voices, 

including Rachel Hann (2015) and Brad Haseman (2006) of those advocating for practice research to be 

recognised as a distinctive research paradigm. This is a matter to which I intend to return post-doctorally, 

especially challenging the hegemony of ‘the text’ over all other forms of production. In the Master of Architecture 

‘vertical’ studio I supervise with Jiayi (Jennifer) Jin, we already are actively pursuing an interest in the artefact 

as embodying knowledge of the design process. 

My identity is strongly based in ‘being an architect’. ‘Being an academic’ is the mode in which I am an architect 

(currently) but it is not ‘who I am’, so in the exegesis the emphasis is to address the internal contradictions 

which threaten the profession of architecture. However, implicit in the projects which I have instigated and 

developed whilst in academia (see the timeline, fig. 1.4, and some of which are discussed in chapter 4 ‘The 

Researcher’s Creative Practice’) are the unequal power-dynamics between the university as a large, wealthy 

institution and the often deprived and marginalised communities in which we work. Universities have processes 

for registration and oversight of procedural/ categorical ethics, intended to mitigate the risks to the institution 

from the research (such as litigation), but the relational ethics ‘on the ground’ currently are left very much to the 

individual researcher. 

Methodological Limitations

With hindsight, there is a structure and a rhythm to a (part time) practice research PhD, which does not 

necessarily accord with the idealised ‘reflection-in-action’ or auto-ethnographic approach any more than the 

research maps to the empirical ‘scientific method’. In my experience, there were quite discrete periods of doing, 

followed by a period of contextualising and theorising, and a further period of doing or synthesising. Some 

degree of angst resulted from discovering the doing and the theorisation to be incompatible and requiring very 

different states of mind and timescales.  In retrospect I ought probably to have made more time for keeping 

‘field notes’. 
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SM It is really important the words that you use to describe things. I mean, you know the use of 

the word ‘slum’ is saying [a building] is beyond redemption so we can knock it down as it has 

no inherent or residual value. But more often than not, it’s not a ‘slum’, it’s a community, or it’s 

buildings which haven’t been properly maintained. It’s as if using words has a magical power, that it 

transforms the thing itself by the way that you describe it.

AS That has a parallel, I remember MJ talking about maps; that [it] isn’t a true representation of 

any place, it’s a map-makers interpretation of the world and whether there are monsters in the 

sea, or whether places didn’t have names, and whether…[indigenous] people [were] represented 

there, [maps are] a more accurate representation of that individual’s opinion than of the things they 

claimed to represent. 

AMS In terms of critical thinking, and how we have those conversations, and you know art can 

do that. You don’t have to have a pamphlet. It’s about that conversation and opening that up; the 

ridiculousness of our urban nightlife, the fact that it brings so much money in, [but] it destroys our 

city, and it can destroy the lives of people. It’s just so much deeper than the two binaries, and I think 

that’s what I feel really strongly about in terms of our curatorial vision. We’re OK with tension, we’re 

OK with complexities of life.
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Marcus Pivato (1998, quoted by Nigel Krauth, 2018: no page numbers) describes the approach I have adopted 

as a “ladder” typology.

… the connectivity of the text will represent an embedded teleology, either implicit or explicit in its design… 

Sometimes, however, the author is trying to build several different arguments simultaneously, each of which 

occasionally makes reference to the others. In this case, one tends to see a sort of ‘ladder’ topology; several 

long vertical progressions, woven together by many horizontal cross-links.

From the limited information I could obtain at the outset of this Thesis, I also had in mind the RMIT PhD 

by Practice by Invitation as the model for a practice research PhD in architecture. Established, mid-career 

architects are asked to reflect on and theorize their existing body of work. This is possibly closer to Northumbria 

University’s PhD by Publication route, but with design work and buildings recognised as the ‘publications’. 

The projects I planned and have undertaken in the preceding 7 years have been contingent and opportunistic. 

Where some did not occur at all, others materialised in a modified form or became no longer relevant, while the 

Mapping the _ projects had not even been conceived at the outset. Inevitably therefore, there is some  

post-hoc rationalisation about what is included. This in itself may be an under-theorised method, but it is one 

tacitly familiar to all design students. Had I set out to investigate one theme through my practice, for example 

the place of narrative in design, or participatory design practices, I could have had greater ‘control’. However, 

the ‘messiness’ of cutting across fields and scales feels ‘true’ to me as a practitioner, although I am no longer 

sure I can just call myself an architect. 
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Architecture encompasses many different types of assemblages; the client’s 
requirements and budget, the site, precedents, and regulatory constraints; 
convening of a design and construction team and marshalling their diverse 
experience and motivations around a common aim; the confluence of materials 
and labour in a particular location for a specified period of time; and the artful 
and brute-force combinations of those materials to make something complex, 
more than just a sum of the parts. Etymologically even the word ‘architecture’ 
is a portmanteau, combining Arkhi/ Arche – meaning chief, or beginning, or to 
be the first – and Téktōn – meaning ‘an artificer’, which is usually translated 
as a craftsman, especially in wood, or more generically as maker or builder. 
Architecture is all of these and more: a unique form of “knowing through 
scaling” (Albena Yaneva, quoted by Samuel, 2018: p. 64); the application of 
abductive inference (Kolko, 2010: p. 21) to resolve ‘wicked’ (or complex and/or 
incompletely-defined) problems; an artefact that exemplifies its function and is 
expressive of metaphor (Goodman, 1969: p. 221); and an immersive aesthetic 
experience. [And that is why it is difficult to explain the value of architectural 
services to a prospective client, or even just to write a business plan!]

As detailed above, ‘capital-A’ Architecture – a process (architecture as verb) and 
the building-object (architecture as a noun) – comprises of interlacing and nested 
assemblages of relationships between people, place, functions, materials, and 
meaning. In outlining a possible syncretic architecture, I want to focus here 
specifically on the aspects of material and meaning… together. By the end of this 
essay, I aim to define a syncretic architecture as a ‘material poetry’, rather than 
architecture which (just) celebrates the ‘poetry of materials’.

So, let us pause for a moment and clarify some definitions. We need to take 
care in appropriating for architecture words and terms which have a pre-existing 
meaning and history in other fields. We can start by separating eclecticism 
(which has a long usage in architecture) from bricolage and syncretism. 
Eclecticism in architecture typically is concerned with ‘style’ and the combination 
or juxtaposition of elements or signifiers drawn from different periods, cultures, 
or ‘canons’ as recognised by architectural historians and critics. Eclectic 
architectures can be produced ‘knowingly’, for example to provoke or to 
symbolise a political effect, as in the combination of Hindu and Islamic traditions 
in Mughal architecture of the 16th Century (Taj Mahal, undated). Alternatively, 
eclectic architecture can be naïve and a gawky mishmash of unresolved 
borrowings. While precedent and context, quotation and narrative, are all 
legitimate tools for architects, this essay is not concerned with how things look 
per se, so we will leave eclecticism here.

Contemporary arts practices often use assemblages of pre-made objects (objet 
trouvé) juxtaposed in symbolic rather than (overtly) functional combinations. 
A well-worn lineage can be drawn back through the 20th Century between 
Conceptualism, Pop Art and Arte Povera, exemplified by Robert Rauschenberg’s 
‘Combines’; through Situationist detournement, to Dadaist cabaret and 
Constructivist propaganda; and back to Picasso’s Cubist Collages, Duchamp’s 
‘Readymades’ and Schwitter’s ‘Merzbau’. Curator and theorist, Nicholas 
Bourriard (2002; p. 25) proposes, “the issue [for the artist] is no longer to 
fabricate an object, but to choose one among those that exist and to modify 
these according to specific intentions.”

Bricolage describes a technique of ‘(re)mixing’. “[T]he formation of fresh cultural 
forms from the ready-to-hand debris of old ones” (Richard Werbner, quoted 

Epilogue : 
Towards a Syncretic Architecture?
Sebastian Messer RIBA reflects on the MArch Performing 
Architectures studio he led with Jiayi (Jennifer) Jin and speculates 
about a future direction in response to the theme of “Assembly”.

A slightly abridged version of this essay was published first in 
Tim Ingleby, ed. (2020) Assembly: Architectural Approaches & 
Strategies.
Newcastle upon Tyne: Northumbria University. pp. 4 - 8.

fig. 5.1  
MacDonald + Salter  (1990) Osaka Folly
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by Leopold, 2001; p. 45). In contemporary architecture, bricolage might be 
exemplified in the playful ‘upcycling’ of redundant transportation, white goods, 
and other detritus of globalisation by the New York based LOT/EK design studio, 
or the salvage and repurposing which U.S. architect, Duo Dickinson, refers 
to as a “Swamp Yankee” approach (2020). Recycling can be either or both 
a deliberate aesthetic and a pragmatic or frugal choice. Dickinson proposes 
international examples of this approach include Block Architect’s ‘Vegan House’ 
in Vietnam, and Alexander Brodsky’s ‘Villa Rotunda’ for the Archstoyanie Festival 
(2019) in Russia. 

While the combination or juxtaposition of pre-existing materials or components 
creates a new ‘situation’, in bricolage the components retain their original 
identities. Just as Robert Rauschenberg’s ‘Monogram’ (1955-59) creates multiple 
apprehensions for the viewer (see for example, Phaidon, 2016), nevertheless 
it remains recognisably composed of a tyre and a taxidermied goat. The 
delicately poised and balletic cosmoses constructed by Sarah Sze create novel 
combinations (Victoria Miro, undated). Like Duchamp’s ‘Readymades’, for which 
he (claimed to have) deliberately selected the most mundane and utilitarian 
objects specifically because these were devoid of either good or bad ‘taste’, 
Sze’s combinations create for the audience an aesthetic experience through a 
mental code-switching between the beauty of the complete assemblages and of 
disaggregating their constituent parts (many of which could then be returned to 
the hardware store…).

In contrast with bricolage, syncretism is a process of ‘hybridisation’. The 
materials or components – whether deriving originally from as-found/ ready-
made elements or combined with the new – are transformed, not merely de/re-
contextualised. 

We might begin to discern what a syncretic architectural process could look 
like by considering the work of 2017 Turner Prize winning artist Helen Marten. 
In common with architects, Marten begins with extensive, diagrammatic 
drawings exploring the physical and symbolic, narrative relationships between 
manufactured and bespoke components (Tate, 2016). These diagrams are a 
personal, developmental tool for establishing the language and relationships 
in the artwork: they are not available to the viewer as a codex with which 
to aid interpretation of the finished piece. As with the ‘Combines’ of Robert 
Rauschenberg and Jasper Johns, Marten’s works are not limited by a single 
form or medium, they mix the 2D and 3D, the representational and abstract, and 
also juxtapose site-specific installations with ‘imported’ works ‘borrowed’ from 
earlier exhibitions (Serpentine, 2016). Crucially their relationship to the space in 
which they are presented, the spaces between the artefacts, and the presence 
of the audience/ viewer moving around them, also completes ‘the entire situation’ 
– as Robert Morris described his [gestalt] Minimalist works’ mediation of the 
space of a gallery and vice versa (Fried, 1967: p. 4 of 10). Although the many 
components to Marten’s works are still clearly evident (and some are literal or 
can be interpreted figuratively) the origins of these are no longer evident. Unlike 
Sarah Sze’s works of bricolage, Marten’s components are transformed by their 
synthesis into a new context.

During the first semester of the Performing Architectures MArch studio this year 
(2019 - 2020), the 5th years began to engage physically and theoretically with 
the found materials of the territory given for their investigations. For example, 
inverting the ‘hierarchy of materials’ can imprint on the artefact the traces of its 

fig. 5.2 
Herb Greene (1960-61) Prairie House

photo:Julius Shulman
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(mis)use, like the polished feet of marble saints kissed concave by 500 years 
of worshippers lips’ caresses. To maintain components that are ‘bound to fail’ 
demands new ‘rituals of care’. This led some of the students in semester 2 to 
propositions remaking the building fabric around different communities, new 
economies, and to be more accommodating to non-human inhabitants as well 
as (or better than!) the human residents. This work raises speculative questions 
which can be answered through students’ design theses, such as the extents 
of the footprint required to meet the functional needs of a given population – 
through only the reallocation of the materials already present, without the need 
to import new materials into any specific, geographical area. 

Using data produced in 2012 by the Global Footprint Network, Tim De Chant 
calculated the human population would require 1.7 Earths to sustain its (then) 
current consumption needs. If the whole population of the world had Australian 
levels of consumption, we would require the resources of 4.8 Earths (McDonald, 
2015).

Deliberately taking to extremes the opposite position and investigating it through 
a hypothetical design project, the discipline of self-imposed constraints critiques 
such conditions, finding the edges, pushing beyond the concepts of (solutionist?) 
‘closed-loop’ Circular Economies, or the ‘big-data’ approach of the Internet of 
Things (IoT) and material passporting networks. 

But what alternatives do we have if we want to choose something different, or 
(merely) just complimentary, to these ‘technology-first’ patches?

The Japanese concept of Wabi Sabi, an aesthetic appreciation of transience, 
imperfection, and incompleteness, seeks to create a sense of balance 
dynamically and contingently. Through everyday rituals including, the tea 
ceremony; flower arranging (Ikebana); Bonzai and Zen gardens; and Kintsugi 
(trans. ‘golden joinery’), which draws attention to repairs and therefore glorifies 
the history of the object. There are discernible parallels with William Morris’ 
aphoristic (1880) directive to, “[h]ave nothing in your houses that you do not 
know to be useful or believe to be beautiful.”, and maybe also with the aims of 
the Asociacion de Arte Útil formulated by art curator, Tania Bruguera?
 
The Hindi word jugaad, is often translated in English as ‘hack’ or ‘work-around’, 
but its full significance is in delighting in ingenuity and improvisation. Jugaad is 
the grassroots essence of disruptive technology; a much simpler, ‘good enough’, 
means of doing something. However, delight arises from the playful and creative 
acts as much as the benefits of a clever, sometimes temporary, solution. In Hot-
Rodding car culture, ‘rat’ bikes and cars initially were fun and functional, low-cost 
and long-term projects made from spare parts and ‘kludged’, non-automotive, 
components. [The definition of ‘rat rods’ has morphed to an exaggeratedly 
unfinished, often agricultural, appearance and a stylised nostalgia. This line of 
thought leads to a knotty, tangential discussion of “what is ‘authentic’?” which I 
will save for another article!]

I would like to conclude by briefly mapping out some possible signposts along 
the road towards a syncretic architecture; exemplars of what I would term 
‘material poetry’ (perhaps as a spatial analog of musique concrète). Herb 
Greene’s Prairie House, Oklahoma (1960-61), designed and built for himself 
and his wife and children is “reminiscent of many things while imitating no 
one specific thing…” (Greene, undated). It evokes a complexity of references 

and encompasses the effects of weathering and aging in the substance and 
sentiment of the house evolving in parallel with maturing, familial relationships 
(fig. 5.2). 

Lebbeus Woods (1993) responded to the devastation of Sarajevo, Bosnia, 
with speculative, ‘radical reconstructions’ for the unexceptional, damaged but 
still extant, office and apartment buildings using carefully (re)crafted, salvaged 
materials. New structures are ‘injected’ into the cracks of the old, ‘scabs’ are 
formed to protect the exposed interiors, and deeper structural repairs form 
lasting ‘scars’. Woods asks, “If you only had ‘airplane parts’, scrap wood, metal 
and plastic, even cardboard, could you make architecture?” (Woods, 2011). The 
highly distinctive and idiosyncratic drawings are not proposals or solutions, but 
principles for addressing the inevitable economic and material shortages in the 
aftermath of conflict, while also recognising the ‘ruination’ (in contradistinction 
either to reproduction and restoration, or to complete erasure and replacement) 
as a necessity for the process of healing collective, emotional traumas.

New structures are ‘injected’ into the cracks 

of the old, ‘scabs’ are formed to protect the 

exposed interiors, and deeper structural repairs 

form lasting ‘scars’. Woods asks, “If you only 

had ‘airplane parts’, scrap wood, metal and 

plastic, even cardboard, could you make 

architecture?” 1

 69

For my third and final signpost, I propose Macdonald and Salter’s 1990 
Osaka Folly (Periton, 1991: p. 82). As one of a number of temporary pavilions 
punctuating a commercial expo (the International Garden and Greenery 
Exposition, Osaka) it could be perceived as being as content- and context- less 
as the many spectacularised pavilions which followed. Professor Andrea Phillips 
identifies the contemporary pavilion as “experience apparati…”, a convergence 
of art(wash), the attention-economy and “novel forms of sociable capitalism” 
(2010, p. 112). Free from the constraints of a programme, and with a relatively 
short lifespan and comparatively large (but small total) budget, pavilions have 
also provided exemplary opportunities for architectural experimentation and 
hybridisation.

It is in the latter mode which I would cite Macdonald and Salter’s project. 
A wooden room protectively wrapped by rammed earth walls, geologically 
embedded with pebbles and rows of vertical slates, or earthen-plaster bulging 

69  The quotation is a response by LW (dated 12.25.11 / 12pm) to a ‘below the line’ 
comment from Sally Bowles.
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through timber laths; the base stuff is transformed through the care with which 
it is assembled. Literally made from the ground on which it stands and oosing 
rainwater (visitors to the expo went into the folly with umbrellas to cool down), 
its effect is haptic, olfactory, a full sensory immersion (Walmer Yard, 2020). 
The inherent imperfections of material and assembly are exalted rather than 
suppressed (fig. 5.1). Unlike Peter Salter’s other Japanese projects of this 
time (MacDonald & Salter, 1991) that emphasised those projects’ over-arching 
narratives (in common with the near-contemporaneous works in Japan of 
‘maximalist’ bricolage by Nigel Coates, in his post-NATø period), the primacy 
of the materiality of the Osaka Folly presages Salter & Collingridge’s tour-
de-force Walmer Yard, a four-house development by Crispin Kelly, and now 
home to the Baylight Foundation dedicated to the public understanding of 
architecture (Walmer Yard, undated). However, Walmer Yard is an essay in 
extravagant, phenomenological luxury, a counterpoint to Peter Zumthor’s more 
conventionally-Modernist, domestic but austere, mass-concrete holiday retreat 
for Alain de Botton’s ‘Living Architecture’ company. It is the transubstantiation 
of humble materials by the knowledge, care, and craft with which ordinary 
construction processes are celebrated - an economy of means to maximum 
effect – when combined with the multiple ‘readings’ and code-switching, and an 
immersive aesthetic experience unfolding over time, which is the complex and 
hybrid characteristic of a ‘material poetry’.
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Writing about (writing about) Practice

Rachel Hann (2015) asserts the battle for acceptance of Practice as Research has been ‘won’, at least 

administratively in academia, and we, practitioner-researchers, should move beyond what she calls ‘the micro-

politics of practice’ and the confusing and contested distinctions and disciplinary ‘silos’. She proposes ‘Practice 

Research’ as an umbrella term to describe all of these emerging methodologies and practices. However, she 

does not follow Brad Haseman (2006) in rejecting the need for a(ny) text explication, but calls for a “2nd wave 

of Practice Research” to find ways to document and archive exemplars. She asserts it is necessary to build 

an accessible reference body and to disseminate research outputs, in order to overcome suspicions of lack of 

rigour and accusations that practice is ‘weak’ or ‘soft’ research.

There appears to be a universal requirement in Universities in the UK and Australasia offering Practice 

Research Degrees for the Thesis to comprise of both evidence of the creative practice and a written component 

referred to as an Exegesis. Typically this written component is around half the length of a Thesis dissertation 

(Milech & Schilo, 2004). The origin of the word ‘exegesis’ is as a critical commentary or reflections on Biblical 

texts. Louise Ravelli et al. (2013) asserts there is a general consensus, “the written component does not 

function as an ‘exegesis’… which implies a strong separation between the autonomy of the original text and 

the derivative role of the commentary upon it, and that is not the kind of relationship that holds between 

the components of any of the theses in our study” [first emphasis in original text, second emphasis added]. 

Nevertheless, that does seem to be an adequate description of some of the written components analysed by 

others (Milech & Schilo, 2004, and Hamilton & Jaaniste, 2010) who are cited by Ravelli et al. (2013).

Following Barbara Milech & Ann Schilo’s (2004) reflections on the development of Masters and Doctorate 

Degrees in Creative Arts at Curtin University, Australia, identify three modes for the writing of the exegesis:

1. Context Model: “rehearses the historical, social and/ or disciplinary contexts within which the student 

developed the creative… component of [their] Thesis.”

2. Commentary Model: annotation, explication or commentary on the creative work itself.

3. Research-Question Model: “both the written and creative component of the thesis are conceptualised as 

independent answers to the same question… posed refined and reposed by the student across the several 
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stages of a research programme.” (ibid: p. 9 of 17)

They state the Context Model encourages the student to make connections between different contexts and 

practitioners, although the relationship of the creative practice and the exegesis remains ambiguous. The 

student does not have to make any reference at all to their own work. Hamilton & Jaaniste (2010) argue the 

most extreme form of the Context Model exegesis could stand alone as a ‘minor thesis’ bringing into question 

the value of the practice as research. On the other hand, the creative practice may be reduced from an art-

object to the supporting status of illustrations to the historical or theoretical research, as noted by Steven 

Scrivener (2002: p. 2 of 5). 

The Commentary Model is most akin to the Christian theological origins of the word, exegesis, as secondary or 

supplementary to the creative practice. Milech & Schilo (2004) identify ‘weak’ and ‘strong’ forms of this model. 

The ‘weak’ form is an explanatory annotation and does not position the creative practice as research. The 

‘strong’ form might best be described as a design report, containing “the research framework: the key questions; 

the theories; the disciplinary and wider contexts, of the project” (ibid: pp. 7 & 8 of 17). The Commentary Model 

positions the student as the critic of their own work. Jillian Hamilton & Luke Jaaniste (2010) state this model 

risks creating the impression the research does not have any wider applicability or significance and makes it 

more difficult to substantiate any claim to an original contribution to knowledge.

Milech & Schilo (2004) propose the Research-Question Model as a means to reconcile the two components 

of the Thesis. By conceptualising the creative practice and exegesis as, “independent answers to the same 

research question”, the components each retain the autonomy and conventions of their own modes of 

production. Milech & Schilo (ibid) assert this has become the preferred approach at Curtin University, but Ravelli 

et al. (2013) suggest it is an atypical model in most Australian Universities.

Hamilton & Jaaniste’s (2010) analysis of 59 Masters and Doctorate Theses from the Creative Industries Faculty 

at the Queensland University of Technology led them to propose an alternative which they call the Connective 

Model; a hybrid combining aspects of both the Context and Commentary Models, therefore addressing the 

shortcomings of each. They state this model presents a challenge to the student as they must adopt different 

authorial ‘voices’, styles or positions: from the “formal, critical and polemical-third person” to the “first-person 

voice of the diarist and reflective practitioner” (ibid: pp. 39 & 40) within the single piece of writing. However, to 

write a coherent text, they must also avoid simply juxtaposing these different styles. 
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Both Milech & Schilo (2004) and Hamilton & Jaaniste (2010) consider the exegeses from single institutions, 

Curtin and Queensland respectively. Ravelli et al. (2013) sought examples for their study from a cross-sample 

of all institutions in Australia offering practice(-based) research Doctorates. They received 36 exegeses, 

recommended by the supervisors as being exemplars, and undertook textual analysis on each, following up 

with interviews of 15 of the doctoral candidates and with their corresponding supervisors. The resultant paper 

“Extending the Notion of ‘Text’” proposes four archetypes for the exegesis, with the caveat these may not be 

“all possible relations” between the exegesis and creative practice. Where the creative practice and text are 

‘separated’, the exegesis fall into one of the following two archetypes:

Parallel: this is the mode described (above) by Milech & Schilo as the Research-Question Model

Influenced: the exegesis takes the form of the Context Model ‘minor thesis’. However, in the example cited, 

the doctoral candidate asserts the research has changed their relationship to the practice. No evidence of this 

was provided, beyond the verbal assurance from the student that it was the case.

Alternatively, the creative practice and text can be ‘connected’. The two ‘connected’ archetypes are described 

as:

Incorporated: this is the mode described as the Connective Model by Hamilton & Jaaniste. The example 

given by Ravelli et al. uses multiple ‘voices’, which they describe as ‘resemiotization’, to position “the practice 

in the theory, and the theory in the practice”. In ‘praxis’ the creative practice has a reciprocal relationship with 

the text, where the creative practice is used to test and then shape the theories.

Intermingled: Ravelli et al. state this is also a version of the Connective Model in that it also uses multiple, 

and sometimes idiosyncratic, forms of ‘resemiotization’. One aspect of which is the representation of the 

creative practice itself having independent agency. There is a ‘seamless’ intermingling of the two modes of 

production – the text and the creative practice – and also, in the example given by Ravelli’s paper, in the 

visual and tactile presentation of the exegesis and the practice (an artist’s book). Original images included in 

the exegesis as ‘Carpet Pages’ and repeated as thumbnails on each subsequent page of the chapter, were 

not presented as part of the student’s examinable creative practice component of the Thesis.

The Guidance to research degree students and their supervisors from The Graduate School at Northumbria 

University recommends the ‘connected’ archetypes for the exegesis.

The formal relationship between the practical and written aspects of the research degree submission is 

defined as follows: 
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The line of inquiry or argument of the written thesis [exegesis] will elucidate the reflective elements of a 

programme of research in which a creative practice and its products will have embodied the process of 

interrogation and review. The thesis will also set the permanent record of the candidate’s practice within 

its contemporary artistic or design context - these might include theoretical, historical, critical, literary, 

technological, economic, political or social frames of reference. (Northumbria University, 2018: p. 13 of 31, 

emphasis added).

The Connective Model is used for the exegesis by the majority of the Theses which Hamilton & Jaaniste studied 

at Queensland. From their observations, they derived an emergent essay structure1i evident in 85% of the 

exegeses analysed, while 50% of the exegeses mapped their contents exactly to this three chapter structure:

Introduction 

Chapter one:   situating concepts 

Chapter two:   precedents of practice 

Chapter three: researcher’s creative practice 

Chapter three links the researcher’s creative practice to the theoretical perspective(s) in chapter one, and to 

the historical and cultural perspective(s) in chapter two. It may also document the archival process (i.e. the 

production of the Thesis for examination) in addition to the process or artefacts of the creative practice. 

Conclusion

However they noted both the chapter length and the ratio of the context to commentary within each chapter 

varied wildly. Nevertheless, there is a suggestion chapters one and two will have a greater proportion of context 

and chapter three will predominantly comprise of commentary.

i1 Hamilton & Jaaniste (2010: p. 34) propose the three chapters (plus introduction and conclusion) structure in contra-
distinction to the ‘traditional’ five-chapter thesis of the empirical-scientific methodology, comprising:

Introduction 
Chapter one:  literature review 
Chapter two:  methodology 
Chapter three:  data collection 
Chapter four:  data analysis 
Chapter five:  findings 
Conclusion

They argue the five-chapter structure can be problematic for the creative practice, as the process or artefact would be 
framed as ‘data’ that can be objectively analysed. Christopher Frayling (1993/4) posits it is conceivable for an artefact to 
carry information in this way, Steven Scrivener (2002), discussing art and design, and Jeremy Till (2007) on architecture, 
agree, “the art object does not embody a form of knowledge.”
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Linda Candy’s “Practice Based Research: A Guide” (2006) proposes a structure for the exegesis which is 

superficially closer to the empirical-scientific, five chapter thesis. Like Hamilton & Jaaniste (2010), Candy 

(2006) combines the Context and Commentary Models, but sub-divides Chapter 2, ‘Precedents of Practice’ to 

include the Researcher’s previous creative practice, when that provides a foundation to the current research. 

The a priori work is then reassessed in the light of the PhD in Chapter 3. Candy (ibid) states the foundational, 

previous work chapter is ‘optional’ and would be unnecessary if the current research is “from a fresh start”, but 

also insists on the importance of contextualising the current research outcomes with specific reference to the 

previous practice.

In Summary: The Exegesis

In a Practice Research degree (at either Masters level or for a Doctoral Thesis) the linguistic exposition 

is provided by an exegesis. Ravelli et al. (2013) seem to provide the most comprehensive analysis of the 

relationship between (the presentation of) the creative practice and the textual exegesis (fig. A1).

The Commentary Model (both the ‘weak’ and ‘strong’ forms), identified by both Milech & Schilo (2004) and 

Hamilton & Jaaniste (2010), arguably does not satisfy the academic requirements to contribute to knowledge - 

other than for the individual researcher - or for scholastic rigour.

Analyses of completed exegesis which have been awarded a Practice Research degree in Universities in 

Australasia suggest a convergence around a three chapter (plus introduction and conclusion) structure (fig. A2). 

This exegesis therefore follows that model.

fig. A1  
The possible relations between written 
and creative components, based on 
Ravelli et al. (2013: fig. 8)
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Introduction i. the Research Imperative: The Research Imperative can be a question, a 

problem or an opportunity.

Briefly outline: why undertake the research in the 

first place?

Why now and what is the significance of the 

research?

Describes what methods will be used?

What will be the key contribution(s) to knowledge, 

what is novel, and to whom are the outcomes 

important/ applicable?

Existing theoretical knowledge in the researcher’s 

community.

a. Historical and cultural context and/ or 

methodology.

b. Researcher’s own a priori work, where relevant to 

this research.

a. Commentary: what was done, how was it 

achieved, what was the rationale? Explain what was 

important and novel.

b. Evaluation and reflection: demonstrating the 

Research Imperatives have been addressed and 

the Outcomes achieved. Positioning the creative 

practice in relation to the previous chapters and  

re-appraising the a priori work.

ii. the Research Context:

iii. the Research Approach:

iv. the Research Outcomes:

Situating Concepts

Precedent(s) of Practice

Researcher’s Creative Practice

Chapter 1

Chapter 2

Chapter 3

Conclusion

left hand column based on: Hamilton & Jaaniste, 2010 right hand column based on: Candy, 2006
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“Where Does Facebook Live?” : Mapping Identities in Newcastle upon Tyne, England

Sebastian Messer*, Michael Jeffries and Jon Swords 

*Department of Architecture & Built Environment, Northumbria University 
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An earlier version of this paper was presented at the Association of Architectural Educators (aae) Conference 2017 – 

Architecture Connects – at Oxford Brookes University, 6 – 9 September.

ABSTRACT For the past eight years my colleagues and I have been working with diverse groups of young 

people, to understand their sense of place and use(s) of the city. Between September 2015 and November 

2016 we organised and facilitated a number of workshops utilising participatory mapping techniques. The 

objective of the workshops was to develop our understanding of how the participants identified with their 

immediate physical context and with the wider city. This paper documents the Mapping the City project. The 

paper also describes how participatory mapping techniques have informed my own architectural pedagogy and 

the practices of some of the students I have tutored.

KEYWORDS: right to the city, participatory mapping, young people, architectural pedagogy

Introduction

Young people are often dictated to, overlooked, or deliberately omitted from the processes leading to 

commissioning, designing, procuring and managing buildings and public spaces. For the past eight years 

my colleagues and I have been working with groups of young people, trying to understand their place in 

the city, and to represent and disseminate this through blog posts on ‘the accidental youth club’1, in articles, 

academic papers, and exhibitions (including PlayToon, 2012; Urban Fictions and Traversive, 2014; en_counter 

and Mapping the City II (2016). The ‘Mapping the City’ project was developed with Juice, a multi-art form 

organisation made by, with and for children and young people. 

Between September 2015 and November 2016 we organised and facilitated a number of workshops utilising 

participatory mapping techniques with groups of: school pupils studying art or geography; clients at a city centre

1 https://accidentalyouthclub.wordpress.com/
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 youth club run by the YMCA; and young people using Newcastle City Library during the October 2016 half-

term holiday. The workshop participants were aged between 10 and 18. The objective of the workshops was to 

develop our understanding of how the participants identified with their immediate physical context and with the 

wider city. The majority involved with the schools’ and library’s workshops were at the younger end of that age 

spectrum. The participants at the youth club were at the older end of the age range and mostly émigrés or first 

and second generation children of naturalised immigrants.

A map is a manifestation of authority2 

Cartographer and map historian, John Harley, (1989; 2002) challenged the orthodox believe that maps 

objectively represent landscapes. He drew attention to the subjective choices made by cartographers which 

reproduce their ideologies. Harley’s work has been criticised (see Crampton, 2003) for not challenging the 

ontological idea that the map-artefact nevertheless represents a discernible truth. 

John Pickles (2004, p. 145) proposes, 

Maps no longer are seen to simply represent territory, but are understood as producing it; in important ways 

‘maps precede territory’, they inscribe boundaries and construct objects that in turn become our realities.

[emphasis added].

We introduced the workshop participants to the concept of maps as social, political and economic constructs 

by questioning what is included on an ‘official’ map3. The participants quickly grasped their lives were not being 

represented on a map of cultural landmarks produced for tourists. The authority of the map-artefact, implied by 

the printed document in the classroom, was further, and dramatically, challenged (usually to gasps of shocked 

delight) by stabbing a pencil through the map to indicate a mysterious, secret location.

2 Harley, 1989 

3 Throughout the “Mapping the City” project we have repeatedly used, abused, and physically and digitally 
manipulated the NewcastleGateshead “Walk” map:  
 
https://www.newcastlegateshead.com/dbimgs/Walk%20Map%20April%202015(2).pdf. 

One ‘Team Juice’ volunteer, assisting at the Newcastle City Library workshops, added to the Walk map “places for 
Batman”; thus implying the third dimension of the city, not shown on the map, by identifying locations of tall buildings. By 
overlaying the iconography of a fictional narrative, the Team Juice volunteer also showed his knowledge and ‘reading’ of 
the city unrelated to the vehicular and pedestrian connections the map depicts.
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Participatory Mapping

Considering map-making as a process can be revealing of the time, culture, and politics in which they were 

made. They speak for the individual cartographer, as it is the map-maker who ultimately decides what to include 

and, equally significantly, what to exclude. Mapping has become a staple technique for ethnographers seeking 

to reveal intangible heritage because mapping is accessible anywhere. We chose to use felt tip pens and 

cartridge paper, but it can be even more low-tech, making use of any materials to hand, even just scratching in 

the earth.

As academics working across the disciplines of architecture and geography, contributing to an organisation 

concerned with education and career development for young people in the arts and creative industries 

sectors, our objective for this work was to explore the subjective, ‘lived’ experiences of young people across 

the city (and the north east region4). We were neither concerned to achieve a representative sample nor to 

repeat the same exercises in a controlled way across different workshops. Accordingly, participants were self-

selecting, or selected by the schools around timetabling constraints, and the findings were not analysed against 

predetermined metrics. 

Our improvisatory and reactive approach to the research enabled us to learn from, and respond to, adaptations 

and innovations by the participants themselves and to incorporate these in subsequent workshops. One 

exercise, for example, was developed by three sixth-formers (year 12) in a geography class at Berwick 

Academy. Taking as their starting point the artist Grayson Perry’s “Map of Nowhere”5, a self-portrait inspired by 

the Hereford “Mappa Mundi”, the exercise begins with tracing an outline around a prone member of the group 

and uses the body as a metaphor for mapping young people’s social and temporal relationships (fig. B1). It has 

proven popular with more boisterous classes of younger pupils. The apparently anarchic nature of some of the 

exercises undertaken being a part of the process of investigation; this aspect is considered below in relation to 

Bjorn Sletto’s “Theatre for the Performance of Identity”.

4 We were also invited to undertake workshops by the Geography Department at Berwick Academy as well as in 
schools located in Newcastle upon Tyne. 

5 http://visualarts.britishcouncil.org/collection/artists/perry-grayson-1960/object/map-of-nowhere-perry-2008-p8194
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fig. B1 
‘Mappa Mundi’ workshop at Benfield 
School 

author’s photograph.  
Consent received from the school and the 
participants for use of the photograph in 
relation to this project.)
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fig. B2  
‘Personal Geographies”’workshop at 
Newcastle Royal Grammar School 

author’s photograph.  
Consent received from the school and the 
participants for use of the photograph in 
relation to this project.)
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Theatre for the Performance of Identity

Rob Kitchin and Martin Dodge propose “maps are constantly in a state of becoming” (2007, p. 335), that is 

they acquire their ‘map-ness’ only through their enactment to solve relational problems: Where is x? How do 

I get to y? How far is z? (Kitchin et al., 2013). The process of map-making is performative and, in a group 

context, prompts in the participants the sharing and contesting of personal and collective memories of places, 

community narratives and traditions (fig. B2). Sletto states, “[m]apping workshops become theatres for the 

performances of identities, the reading and interpretation of histories, and the production of material and 

imaginary landscapes that participants consider [to be] ‘theirs’.” (2009: p. 443). If we shift our focus from the 

product to the process of production then, in seeking to understand a group’s or individual’s connections with 

place, participant observation becomes as important as analysis of the maps. It follows that workshops should 

be held in the participants’ own environment.

Developing the Workshops

In September 2015 we piloted the Mapping the City project during a charrette week in the Art Department of 

the Newcastle Royal Grammar School (an academically-selective, fee-paying school near the city centre). 

A number of different exercises were trialled with pupils across the age range. These were organised over 

five thematic days corresponding to: the history of maps; the power and politics of maps; soundscapes; 

psychogeography; and personal geographies. The mappings produced over this week ranged from bamboo 

‘stick maps’, inspired by Polynesian fishermen’s maps of currents and islands - made of reeds and shells each 

is unique and beautiful but comprehensible only to the fisherman who made it - to electronic sound recordings 

of the structure and spaces of the school. From the pilot, a number of core exercises emerged as being 

applicable to different contexts, although these continued to mutate and develop during the project: 

Using - variously - orthographic, transverse Mercator projection maps, or a publically-available infographic map, 

the participants were asked to use (imitation) gold leaf or metallic Sharpie marker pens to highlight the  places 

that were important to them and then to redact places that were unimportant or that they didn’t like (either with a 

different marker pen or by physically cutting it out of the map). Paradoxically, the gold leaf both draws attention 

to the participant’s important place but also hides it. The redacted and perforated maps create each individual’s 

ground-figure plan of the city. Collectively they begin to define territories of urban attractors and repulsions for 

the young people.
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On a blank sheet of A3 cartridge paper, we asked participants to draw “My World”. For many this was 

interpreted as their journey to school and to regular sport, leisure and social activities, as well as friends’ and 

family members’ houses. In the pilot project, the journeys were drawn on acetate, rather than paper, over an 

orthographic map. The mappings made on cartridge paper, without tracing, tend to have a richer iconography. 

Journeys to school reveal labyrinthine connections of friends, extended families, gathering places (like 

convenience stores) and streets which are instinctively avoided. We also asked some participants to draw their 

schools. Drawings of schools documented oral history and folk law, spatial ownership and spatial grievances.

The workshops generated a diverse, extensive, and rich body of mappings. To analyse them we followed 

the method described by Liz Taylor (2009) and Tine Béneker et al. (2010: p. 128) in adapting the work of 

anthropologists John Collier Jr. and Malcolm Collier 6 from their photo-essay and elicitation projects. The 

approach starts by taking an overview of the full set of drawings. We noted our general impressions identifying 

themes, before proceeding to analyse each individual image.

6 In John Collier Jr. and Malcolm Collier (1986) Visual anthropology: photography as a research method. 
Albuquerque: University of New Mexico Press. (pp. 178-179) John Collier proposes a four-stage ‘basic model for analysis’:

First stage: observe the data as a whole, noting the impressions and all questions brought to mind; 

Second stage: inventory the evidence for its general content, structure the inventory and the context and 

categories of the research goals; 

Third stage: analysis of the evidence with reference to the specific questions and detailed descriptions for 

comparison; 

Fourth stage: return to the complete data set and review for significance of the details to re-establish the full 

context.

In Visual Anthropology, Collier records that he was unable to write his findings after the third stage. The amount of detail 
collected from the images overwhelmed him and he was unable to identify a hierarchy of significance in his observations. 
He proposed the fourth stage was necessary to reacquaint himself with his initial reactions prior to writing up. This stage 
was not replicated in the method described by Béneker, Sanders, Tani and Taylor (2010) which, I believe, is a consequence 
of their contrasting approach to the Second Stage. 

Whereas Collier creates many detailed categories, Béneker et al. (2010) identified only three broad themes; “(1) depiction 
of social issues, such as crime, violence or terrorism and drug or alcohol abuse; (2) environmental issues, such as vehicle 
and factory pollution; and (3) depictions of open/green spaces such as parks, forests and children’s play areas.” (p. 128). 
Rickie Sanders, the American research partner for “Picturing the City” (2010), also identified a fourth category in the 
participants from American schools of “specific characteristics ascribed to people who live in the city.” This category was 
not noted in the drawings of cities from the schools in the three other countries.
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Four themes stood out to us, which provided the broad categories for classification and analysis7. They were 

#1. Education; unsurprisingly, since most of the workshops had occurred in a school setting and school is 

the context for so much of the participants’ weeks; #2. Fantasy; which we defined broadly as the digital world 

intermingling with the physical and also the interchangeability of logos and physical locations; #3. Friends & 

Family; it is a consistent feature of all of the mapping exercises we have undertaken with different groups of 

young people over the preceding eight years that their mappings often are populated with friends and enemies 

– usually identifiable by nicknames or characteristic clothing8. The mappings generated by these workshops 

were no different, with family members (especially ‘nanas’, ‘grandmas and grandads’) and pets (as well as 

some other, less domestic, animals) also represented. This was anticipated of the “Mappa Mundi” portraits, but 

was also a prominent feature in both “My World” and “Journey” mappings; #4. Journeys; children often have 

little agency in the choice of journeys which they make with parents and guardians, whether to the supermarket, 

a family holiday or even international migration, so these can be perceived as the adults’ journeys and the 

child’s experiences are secondary or overlooked. The workshops, with young people aged between 10 and 18, 

record increasing degrees of independence and the expanding of their territory away from the family and home 

with age. This acknowledges the importance of journeys which young people make, at whatever scale, which 

can often otherwise be hidden.

Following the initial overview, we collected all of the mappings which showed instances of the four themes 

identified. In the following sections, we develop these themes in greater detail and make observations and 

comparisons across the workshops.

#1. Education

Initiation, folklore and secret knowledge

Berwick upon Tweed is the northernmost town in England, located three miles from the Scottish border and 

sixty miles along the A1 to the north of Newcastle upon Tyne. The town occupies both sides of the steep banks 

7 The four themes subsequently also formed the conceptual framework for the “Mapping the City II” exhibition at 
Newcastle City Library during the Juice Festival 2016, which presented the findings of our research in public.

8 Curiously, this is in marked contrast to the Béneker et al.’s observations in “Picturing the City” (2010), where the 
young people’s depictions of abstract ‘city-ness’ included tall buildings and cars, but few people. We intend to consider this 
contrast between the depiction of the abstract and the lived experience of the city in a subsequent stage of the manifesto 
project with Juice.



of the River Tweed linked by two road bridges and one rail bridge. Berwick Academy is a collection of two and 

three storey schools buildings, dating back to the 1950s, terraced on its sloping site. The carpark and main 

entrance are at the lowest point and the playing field at the top of the site. Over the course of one day, we 

held workshops with geography students in years 10 (aged 14-15), 12 (aged 16-17) and 13 (aged 17-18). We 

provided orthographic maps of the school and the surrounding area which the students annotated. Particular 

classrooms where they sat their favourite or least favourite subjects or spent lunchtime were highlighted; the 

Astroturf field, not indicated on the maps we had provided, was added to every one; and the notorious ‘back 

yard’ fire assembly point, labelled the “year 8 graveyard” by one year 13 participant, attracted commentary from 

a majority of participants. 

Some year 10s spent their breaks in the ‘back yard’ but for others it was regarded a no-go zone to be avoided. 

The “hard kids” use the canteen which is a “bad place” and where the food, including “shan9 paninis”, should be 

avoided at all costs. However, for one year 10 participant at least, the canteen was their favourite place. Their 

mapping annotates the ‘back yard’ with “milkshaking, fights and gossip” and warns of “the slide game: you’ll be 

ambushed”. The year 13 maps also showed “milkshaking”; where the topography of the site creates a narrow 

pass and, like a parody of the Battle of Thermopylae, cartons of milkshake are rained down on the unsuspecting 

and unfortunate on their first or last day of term. As the self-appointed keepers of the school’s alternative 

traditions, the year 13 maps also documented the graffiti ‘tags’ of the otherwise long-forgotten “Berwick Sken 

(sic) Crew”. 

The Newcastle Royal Grammar School comprises of three, two-storey, linear blocks arranged around sports 

playing fields. The oldest of the blocks, where the art department currently is located, also houses an assembly 

hall with parquet floor, wooden pews, pipe organ and first floor balcony-corridor. The most recently completed 

block contains the school’s indoors sports facilities including a swimming pool. The junior school is in the third 

block facing the sports building across the playing field and also houses the dining hall. The geometry of the site 

– three linear blocks arranged around rectangular sports fields – and those repeating nodes10 within the three 

9 Slang, meaning either unfair or, in this instance, rubbish. 

10 Kevin Lynch’s seminal 1960 book “The Image of the City” proposes five basic elements that make the building 
blocks of everyone’s mental maps: paths, arrange space and the movement between spaces; edges, are boundaries, 
which can be real (such as walls) or perceived; districts, are two-dimensional zones, with common characteristics, that 
can be entered; nodes, are areas that can be entered and serve as a foci for the city, neighbourhood or district and offer 
multiple perspectives of other elements; landmarks, are points of reference for navigation, but which are not typically 
entered.
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blocks – assembly hall, swimming pool and dining hall – plus, less frequently, the theatre (“whose name keeps 

changing”) and art rooms (or “the creative staircase”) comprise the topology of the participants’ school maps.

Physically at the centre of the school’s site, the sports playing field is “too precious to touch”. While it is 

ironically labelled “just a field” on one map, consistently it is cross-hatched, inscribed with floating alpha-

numeric serif runes, and encircled by warnings “do not enter” and “keep off”. Flows of movement and figures 

are shown around its perimeter but are never shown trespassing on the “sacred field”. While not so forceful 

as the prohibition on the sports field, some mappings also exclaim “walk on the left” and “tuck your shirt in”. 

“Life lessons” or “uninspiring inspiring story” (like “the story of how the biro was invented” and, presumably, a 

teacher’s catch-phrase, “100% not A*”) resound in the assembly hall under the motto “Dulce et Decorum est pro 

Patria Mori”11.

#2. Fantasy

Representations of digital vs physical world

The young people’s mappings are often populated with fantastical creatures. Not the dog-headed tribes and 

sea monsters of previous centuries, although unicorns have survived into the 21st century imagination, but 

contemporary creatures that largely have crossed-over from the worlds of online gaming, animation and movies 

and can embody quite mundane fears like Godzilla’s “acid breath”. How young people understand and interact 

with the world is influenced by games like Minecraft and by the ubiquitous camera-phone constantly connected 

to imagery via 4G mobile networks. Social media even influences spoken language with one pupil at Walker 

Technology College prefixing a statement made to his teacher with the word “hashtag” to express emphasis.

“Where does Facebook live?” was first asked of us by another of the participants at Walker Technology College, 

but became a key question for us to ask in subsequent workshops. This question provokes a wider discussion 

about the relationship between the digital and physical worlds and how the young people interacted with and 

through social media and the internet.

Devices and interfaces

The virtual and physical worlds increasingly overlap, both geographically, with geo-locational games like 

Pokémon Go, and physically, in relation to the body and interface devices. For example, console games, ‘apps’, 

11 Trans. “it is sweet and honourable to die for one’s country”.
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and the internet were often depicted as having a haptic rather than a cognitive relationship to the body. Although 

the paper space around the outline of the “Mappa Mundi” figures was not extensively drawn on, mental health 

worries featured as a cloud of tendrils stretching out from brains and the virtual world was depicted extending 

from fingers in the mappings at Benfield School. 

Identity and consumption

On the “My World” maps produced at Walker Technology College, logos, including social media ‘apps’: 

Messenger; Facebook; Instagram; Snapchat; and Twitter; as well as YouTube, appear as parts of physical 

routes, or else are associated with physical locations such as fast food outlets, MacDonald’s and KFC, the 

supermarket Asda and local convenience stores, Premier and Whites. “Town” (meaning Newcastle City Centre) 

is often depicted just as the Eldon Square Shopping Centre, clothing outlets including Jack Wills and Hollister 

are listed and sports brands, Nike and Adidas, are identified as if geographical destinations.

#3. Friends and Family

Important people

Many maps include representations of the homes of friends and family members (particularly extended family 

members, “nanas”, “grandmas and grandads”). Home and family typically were placed at the heart of the 

“Mappa Mundi” portraits. School and money were nearly always related to the head, although aspirational 

future careers and lifestyle signifiers such as cars were not related to money and the head, but with distance at 

the extremities of the limbs, especially legs. 

Important places

Participants’ mappings showed other places which were important to them. For both the participants at Walker 

Technology College and Benfield School, Walkergate, in adjacent areas of early-20th Century, inner suburbs to 

the east of Newcastle city centre, those important places included; the MetroCentre – a large shopping mall at 

the west end of the Metropolitan Borough of Gateshead accessible by bus, train and car from the A1; and  

St. James’ Park – the city centre football stadium which is the home of Newcastle United Football Club (NUFC). 

For pupils at Walker Technology College, Walker Activity Dome12 was the most significant local landmark for 

navigation and identification with place.



The cemetery in Heaton, around 2.5 miles from Walker Technology College, was highlighted on four of the 

annotated orthographic maps during a single workshop with a class of 27 pupils. One story was poignantly 

elaborated upon by a “My World” map with a row of headstones inscribed “RIP uncle, RIP daddy, RIP grandad, 

RIP uncle”. Other participants, who had also lost their fathers, described their visits to the cemetery were a 

regular part of their family’s routine outings.

Another specific, but more geographically remote, landmark12 of significance to the participants in both Walker 

and Benfield schools was an area of open moor to the north of the city centre known as Exhibition Park. This 

was initially confusing to us until we remembered this was the site of ‘The Hoppings’, Europe’s largest travelling 

fairground, which has been held on the site in the last week of June for the preceding 135 years.

Current affairs

Many of the participants were aware of, and took an interest in, current affairs. With the 2016 US election 

taking place towards the end of the period of our project, and coinciding with the workshops with years 6 and 

7 pupils (aged 11-13) at Benfield School, the name of then Republican presidential candidate, Donald Trump, 

featured on a number of the “Mappa Mundi” portraits. When questioned about his inclusion on their mappings, 

the participants described him in terms of a figure of ridicule, primarily for his physical appearance, drawing 

comparisons between his inflammatory campaign statements about non-US nationals or minority racial groups 

in the US and Trump’s own “orange” complexion and frequent denials that he wears a wig. “Donald Trump” was 

either inscribed in ironic ‘love hearts’ placed on stomachs [perhaps representing belly laughs? or a reference to 

much-reproduced newspaper photographs of topless NUFC fans with the club’s logo tattooed on their distended 

beer bellies?] or stomped underfoot.

#4. Journeys

Migration

Space2 was created by NE1, the Newcastle Business Improvement District company, and is run by the 

YMCA. It provides support to 13-18 year olds to find employment through coaching, practical experience and 

developing contacts, as well as providing a social space after school with pool tables and loud music. At the 

12 Formerly known as the Lightfoot Centre, the Walker Activity Dome is a sports centre originally designed by local 
architectural practice, Faulknerbrowns, with a timber frame and translucent, polycarbonate cladding, now replaced. It was 
the largest dome in Europe at the time of construction.
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time of the workshop, Space2 occupied a former bank in the ground floor of an office building which formed part 

of Newcastle’s thriving, grassroots arts community that had taken over a city block on “meanwhile leases” for 

artists’ studio and exhibition spaces. The demographic of Space2’s clients is unrepresentative of young people 

in Newcastle as a whole, comprising mainly of émigrés and the children of naturalised immigrants. However 

it is through this shared experience that they identified with each other at Space2, overcoming any particular 

ethnicity or cultural background. Unlike other ‘Mapping the City’ workshops, the Space2 mappings show 

connections to family on a global scale and are visually redolent of the maps of flight paths in airlines’ in-flight 

magazines (fig. B3).

At Benfield School, one group “Mappa Mundi” listed the three participants’ countries of origin – Iran, Portugal 

and Pakistan – alongside “my sister” in Italy, and visits to New York, Paris, Casablanca in Morocco and, less 

specifically, to Spain and India. 

Future aspirations

The past and future stretched out along the legs of the “Mappa Mundi” portrait mappings. For both the future 

fig. B3  
‘World Map’ Space2 workshop with 
Michael Jeffries



medics and the future tattoo artists at Benfield School, leaving school and going to university, “a good job”, a 

“nice car and lush girlfriend” seemed common aspirations, but were much more remote and abstract to 11 year 

olds than a foreign holiday reached by aeroplane, or visiting family in a geographically much more remote part 

of the world. New York was the only foreign city, as opposed to a country, to appear on more than one map 

(featuring on five out of ten of the “Mappa Mundi” group portraits).

Significance

We are aware that drawing straight-forward generalisations from the data is intellectually problematic. We 

have deliberately chosen instead to elaborate our themes using specific examples, referenced to particular 

locations/ schools and to the participants’/ cohorts’ ages, with which to illustrate the commonalities across the 

data. While this ‘sampling’ approach is consistent with the presentation of similar research, it could be seen as 

merely transcribing anecdotally interesting aspects of the mappings. Tentatively therefore, we would offer two 

summative observations at this point: 

Although workshops were held with participants from diverse socio-economic backgrounds, the aspirations, 

knowledge, concerns and worries were remarkably similar across these groups. Anecdotally, age was a greater 

factor in defining their experiences, interests and attitudes, rather than their geographical location, comparative 

financial wealth or ‘cultural capital’.

As revealed by their mappings, the ‘versions’ of the participants’ schools are unlikely [we would speculate] to be 

the mental images which the adults in those institutions might wish to project, but they are redolent of my own 

memories of school. Specifically, they demonstrate the micro-geographies of power and the strong identification 

of social belonging with the physical occupation of space. In the binary definitions of Michel de Certeau’s The 

Practice of Everyday Life (1984), authority is “strategically” asserted, abstractly and arbitrarily by the school 

rules, over and through spaces, but it is “tactically” subverted ‘on the ground’ by the students themselves and 

through alliances with sympathetic teachers. 

In the following section, the paper considers some possible implications of the material generated in this 

research and the uses of mapping in relation to architectural pedagogy and practice. 
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Reflections on participatory mapping in architectural pedagogy and practice

As previously outlined, the ‘Mapping the City’ Project derives in part from contemporary discourses in 

geography, critiquing the ontology of the map and capturing the processual performance of mapping and 

the collective, discursive construction of place. While analysis of the mappings created during the project 

is inherently of interest to anyone who wishes to understand (some) young people’s identification with their 

schools, neighbourhoods and city – as they currently exist – this will only takes us so far toward the original 

aim of producing a ‘Manifesto for the City’ by and for the young people. The challenge for the next phase of 

this project is to shift from identifying the known to identifying the unknown, the academic to the propositional. 

To start to consider how young people can be facilitated to identify and propose what they do not yet have, this 

paper will now reflect on how some architectural students undertake the transition from investigating known 

conditions to testing speculative and hypothetical propositions.

From “problem setting” to “problem solving”

My Master of Architecture dissertation tutorial group nominally have an interest in contemporary arts practice 

but, increasingly, either investigate the application to architecture of various forms of participatory and action 

research, or else employ aspects of those methods and content analysis techniques to different groups, social 

conditions and geographical areas. As an example of each approach, Tom Hewitt (MArch 2017) created 

a geo-located audio archive13 with long-term residents of the Bensham and Saltwell areas of Gateshead. 

Subsequently he adapted the “walking-talking” research method to facilitate a “deep reading” of the site of 

his design thesis, developing a critique of, and proposing an alternative to, the Local Authority’s Local Plan 

proposals for the development of this area. Taylor Grindley (MArch 2017) investigated spatial privatisation and 

pseudo-public space for his dissertation using Old Eldon Square in Newcastle City Centre as a case study. His 

satirical design thesis proposed infiltrating the duct work and plant servicing the newly refurbished foodcourt, 

tactically subverting the rooftop with a labyrinth evoking both a historic event on the site and individuals’ 

childhood memories as a critique of the prevailing monoculture of consumption. Both Tom and Taylor used 

mapping techniques as part of the research methods for their dissertations and that research influenced 

aspects of their design theses.

13 the soundmap is available on Android and iOS via https://echoes.xyz/



Echoes of Bensham

For his dissertation, Tom primarily was interested in walking (and “walking-talking” interviews) as a research 

method for soliciting a sense of place with which to inform architectural interventions. He notes “the 

propositional eye of the architectural practitioner is the critical addition to… [the] research.” (p. 5) [emphasis 

added]. He first used a number of different mapping exercises to learn about the area prior to walking it, to build 

trust with the local community and to recruit new research participants through word-of-mouth. However, he 

observed some limitations to the mapping techniques with one group of elderly participants who insisted they 

“‘could not draw’ (well, rather than physically)” (p. 11) and, when engaging with a group who meet regularly, 

noted there “can be a greater degree of hostility to participation if [the exercises were] not discussed in person 

a session beforehand.” (p. 11) [original emphasis]. Ultimately the process of mapping acts as a prompt to 

articulation of oral histories and place associations, so Tom concluded that “walking-talking” interviews had 

an advantage in facilitating the researcher/ architect to enter vicariously into the research participant’s sense 

of place(s): understanding demolished reference points, former building uses and local toponyms. However, 

“walking-talking” interviews are time-consuming and may exclude those participants with the longest experience 

of a place if they are unable to walk for prolonged periods (p. 19), so mapping enabled him to capture these 

narratives. Julia Aoki and Ayaka Yoshimizu (2015 p. 276) suggest ethnographers become “co-implicated in 

place making” with the research participants, but ethnographers also bring their own subjective, personal and 

“institutional entanglements” and experience which distances the researcher from being fully “emplaced”, 

separating them from the “sensuous” experience. Tom was careful to consider and record his own, a priori 

assumptions and the limitations of his research as an ‘outsider’. 

In Old Eldon Square

Participatory research was only one aspect of Taylor’s dissertation and its influence on his design thesis was 

more tangential than Tom’s research into methodology. Taylor’s thesis drew on his historical research, which 

had identified how the history of the site mirrored the waxing and waning within wider society of public and 

private, social and commercial development. His dissertation sought to draw attention to the means by which 

the most recent redevelopment used both overt and covert measures, identified by the mappings produced in 

Old Eldon Square, to exclude certain groups of people. 

Eldon Square was originally intended to be a private, gated garden, on the model of Bloomsbury in London, 
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for a development of Palladian-style Georgian townhouses built on three sides by developer Richard Grainger 

in 1825. The development of the fourth side of the square, Blackett Street, was piecemeal and comprised of 

civic and commercial buildings rather than residences. By the end of the 19th Century, the gardens had been 

adopted by the City Council and made “unconditionally” open to the public (p. 19). In 1923 a memorial to World 

War I was erected there and remains the focus of the annual Remembrance Sunday service commemorating 

Armistice Day. From the late 1960s Eldon Square became a gathering point for groups of young people for 

free concerts and a somewhat dangerous-looking (to contemporary eyes!) creative play area for children in 

the summer. In 1970, demolition began of two sides of Grainger’s development, as well as the buildings along 

Blackett Street, to be replaced by the inward-looking and rhizome-like Eldon Square Shopping Centre which 

opened in 1976. While a petition saved the war memorial, the council’s plan for the square as a “Trafalgar 

Square of the North”, with concerts on the terraces, never materialised. A commercial recreation centre within 

the shopping centre opened in 1978 to try to dissuade young people from gathering in Old Eldon Square 

but, throughout the 1980s and 1990s, the independent shops located in the remaining Georgian townhouses 

attracted young people to the area nicknamed “Hippy Green” and, more recently, “Goth Green”. Redevelopment 

of the shopping centre since 2005, creating new, street level frontages to the square for chain restaurants and 

cafe franchises initially led to conflicts with commercial tenants who, having obtained licenses from the Council 

permitting them to place street furniture on the square, cordoned-off areas of public space for the exclusive use 

of their customers. The shopping centre’s security staff are often called upon by these tenants to act as ‘first 

responders’ to incidents ahead of police or ambulance services and also are permitted to serve on-the-spot 

fines of £100 for infringements of the conditions of the council’s 2016 Public Space Protection Order prohibiting 

rowdy behaviour and the consumption of intoxicating substances in the square. 

For successive generations of young people, the square has been an important ‘third place’ – a social space 

which is neither home nor a place of work or school – in which “to be our selfs (sic)” and is fondly remembered 

by those who frequented it in the 1990s as a place of “black leather; a place to hang about, whilst not getting in 

anyone’s way.” [emphasis added].The present teen population have a more ambiguous relationship, “We get 

moved on all of the time. From one corner to another. It’s pointless, but I guess then we are out of sight.”  

(p. 55).

The relocation of the family-friendly, free “Cinema on the Green”, from its previous location around the corner 

at Grey’s Monument to the front of the last remaining terrace of Grainger’s townhouses in Old Eldon Square, 



superficially presents the appearance of a return of the inclusive and non-commercial Newcastle Festivals 

of the early 1970s. However, this is not a community project but staged by NE1, the Business Improvement 

District (BID) company. Funded by a compulsory levy on businesses, BIDs are usually non-profit making 

companies, who invest in delivering additional services in the public realm to benefit businesses. The young 

people, pushed to the margins of the square by the redevelopment of the Shopping Centre, kept circulating 

around the square by security to prevent them congregating, finally are pushed out of sight with the colonisation 

of their ‘third place’ by sponsored deckchairs.

These two examples start to hint at how participatory practices may be used to create more inclusive narratives 

and inspire empathetic design solutions, uninhibited by that research14. However, in asserting this, I am also 

conscious that well-meaning, participatory research can be just as easily used to facilitate the supercharged 

commercial redevelopment of our city centres - against the interests of the people the research is intended to 

represent - as any cynical, lip-service ‘public consultations’. There are now numerous documented examples of 

community-based projects and artists, engaged by funding organisations to work in ‘hard to reach’ communities 

(i.e. those with little economic power or political representation) being instrumentalised in the contested process 

described as “gentrification”. To opponents, this process amounts to “social cleansing”, inevitably leading to the 

displacement of those communities who do not benefit from the investment and redevelopment15 as Taylor’s 

research has documented in Old Eldon Square.

Next steps

14 This sentiment echoes Gaver et al.’s (2004) article in interactions magazine, concerning their use of ‘Cultural 
Probes’, which has been influential on my thinking tactically about research through design.

“The probes were part of a strategy of pursuing experimental design in a responsive way. They address a common 
dilemma in developing projects for unfamiliar groups. Understanding the local cultures was necessary so that our designs 
wouldn’t seem irrelevant or arrogant, but we didn’t want the groups to constrain our designs unduly by focusing on needs 
or desires they already understood. We wanted to lead a discussion with the groups toward unexpected ideas, but we 
didn’t want to dominate it.” (p53).

William W. Gaver, Andrew Boucher, Sarah Pennington and Brendan Walker, ‘Cultural Probes and the Value of Uncertainty’, 
interactions, September + October (2004), 53-56. 

15 For example, the protests against Bow Street Arts’ Live/Work scheme for aiding developer, Harca Poplar, to decant 
social tenants allowing redevelopment of Balfron Tower as 100% privately-owned apartments.  
See: https://50percentbalfron.tumblr.com/post/150442398164/the-fall-of-goldfingers-brutalist-balfron-tower. 
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While Taylor and Tom have had several years of specialist education developing their architectural-thinking16 

and ‘propositional eye’, can we now abstract what have they learnt to do and make this explicit and available to 

any young person to influence their environments? 

A longer-term objective for this project is to develop a suite of co-designing activities to enable young people to 

develop tactics with which they can engage critically in, for example, urban design and the planning process. By 

facilitating young people to propose positive, tangible and inclusive solutions, this should help them secure their 

rights to the city(s) where they live. 

Mapping the Future 

After the authors contributed to the Juice Festivals in October 2015 and 2016, the Festival’s then artistic 

director, Chris Batstone, successfully applied to The Exchange, a programme jointly funded by the Higher 

Education Funding Council for England (HEFCE) and Arts Council England (ACE). The Exchange programme 

provided funding to undertaking a three months’ long, collaborative project intended to facilitate knowledge 

exchange and inter-institutional learning between arts organisations and an individual, named academic. Chris 

was keen this project should enable Team Juice17 to acquire research skills, enriching their ability to, and the 

process of, collecting high-quality feedback for funding body reports and to inform the design of future events. 

Team Juice members already have a high degree of ‘cultural capital’ and personal agency, so we proposed a 

“Mapping the Future” project to them to begin to develop and test the co-designing activities.

Team Juice have participated in three workshops. The first workshop was held on the evening of 20 July 

2017 with ten participants undertaking a mapping workshop at Newcastle City Library. They were asked to 

consider, firstly, “What makes a city a city?” and, secondly, “What makes Newcastle-Gateshead distinctive?” 

This workshop produced nineteen mappings, stories, lists and drawings which informed an intensive discussion 

during the second part of the workshop. The discussion was subsequently transcribed and coded. The second 

and third workshops took place on the morning and afternoon of Saturday, 10 March 2018 with five participants. 

16 Using Kolb’s theoretical “Learning Styles Index”, Richard Tucker proposes architecture students acquire a 
consistent approach to solving design problems through their education.  
See: http://sydney.edu.au/architecture/documents/publications/ASR/Southern%20Drift.pdf 

17 Team Juice comprise a group of young people (aged between 16 and 25) who volunteer to help deliver the Juice 
Festivals, and other arts and youth focussed events in the North East of England, in exchange for personal mentoring and 
to gain live experience in arts and event management.



The participants were re-presented with the nineteen mappings produced in the previous workshop and guided 

through a process of emergent thematic analysis (following that outlined in the Methodology section and 

footnote 6 of this paper). 

Although the mappings were interpreted as illustrating almost entirely positive attributes of the city, the coding 

of the transcript of the discussion of “what makes a city a city?” suggested an even balance of positive, neutral 

and negative comments. The discussion about “what makes Newcastle-Gateshead distinctive?” was also 

predominately positive in the proportion of positive to negative comments. 

An initial twelve motifs were identified in the first stage analysis of the mappings. These were combined and 

reduced, eventually identifying four themes. #1. Uses of space; described the cultural uses of the cities of 

Newcastle-Gateshead, encompassing performing and visual arts (referred to by the participants as “culture”) 

and nightlife. These were considered, at least partially, co-dependent. It also included the availability of a 

diversity of types of food, and consumerism. #2. Character of people; addressed the positive and negative 

perceptions and stereotypes of the people in the North-East; their reputation for friendliness - also ascribed to 

the local accent(s) – “grittiness” and stoicism. Negative associations, such as the “sibling” rivalries between 

Newcastle and Gateshead and between Newcastle and Sunderland which “come from a place of meanness” 

were also highlighted, as were negative associations of class, poverty and lack of education if you had not “lost” 

your accent. #3. Being connected; considered the allegorical understanding of the environment, with rain and 

bridges anthropomorphised, representing the characteristics identified in theme #2; and also the iconography 

of place. For example, feeling that one has returned or arrived at home when you first see Antony Gormley’s 

‘Angel of the North’ sculpture while travelling northwards on the A1 or the East Coast Mainline. #4. Where 

we’ve come from; concerned both the physical and intangible heritages of the region. This engendered a 

discussion about the loss of social community identity associated with work communities centred on heavy 

industries; the expansion and intrusion of work beyond a traditional 9 AM to 5 PM, and more generally, 

the precarity of low-wage, service economy. These were contrasted with the opportunities afforded by the 

expansion in higher education, technology and digital businesses and in research, especially in life-sciences. 

However, it was felt those working in the arts had not benefitted to the same degree as those employed in the 

sciences.

All four themes identified in workshop two suggested both positive and negative attributes to the city for the 

participants. Workshop three attempted to use their analyses to begin to discuss how the participants might 
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address the negative attributes their analysis had raised. One group of three participants chose to consider 

theme #2. Character of people. A second group (two participants plus the researcher) discussed theme #4. 

Where we’ve come from. 

Many of the issues suggested are complex and the problems inter-related. Initially those issues appeared 

insurmountable, that they could only be tackled by institutionally-led, top down approaches or even legislation. 

However, it was also agreed that approach has often resulted in tokenistic and ‘tick-box’, solutionism18. While 

expressing frustration initially, personal experiences were cited to identify potential campaigns and projects 

that could, nevertheless, have an impact19. The value placed on an individual’s work, in both retail and the arts, 

was discussed and compared with the perceptions of the ‘worth’ of a science or engineering degree or kudos 

attached to working in these fields. A simple, graphic means to make this visible, in retail for example, could be 

a badge that displays the hourly rates paid with their equivalent in the product made or sold and the employee’s 

productivity, e.g. paid the equivalent of X cups of coffee per hour to serve Y cups of coffee per hour. The pros 

and cons of a voluntary charter for art institutions to increase diversity and representation was discussed, but 

proposing different opening hours and orchestrating the effect of mass ‘consumer’ influence were considered 

more likely to be effective. Community cohesion could be increased through creating spaces in which to make 

food and eat together, such as the Soup Movement20.

Conclusions

This paper documents the ‘Mapping the City’ project. In the paper we outline our theoretical framework elicited 

from recent developments in processual or ‘post-representational’ cartography and highlight the performative 

18 Evgeny Morozov coined the word “Solutionism” in 2013 to describe the imperative to be seen to be doing 
something, even if that was proposing a solution to a benign problem that does not really exist, rather than addressing a 
complex problem with political and economic implications. 

19 The online petition against BAE System’s sponsorship of the Great Exhibition of the North and threatened 
boycott was cited as a successful example. However, it was noted that this has not resulted in a systemic change to the 
sponsorship of art (sometimes referred to as “art washing”) but is an isolated response to a vocal and targeted campaign. 
See: http://www.bbc.co.uk/news/uk-england-tyne-43324069 

20 The Soup Movement originated in 2007 in Chicago to crowd fund arts projects. However, it was made famous by 
Detroit Soup which began a monthly community meal in 2010 to micro-finance community projects. The concept has since 
spread around the world. Attendees pay an entry fee, listen to four, four minute pitches, can ask up to four questions, and 
then vote on these while they eat. The winner of the vote receives the proceeds of the entrance fees, mentoring to develop 
their idea, and reports on their progress after three months. 
See: https://www.theguardian.com/cities/2016/aug/01/soup-revolution-changing-cities-over-dinner-detroit-liverpool



nature of mapping. In order to understand how place and territory is created by the practice of mapping it 

is important to capture the intertextual and discursive production process. Development of the exercises 

undertaken by participants in the ‘Mapping the City’ workshops are then described. A methodology for analysing 

the resultant drawings was derived from the work of photographer and anthropologist, John Collier, and 

applied; initially all of the mappings were considered holistically to identify a common thematic framework. 

Four themes were identified - education; fantasy; friends and family; and journeys. The mappings were then 

considered individually, by workshop and by exercise, one at a time, and the four themes were elaborated upon, 

observations documented and tentative conclusions drawn.

The paper also describes how participatory research techniques have informed my own architectural pedagogy 

and the practices of some of the students I have tutored. When working with existing communities, I propose 

such techniques could enable architects to gain richer insights leading to more empathetic design solutions. 

However, this paper also cautions that attempts by community-based artists at engagement with similarly 

disenfranchised communities have, inadvertently, sometimes produced negative consequences for both artist 

and community.

In the final section, the paper describes a sequence of three workshops undertaken with one group of young 

people. Team Juice were partly selected because they were already familiar and comfortable with the general 

nature of the workshop activities and because they were willing to try out speculative activities, offer feedback, 

or suggest alternatives.

The Team Juice participants were guided through the stages of an emergent thematic analysis process, 

revisting their own and their peers’ mappings as the data source. As a consequence of the group’s composition 

– based on shared interests rather than a geographical community – the issues identified and the tactics 

discussed in the Mapping the Future workshops tended to be social and economic rather than locational 

or architectural. Similar workshops with different types of community may result in different emphases and 

display different priorities. Future workshops would also consider how these hypothetical tactics could then be 

implemented by the participants.
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Introduction

The built environment comes about through a multitude of decisions and actions, some of which are, ostensibly, 

taken in the public interest. The extent to which any one individual or any particular group feels able to 

influence those decisions however depends on a wide variety of factors. These include their political, economic, 

educational and cultural capital; their familiarity with the legislation, policies and language; their ability to 

engage with officials and increasingly the digital portals that act as ‘gatekeepers’ to political decision-making 

processes. Often it may be the least enfranchised, and therefore least able to exercise autonomy and influence, 

who are most affected by their environment. This paper concerns one such group. It documents the “Mapping 

the Future” pilot project, which seeks to understand young people’s imaginaries and experiences of the built 

environment. It draws attention to their access to, use of, and ultimately, the degree of influence they can enact 

over the spaces in which they live. 

“Mapping the Future” is the latest in a number of (thematically and methodologically linked) projects undertaken 

over the previous 8 years by the author and his colleagues (see https://accidentalyouthclub.wordpress.com/ 

for more details). These projects have used participatory mapping exercises, interviews, and photo-elicitation, 

with various groups of young people to understand their ‘lifeworlds’ (or lebenswelt; the totality of an individual’s 

lived experiences) in urban settlements across the North East of England, but primarily in the twin cities and 

conurbations of Newcastle upon Tyne and Gateshead.

This paper draws on Children’s Geography, a sub-field of Human Geography, which has emerged in academia 

following the adoption in 1989 by the United Nations of the Convention of the Rights of the Child. Research into 

Children’s Geography documents and debates the extent to which children and young people are considered 



as ‘political actors’. Of particular interest to this paper, is the interpretation of the (‘small-p’ or micro-) political. p/

political acts occur spatially, are embodied (or performed) and dialogic (or negotiated). This is in counterpoint to 

the deliberative (‘capital-P’ or macro-) Politics. P/politics is defined by participation in abstracted civic institutions 

– from which children are excluded – and by ‘rational’ argumentation and policy or decision-making (Elwood & 

Mitchell, 2012: p.2). Elwood & Mitchell assert children’s social actions are p/political because they negotiate and 

remake social relationships and therefore should be recognised as politically-formative. In common with others 

(see, for example, Kallio & Häkli, 2013, who qualify the p/political as also requiring ‘intentionality’) Elwood & 

Mitchell propose young people’s spatial, bodily and dialogical tactics must be considered politically significant, 

because these are the only ways in which they are able to exercise agency from a position of relative inequality 

(ibid: p.4)

Before proceeding, it is worth briefly noting there are a plethora of terms used in Children’s Geography – 

children, young people, youths, teens, adolescents, etc. – as these are, at least partly, geographically situated 

and socially constructed. Kallio & Häkli (2013: p.6) quote the UN Convention (1989) which defines a child as 

“every human being below the age of 18 years unless, under the law applicable to the child, majority is attained 

earlier.” While used in this sense when referring to, for example, ‘child soldiers’ or ‘street children’, Kallio & 

Häkli note the UN definition was hotly debated during the drafting and is applied inconsistently in the Treaty. 

Elwood & Mitchell (citing Craig Jeffrey, 2010) define children as “all under 15 years of age”. Jeffrey himself 

describes children as between the ages of 5 and 15, and youths as aged 16 to 30. Collectively he refers to both 

children and youths as ‘young people’. Manuela Du Bois-Reymond (1998) describes adolescence as occurring 

between the age of puberty and the age of majority (typically, 18 years of age). They also describe a period 

of post-adolescence extending into mid-20s or later in the Global West. Post-adolescence is characterised by 

elective Higher Education; formative personal relationships; continuing or partial economic dependence and/ 

or cohabitation or return periods of living with parents. Jeffrey observes this transitional theory – describing 

a linear progression from childhood dependence to autonomous selfhood – is both socially constructed and, 

increasingly, frustrated by socio-economic circumstances, such that some people never achieve (their culture’s 

signifiers of) full adulthood, such as financial independence; marriage and children; or house-ownership. The 

pilot project described in this paper was undertaken with post-adolescents and young adults. Previous projects, 

also referenced in the paper, were undertaken with school pupils aged between 10 and 18. Therefore, the term 

‘young people’ will be used to describe all of the participants.

288

Appendix C



“The Right to the City”

The slogan, the ‘Right to the City’ (translated from the title of Henri Lefebvre’s 1968 book Le Droit à la Ville, 

in Kofman & Lebas, 1996) has been adopted by diverse groups from militant social and environmental 

campaigners, via anti-globalisation protest movements opposed to supra-national organisations, through the 

growth of Non-Governmental Organisations (NGOs), to UNESCO and Habitat III. The different interpretations 

and connotations of the slogan employed by these different players are described and critiqued by Margit Mayer 

(2009). However, we are interested here in Lefebvre’s original conception: a ‘Right to the City’ is created only 

through its enactment. David Harvey asserts the ‘Right to the City’ is not liberty for an individual to access urban 

resources, but is the right to participate collectively in transforming the life of our cities, in shaping them and, in 

the process, transforming ourselves and our societies (in Mayer, 2009). 

Lefebvre’s ‘Right’ is a continual (and slow) process of change through competing claims to uses of the city 

by different groups (Kofman and Lebas, 1996). Thus it is both p/political, as defined by Elwood & Mitchell in 

relation to Children’s agency, as well as (conventionally) of P/politics. Lefebvre’s assertion that the city must 

remain contested space, in effect, is a call and demand for greater inclusivity of different ways of being and 

ingenuity in the ways we make use of ‘the city’. 

Mapping the Future

The “Mapping the Future” project evolved from involvement with Juice Festival in 2016 and 2017. Juice Festival 

was targeted at children and young people (aged 0 – 24 years) and occurred during the schools’ October half-

term break. It was backed by the NewcastleGateshead Initiative (NGI), a public-private partnership marketing 

the twin cities as a tourist destination, up to the beginning of 2018 and the conclusion of three-years’ Arts 

Council ‘National Portfolio Organisation’ funding. Team Juice were formed under the umbrella of the Juice 

Festival as a group of volunteers, aged 16 to 24, who gained experience and qualifications in arts and events 

management through curating, facilitating and evaluating the Juice Festival and other, youth- and art-focussed 

events in the region.

Team Juice members already have a high degree of ‘cultural capital’ and personal agency, so the “Mapping 

the Future” pilot was proposed to them as a form of knowledge exchange: in which they gained first-hand 

experience of qualitative research techniques and, because they were already familiar and comfortable 
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with workshopping activities, they could offer feedback on the exercises, and were free to suggest their own 

alternatives to the author’s proposals.

Workshops with Team Juice

Team Juice participated in three workshops. At the first workshop, Participatory Research methods; including 

mappings, field notes, and audio recordings of semi-structured discussions, were used to gather evidence 

of the participants’ ‘lifeworlds’. This prompted a group discussion about how they understood and related 

to ‘the city’; initially as an abstract concept, and then as personal experiences. In the second workshop, the 

participants were facilitated to analyse the visual materials they had produced previously. The participants’ 

mappings only represent an interpretation of what was already known to them and what they had experienced, 

not what was absent and unknown in their built environment and ‘lifeworlds’. In the third workshop, the 

participants’ analyses prompted them to identify issues affecting their lives and therefore became the basis for 

considering how they could begin to enact changes to these circumstances.

Ultimately, the “Mapping the Future” project aims to design a toolkit of methods which could facilitate any 

community to identify circumstances affecting their access to, and use(s) of, ‘the[ir] city’; enabling them to 

develop tactics for exercising their influence over the built environment.

The first workshop was held on the evening of 20 July 2017 at Newcastle City Library with ten participants 

undertaking mapping activities. They were asked to consider, firstly, “What makes a city a city?” and, secondly, 

“What makes NewcastleGateshead distinctive?” This workshop produced nineteen mappings, stories, lists 

and drawings which informed an intensive discussion during the third part of the workshop. The discussion 

was subsequently transcribed and coded by the author. The coding of the transcript of the discussion of “what 

makes a city a city?” suggested an even balance of positive, neutral and negative comments. In the discussion 

about “what makes Newcastle-Gateshead distinctive?” comments were predominately positive.

The second and third workshops each took place with five participants on the morning and afternoon of 

Saturday, 10 March 2018. The participants were reacquainted with the nineteen mappings produced in the 

previous workshop and guided through a process of emergent thematic analysis. In contrast with the coding 

of the transcripts from the first workshop, detailed below, the mappings were interpreted by the participants as 

illustrating almost entirely positive attributes of the city. 
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Workshop 1: What makes a City a City?

The principle defining characteristic of “city-ness” for the participants was a greater range of choices for leisure 

and consumption, especially the variety of cuisines, restaurants and food stuffs available. There were also 

considered to be more opportunities to access education and for commerce.

Physical features of “city-ness”

 “Good” cities were defined as having open spaces (e.g. Newcastle, Sheffield). Others were characterised as 

oppressive. Manchester was cited as an example of an oppressive built environment, due to a lack of open 

spaces, a sense of the buildings being over-bearing and ‘closing vistas’ thereby making the participants more 

conscious of a ‘heat island’ effect in summer.

The juxtaposition of buildings of different ages was considered by the participants as a defining characteristic 

of “city-ness”. For some this was described with reference to architectural styles but, for at least one of the 

participants there was a conflation of styles and ages with wealth and influence, “you know you are in a city 

because there’s new money, but also you can tell old money and tradition.”

The social features of “city-ness”

The participants expressed more ambivalence about the social features of “city-ness”, with the same attributes 

viewed in both positive and negative terms.

Cities were perceived as attracting a diverse demographic, a factor which “fosters communities”. Yet city-living 

was thought mainly to attract younger people, who were perceived to have different priorities to families and 

to older, retired people who were thought to be attracted to “living in the countryside”. People in cities were 

considered to be either, more tolerant and accepting of different ways of looking and living, or possibly were 

“a bit more desensitised” to differences. On the other hand, segregation between different communities and 

indifference to others, most explicitly witnessed in the visibility of homelessness, were described as a negative 

aspects of living in cities.

Whilst the tolerance of social segregation and economic disparity was viewed negatively, tolerance of racial, 

cultural and sexual diversity was viewed positively by this cohort. It was unclear whether or not the participants 

thought physical proximity and tolerance, or indifference, would lead to greater interaction and integration with 
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table C1 
What Makes a City a City?

other communities or if something more was required to overcome social separations and, if so, what?

What makes NewcastleGateshead distinctive?

Physical features of NewcastleGateshead

The valley topography of NewcastleGateshead and the River Tyne corridor were distinctive physical features of 

the twin cities. Crossing the river by train “feels really special”, but the bridges are also a source of frustration 

and an impediment to crossing the river as a pedestrian.

The proximity and accessibility from the city centre(s) of both rural and coastal environments and the walk-

ability of the City Centre from the inner suburbs makes NewcastleGateshead a convenient and enjoyable 

place to live, as do lower property prices (compared with other English cities). The Metro light-rail network was 

highlighted positively for blurring the boundaries of the city, making the coast easily accessible, and linking the 

centres of Newcastle, Gateshead and Sunderland.

Social features of NewcastleGateshead

The participants’ comments were primarily directed at the city of Newcastle upon Tyne, rather than addressed 

to both cities of NewcastleGateshead. Around 50% more comments are positive than negative, although there 

were ambivalent attitudes expressed. Especially about gatherings of large crowds of football spectators, which 

can seem exclusive and even intimidating to those not involved. Newcastle upon Tyne is marketed using its 

reputation as a ‘party city’. The prevalence of a “drinking culture”, as an integral component of the ‘nightlife’ 

economy in Newcastle, was also viewed ambivalently. Both male and female participants expressed the feeling 

that it was safe to be in the city at night, although one participant recounting experiences walking home after 

working in a bar, described the night-time city as “safe, but weird”. The perception that Newcastle is a safe city 

was attributed to its scale. The Newcastle conurbation has a population of approximately 300,000 people (the 

population of the Gateshead conurbation adds around another 200,000 people). There was a presumption 

that people would offer help to you if asked. The scale of the city was also considered good for networking and 

developing a career in the arts as the people who you meet would remember who you are.
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What is missing?

This question had not been addressed explicitly in any of the mappings (it is difficult to represent an absence) 

so was re-stated in the discussion.

Although “city-ness” was defined as culturally diverse, this diversity was perceived to operate within limits 

and specific ranges, especially related to age. It was noted that a lot of families live in the inner suburbs of 

NewcastleGateshead, but rarely in the city centres. Two of the participants described themselves as “city 

girl[s]”, although one had moved out of the city centre to the coast and another wanted to live in the countryside, 

but still within a 10 minutes travel radius of the city centre. They did not identify with their perceptions of their 

imagined, future neighbours, “where am I gonna move to? ___ with all the old people, I want to be with all the 

kids! I need to find like a magical street in the countryside that’s just young professionals living [there]”.

The participants also felt that party politics played an important part in the historic and current identities of 

Physical attributes

Topography

Geographical features  

(Town Moor, River Tyne)

Scale :

• “Walkability”

+v
e
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crossing
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the cities. “People do feel hard done by in the way we get forgotten about.” However, local politicians and 

councillors were also considered ineffective, “when investment is made in the North, it’s always [in] Manchester 

or Leeds…”

Workshop 2: Methodology

As in the precursor “Mapping the City” project (Messer, Jeffries, Swords, 2017) we borrowed the method of 

emergent thematic analysis described by Liz Taylor (2009) and Tine Béneker et al. (2010: p. 128) in adapting 

the work of anthropologists John Collier Jr. and Malcolm Collier from their photo-essay and elicitation projects. 

In “Visual Anthropology: Photography as a Research Method” (pp. 178-179) Collier proposes a four-stage ‘basic 

model for analysis’:

First stage: observe the data as a whole, noting the impressions and all questions brought to mind;

Second stage: inventory the evidence for its general content, structure the inventory and the context 

and categories of the research goals;

Third stage: analysis of the evidence with reference to the specific questions and detailed descriptions 

for comparison;

Fourth stage: return to the complete data set and review for significance of the details to re-establish 

the full context. 

In the method as described by Béneker et al. (2010) the fourth stage was not replicated. Whereas Collier 

created many detailed categories in the second stage, and was initially unable to establish any hierarchy to 

his observations, Béneker et al. identified only a limited number of three/ four broad themes and then, in stage 

3, expanded on their detailed observations under those headings. We also adopted the latter, three stage 

approach.

Analysis of the mappings

In Workshop 2, the participants were re-presented with the mappings they, and their peers, had made in 

workshop 1. The participants were guided through Stages 1 & 2 of Collier’s ‘basic model for analysis’ (detailed 

above). For the emergent thematic analysis, the participants were asked to think about ‘their city’ and what 

it meant to them personally when they were reviewing, (re)interpreting and prioritising the mappings. We did 
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not draw a distinction between the mappings of generic ‘city-ness’ and of Newcastle-Gateshead. Workshop 3 

used Stage 3 of the ‘basic model for analysis’ to begin discussing tactics for change and for reinforcing positive 

observations.

Findings

An initial twelve motifs were identified by the participants in the first stage analysis of the mappings. These were 

combined and reduced through directed discussion, eventually identifying four overarching themes: 

#1. Uses of space; described the cultural uses of the cities of NewcastleGateshead, encompassing performing 

and visual arts (referred to by the participants as “culture”) and “nightlife”. “Culture” and “nightlife” were 

considered distinct but, at least partially, co-dependent. This theme also included the diversity of types of 

foodstuffs available and places to eat and, more broadly, places of consumerism. 

#2. Character of people; addressed the positive and negative perceptions and stereotypes of the people in 

the North-East; their reputation for friendliness – the perception of “friendliness” being ascribed, by ‘others’, 

to the local accent(s) was also noted by the participants – as well as “grittiness” (perseverance) and stoicism. 

Negative associations, such as the “sibling” rivalries between Newcastle and Gateshead and between 

Newcastle and Sunderland - which “come from a place of meanness” - were also highlighted, as were negative 

associations of class, poverty and lack of education if you had not “lost” your accent. 

#3. Being connected; considered the allegorical understanding of the environment, with the weather, 

specifically rain, and the multitude of bridges being anthropomorphised to represent the characteristics of the 

peoples identified in theme #2, e.g. emotional resilience and stoicism were equated to structural/ physical 

strength and endurance. This theme also incorporated the iconography of place for the participants. For 

example, feeling that one has returned or arrived at home when you first see Antony Gormley’s ‘Angel of the 

North’ sculpture while travelling northwards on the A1 road or crossing the River Tyne on the High Level Bridge 

by train on the East Coast Mainline. 

#4. Where we’ve come from; concerned both the physical and intangible heritages of the region. This 

engendered a discussion about the loss of community identities associated with work and geographical 

communities centred on heavy industries; the expansion and intrusion of service sector work beyond a 

traditional 9 AM to 5 PM working day, and more generally, the precarity of the low-wage and zero-hour contract 
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employment, and pseudo-self-employed “gig” economy. These were contrasted with the opportunities in the 

region afforded by the expansion in higher education, technology and digital businesses and in research, 

especially in life-sciences. However, it was felt those working in the arts had not benefitted from strategic 

investment and employment opportunities or financially to the same degree as those employed in the sciences.

All four themes identified in workshop two suggested positive, negative, and ambivalent attributes to the city for 

the participants. 

Comparison of the coding of the Workshop 1 discussion and participants’ visual analysis in Workshop 2

As noted, the participants were asked slightly different questions in Workshop 1 & 2. Consequently, the 

four themes, detailed above, which derived from the emergent thematic analysis of the mappings are more 

discursive and overlapping than the author’s pre-planned structuring of the discussion in Workshop 1 and its 

subsequent coding. It is interesting to note how certain words are re-interpreted by the participants to take 

on different nuances in Workshop 2 from how they were first employed during the discussion in Workshop 1. 

For example, from the transcript of Workshop 1, “friendliness” was associated with individuals feeling safer 

in Newcastle, especially at night, compared with their experiences in other cities (Hull and London). During 

the visual analysis, “friendliness” was discussed in relation to positive and negative associations to accent 

and defining regional characteristics – the willingness not to take oneself too seriously; and a willingness to 

intervene to assist a stranger in distress. Topography and geographical features were used specifically to 

describe the physical attributes of Newcastle-Gateshead in Workshop 1. In Workshop 2 they were interpreted 

entirely as allegorical or in personal iconography, for example, marking a sense of arrival or return (#3. Being 

Connected).

Workshop 3 : Reinterpretation and Propositions

In Workshop 3, we began to discuss how the participants might promote the positive attributes and address 

the negative attributes their emergent thematic analysis had raised. One group of three participants chose to 

consider theme #2. Character of people. A second group (two participants, plus the author) discussed theme 

#4. Where we’ve come from.

Many of the issues the analysis suggested are complex and the problems inter-related. Initially those issues 

appeared insurmountable to the participants; that they could only be tackled by institutionally-led, ‘top down’ 



approaches or even legislation. However, it was also agreed the ‘top down’ approach has often resulted in 

tokenistic and ‘tick-box’ solutionism. While expressing frustration initially, personal experiences were cited to 

identify potential campaigns and projects that could, nevertheless, have some sort of impact; even if this was 

‘just’ to raise awareness of the issue rather than to offer a solution or enact a change to the circumstances 

creating the issue in the first place.

The value placed on an individual’s work, in both retail and the arts, was discussed and compared with the 

perceptions of the ‘worth’ of a science or engineering degree or kudos attached to working in these fields. A 

simple, graphic devise to make this visible was considered; in retail, for example, this could be a badge that 

displays the hourly rates paid by their equivalent in the product made or sold, and the employee’s productivity, 

i.e. paid (the equivalent of) X cups of coffee per hour to serve Y cups of coffee per hour. 

Access to ‘culture’ and the arts was of concern to the participants discussing theme #4 as the main focus of 

the Team Juice community identity. The place(s) in which art took place and were presented, and the diversity 

of artists’ identities were seen as major inhibitions to broader social access. There was concern that despite 

continuous efforts to increase the diversity of Team Juice’s membership, they too had been ineffectual in 

addressing the causes of their criticisms of larger and mainstream ‘cultural’ institutions, and that this could not 

be challenged or addressed until it was acknowledged and discussed openly. The main problem posed for arts 

institutions is that they are not able to reach a broader demographic. Representation of a much greater diversity 

of people’s experiences was thought to be key to making existing institutions seem more inclusive and relevant 

for people who do not currently think it is ‘for them’. The idea of proposing a voluntary charter on diversity to 

which galleries and curators could sign-up was dismissed by the participants as both risking tokenism (and, 

therefore, potentially patronising and an even greater boundary to participation) and also unlikely to be effective 

(would those curators who do not already “stop, think, commission” be likely to sign-up to a voluntary charter on 

diversity of representation?). Proposing different, later opening hours was one move considered likely to have 

a larger impact on young people’s attendances. The participants also suggested orchestrating the effect of their 

mass ‘consumer’ behaviour was considered more likely to be effective in influencing institutions. For example, 

art galleries might be persuaded to hold (more) late evening openings if a self-organising group guaranteed a 

minimum number of visitors for that evening.
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Evaluation & Discussion

The following section of the paper relates the “Mapping the Future” project to two theoretical perspectives which 

informed it and suggests one avenue for future investigation. It concludes with the author’s reflections on the 

pilot project, and the extent to which the theoretical perspectives and the author’s expectations were supported 

and confounded by the outcome of the “Mapping the Future” workshops with Team Juice.

1. Geographical Communities vs Communities of (Shared) Interests

Team Juice participants were guided through the stages of an emergent thematic analysis process, revisiting 

their own and their peers’ mappings as the data source. The issues identified and the tactics discussed in 

the workshops tended to be social and economic rather than spatial/ locational or architectural/ physical. 

The author’s conjecture is this was, at least in part, a consequence of the group’s composition – as the 

participants belonged to a community based primarily on shared interests rather than geographical proximity 

or other cultural bonds out with their involvement in Team Juice and the arts. Workshops with different types 

of communities may reflect different emphases or demonstrate different priorities. For the next iteration of the 

project, working with different youth organisation(s), the author intends to consider the nature of the participants’ 

community ties more overtly.

Future workshops could also consider how the hypothetical tactics developed could then become implemented 

operationally by the participant(s) and/ or their community:

• Who/ what do we want to change/ affect?

• Who do we need to influence?

• Will they be responsive or resistant to our objective?

• What are their motivations?

• How many of us are needed?

• Do any organisations/ structures exist already that we can join/ use to achieve our objective?

• What are the risks and/ or costs …to them? …to us?
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2. Changing attitudes

For architecture students, their formal, studio-based education is geared towards acquiring an intuitive 

approach to problem-solving through iteration and praxis (see, for example, Tucker, 2008). With continuous 

feedback in studio-based tutorials and staged reviews, students develop a reflective practice and cultivate their 

tacit knowledge, building up a mental library of precedents and empirical experience. As they gain confidence 

through practicing the design process they are asked to respond to more complex (and ‘wicked’) problems and 

eventually to identify these for themselves. This intensive and sustained education produces an epistemological 

shift. A shift from experiencing the built environment as seemingly permanent to viewing it as being, at least 

latently, malleable, even though the vast majority of what they produce, does not and never will, exist beyond its 

representation on paper, screen or as a maquette. 

For participants in the “Mapping the Future” workshops to bridge that epistemological ‘gap’ - from their 

lived experiences of the city, recorded in the first workshop, to then speculate about how the city could be 

more responsive and inclusive of their expectations or un-met needs in the third workshop – requires the 

development of another way of conceptualising the city, but one which is not a pastiche of professional training. 

Currently this attitudinal change is only hypothecated. The author would like to find or develop a method to 

track if a change in perception and/ or mind-set actually is occurring for the workshop participants. The following 

section outlines one approach which the author hopes will be able to build that epistemological bridge in future 

workshops.

A Design Fiction approach

This approach emerged in the inter-disciplinary field of Human-Computer Interfaces (H.C.I.). Design Fiction is 

used here as an umbrella term to describe two intersecting concepts:

• Proposing an intervention, rather than a solution, to a contemporary ‘problem’

• Creating a near future scenario in which to observe how ‘users’ would interact 

There are numerous similar names for those approach(es) such as ‘Speculative Design’ and ‘Critical Design’, 

each denoting slightly differing nuances. In this instance, the term Design Fiction is preferred because it is 

sufficiently conceptually, and etymologically, similar to Science Fiction. It sounds immediately familiar, rather 
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than complex or intimidating, while still implying something speculative or propositional. Unlike the technical 

language and representational conventions of architecture and built environment professionals for instance, the 

written and visual language of Science Fiction is accessible to a broad cross-section of the population through 

novels, television and, particularly, cinema. Science Fiction also provides examples of Design Fiction. One such 

example was the communicator in the Star Trek TV series (1966-69) famously inspired Motorola’s ‘clamshell’ 

design for the 1996 StarTAC mobile telephone. In Design Fiction the designer’s objective is to observe how 

‘users’ interact [with a ‘technology’ – defined in the broadest sense as man-made], not to design a particular 

product or solution. While that technology may not actually ‘function’ [yet, or ever], the scenario has to be 

believable to the ‘users’ (Augers, 2013). By situating the Design Fiction in the participants’ own ‘lifeworlds’, the 

situations, tactics and objectives identified are grounded recognisably in their reality, albeit an exaggerated, 

extrapolated or ideal version of it.

Reflections

The author had anticipated that, like architecture students, the participants would arrive at speculative 

transformations of known spaces for new (and currently unknown) activities. In fact, the participants all 

addressed contemporary social situations they perceived as ‘problems’ worth solving. While these situations 

related to commercial and institutional spaces – the coffee shop or the art gallery – they were not about the 

space of a specific coffee shop or a specific art gallery. Their hypothetical propositions were, for the most part, 

for direct actions intervening in their [lived] space and negotiating relationships between themselves and others. 

In other words, these were examples of p/political tactics in the mode described by Elwood & Mitchell (2012) 

and Kallio & Häkli (2013).

The disruptions they proposed – a badge; guaranteed visitor numbers for late night opening of cultural venues 

– would not fundamentally transform the situations they identified. The coffee shop employee, who displays to 

the customers what their time is deemed worth by the coffee shop chain, implicitly protests the chain’s values 

and the customer has greater empathy for the employee who is no longer seen just as the public face of the 

chain. The transaction itself – purchasing a cup of coffee - is not altered. The art gallery that opens at times 

that suit the visitors makes the institution accessible to a wider demographic. The audience gain access to the 

art on their own temporal terms. However the institution is not changed and, in terms of visitor number metrics, 

it is validated. Mayer might therefore argue, with some justification, that these are merely accommodations, 

“neoliberalism with a human touch” (2009: p. 369), rather than transformational. But if, as Lefebvre observed, 
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the ‘Right to the City’ is slow, continual, and arises only through its enactment. The value of the “Mapping the 

Future” pilot project was facilitating the participants to begin to change their conceptions of their agency in 

relation to ‘the city’.

Children’s Geography emerged with an emancipatory motive – to represent a marginalised group’s experiences 

- but this is exercised (if at all) through the researcher’s papers detailing and theorising their observations, 

rather than direct actions and interactions with their participants. The implicit expectation that practice and 

research by architects will lead to a proposition for change raises different ethical considerations when we try to 

engage with specific groups and individuals: who instigates this and with what end goal in mind? 

We need to be conscious of our inherent privileges – as adults, as professional, or as academics – when our 

actions put more marginalised individuals and groups on to ‘the front line’ of contesting ‘the city’. Here I would 

draw a distinction between methods and tactics. Methods enable the situation to be identified and articulated, 

but do not specify how these are to be addressed. The situations identified, and the tactics they develop 

– which may include doing nothing at all - are devised by the communities themselves, not the researcher-

facilitator.

There are a multitude of everyday examples of spatial p/politics enacted by young people exercising agency 

and contesting the use value of space(s). From ‘hanging out’ in more youth-friendly environments such as 

cinema lobbies, through (re)claiming space from adults by playing music, to finding new affordances in street 

furniture and the spaces between buildings for skateboarding or free-running, and even physically altering 

spaces, by making ramps for ‘BMXing’ for example. Facilitating more young people to express dissatisfactions, 

to communicate their spatial needs and desires, and contesting the use-values of ‘the city’, should result in a 

more lively and inclusive environment for all.
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