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Introduction by Caroline Knowles, Professor of
Sociology, Head of Centre, CUCR 

Like the rest of the country CUCR lives in interesting
times. Established in 1994 it has had just one head of centre,
Professor Michael Keith. Michael has just moved to Oxford
to become head of the ESRC COMPASS Centre for the study
of migration. Congratulations to Michael. We all wish you
well in your new job. Michael's relentless energy and ideas
have made the centre what it is today: a place of high quality
urban scholarship with grassroots impact through local
government, community and activist intervention. Michael is
a passionate urbanist whose scholarship and enthusiasm for
London, and more recently Shanghai, Shenzhen and Beijing,
rubs-off on those around him. Whether he is leading
students along Brick Lane at 6am or showing them the view
from Canary Wharf, his intellectual and political passion for
East London is infectious. He set up the Rich Mix Centre in
Shoreditch and for a time ran Tower Hamlets council, all the
while teaching, supervising his PhD students and running
the Centre. Few academics make such a difference in
people's lives. He's a hard act to follow and we will miss
him. CUCR has become a 'soft' research and specialist
postgraduate teaching centre within the Sociology
Department at Goldsmiths. Old autonomies offer new
collaboration.There are new and exciting developments are
underway at CUCR as well as a shift in focus. We are
developing our research in the constitution and
(dis)organisation of city life, the built and the social fabric of
cities, with a stronger lean towards the cultural and the
visual. Core intellectual concerns are: circulations of people
and objects; non-cities; activist and other urban
interventions from Deptford to Jakarta; communities,
difference and social inequalities; and the relationship
between art, activist intervention and urban theory.

September saw the inauguration of the CUCR gallery when
the first of a series of urban photography exhibitions was
hung in the stairwell of Laurie Grove Baths. Santiago
Escobar's Invisible Man: The Invisible City was curated by
Kimberly Keith. Santiago is a Colombian architect and
former soldier. He plays with scale to create new urban
space.The result is a visual version of Italo Calvino's Invisible
Cities. Kimberly is a talented curator as well as a CUCR-
based PhD student. We plan to further capitalise on the
wealth of photographic talent drawn by our MA in
Photography and Urban Culture by holding further
exhibitions throughout 2009 and 2010. Drop in to Laurie
Grove Baths if you are in the Deptford area. We hold
'coffee morning discussions' every other Monday at 10am.
We are in the process of launching Urban Edge our new
workshop series. This is aimed at urban scholars,
photographers and filmmakers who want to develop new
visual and other analytic skills and inventive methods of
urban investigation. Current workshops include Peter
Coles' Islands and Corridors: The Urban Biosphere (28th
February and March 1st) and Santiago Escobar's One-to-
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Seventy-Two (23rd and 24th January 2009), see the website,
booking essential and places are limited. Future workshops
include collaboration with the Serpentine Gallery led by
Alison Rooke The Art of Social Practice: a Dialogue and
AbduMaliq Simone's Urban Intervention: Exploratory Work with
Community Residents in Kinshasa and Jakarta. Further
workshops will be announced throughout 2009 and 2010.

We continue our collaboration with Deptford.TV, an on-
line open source archive of collaborative film-making which
documents urban change in Deptford, South London. This
Autumn D.TV's Adnan Hadzi and CUCR's Ben Gidley
worked with Goldsmiths MA Screen Documentary
students to make three short films on the area's black
history (featuring Les Back and Lez Henry). These were
premiered in Deptford Town Hall as part of Black History
Month, sponsored by CUCR with the Goldsmiths Media
Department and the Centre for the study of Global Media
and Democracy.They were followed by a screening of Small
Fry Films' Shelf Life, a short film made by CUCR graduate
Glen Mottishead and then a Talkaoke event hosted by The
People Speak. We have a long-term commitment to
developing research strategies for the arts to demonstrate
their value in social regeneration. Our innovative arts/social
science collaborative projects, such as the Sci-Dentity
project, the Beyond The Numbers Game project and the Signs
of the City project, using digital photography to allow young
Europeans to engage with urbanism, are all part of this
commitment.The Creative Impact project, developed by Ben
Gidley and Alison Rooke in partnership with dance and
music conservatoire Trinity Laban, focuses on the role of
performing arts in urban regeneration. December 2008 saw
the launch at Laban of our research report. The Creative
Impact project has led to new collaboration with the
London Thames Gateway Dance Partnership.Alison Rooke
and Ben Gidley are also working with the Serpentine
Gallery on the Skills Exchange project, looking at how artists
can work with communities - in this case, older London
residents. Artists involved in this project are Markus
Miessen,Tom Hunter, Marcus Coates and Barby Asante.

Following last year’s successful Urban Encounters
Conference we are pleased to announce a second one day
international conference, planned for mid June. This will
involve collaboration between CUCR, Photofusion and Tate
Britain.Again, watch the website for developments.

Welcome to visiting scholars. Helena Holgersson is visiting
from the University of Gothenburg, Carle Andre Espeland
from the University of Bergen, Aida Sanchez de Serdio
Martin from the University of Barcelona, Gabrielle
Bendiner-Viani from New York, Santiago Escobar from
Colombia and, more locally, Simon Rowe who is developing
new projects in the Deptford area and beyond. Finally, I
would like to say how delighted I am to be CUCR's new
director. Difficult times provide new challenge for us all and
I look forward to our collective future and new areas of
collaboration. Happy 2009!
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The political economy of the monument:
history, memory, neutralisation
Aida Sánchez de Serdio Martín
(Barcelona. Primavera Sound music festival. May, 2008)
Grabbing my beer firmly, I stood for a while looking at
the ground for clues. There should be a slab
somewhere. People walked past me on their way to
the next concert. I could hear as much French and
English spoken as Spanish or Catalan around me. My
visual field had a clear limit drawn by the areas covered
by the floodlights. Beyond that, it was dark night. Stages
and tents blocked other references within this lit area,
and of course, there was the incessant flow of the
multitude that eventually swept me away to the stage
where Lightspeed Champion were playing the first
notes. OK, I thought, maybe next year.

*     *     *

When Barcelona was elected in 1986 to host the
Olympic Games of 1992 the local government had
already realised that the city must turn to culture and
tourism in order to survive the crisis of its productive
economy (Balibrea, 2001). After the international
staging of a city (and a country) completely
modernised and democratic during the Olympics,
Barcelona found itself in a complex situation within the
marketing of global cities, since it didn't achieve any
relevant position as a financial centre and the industrial
economy was being dismantled at a pace. But it quickly
managed to become one of the most popular
destinations for tourism through the refurbishment of
the city centre; thanks to a heritage, cultural scene and
life-style that the Olympics helped promote
internationally. This cultural turn is a common dynamic
in other European cities with a rich historical past
(both cultural and industrial) that need to position
themselves in the global market of urban identities in a
post-industrial scenario (Balibrea 2004, Kwon 1997).

In this immaterial economy of symbolic values, material
pasts play a key role. The built environment becomes
both a backdrop for urban life and an investment in
terms of the tourist economy. But at the same time it
must be considered an ideological battlefield in which
opposing visions of meaning and history clash. As
Balibrea (2007) says, “the built environment is a
historical creature. […] The conditions for survival of
all and every one of these built environments depend
on their being considered productive in the present”.
Whose memory gets to be preserved and whose
doesn't? And at the service of who is it preserved?

These are questions seldom asked, but very materially
answered in every urban regeneration project.

Thus the city as it appears in tourist guides is sprinkled
with buildings by Gaudí (along with trendy clothes
shops, and chic restaurants decorated with second
hand or cutting edge design furniture). There is a
politics of public memory materialised in urban space
that selects which buildings deserve to be listed and
promoted as heritage and which have fallen into
‘functional obsolescence’. The material past of the
bourgeoisie is easily preserved in the form of
internationally well-known Art Nouveau buildings such
as La Pedrera, La Sagrada Familia or the Casa Batlló. But
the working classes find it more difficult to make their
way into the lists of heritage. Not only do their
‘monuments’ fall out of the city centre and of tourist
tours, but they are also more likely to be diagnosed as
obsolete, and so they are erased unless transformed
into sanitised receptacles for culture or archaeological
props emptied of history and conflict (Balibrea 2001,
Delgado 2007).

This selective memory is not a malfunction of the
‘proper’ way memory should work. Rather the
opposite. In order for a place of memory to exist,
there needs to be a massive production of oblivion.
Delgado pairs both terms arguing that they are
inseparable: “Memory is also a colossal forgetting
machine, an extraordinary amnesic device that erases
all the elements that could be considered superfluous,
dysfunctional or contradictory in relation to the given

FINAL_Street_Signs_January2009.qxd  9/12/08  17:38  Page 2



street signs : spring 2009

page 3

ideological goals” (2007: 123). Moreover, the
production of a common narrative in terms of
historical memory is a totalising device whereby public
memory is domesticised and unified, neutralising the
conflict inherent in all historical processes.

Perhaps one of the clearest examples of
memorialisation of public space is the monument.This
is also a profoundly ambivalent political object. In the
context of a country that lived under a dictatorship for
almost 40 years (1939-1975), and in which the revision
of the democratic transition and issues of historical
memory are right now the centre of a heated political
and legal debate, monuments are just the tip of the
iceberg - but a very significant tip indeed. After years
of silencing certain groups and fights, a new impulse for
their being written back into history has come from
political, cultural and academic fronts. Monuments then
mean the possibility of making publicly visible and
acknowledging a sometimes haunting past. Citizens
might now have the opportunity to get to know and
celebrate (or meditate on) events and people that
were erased or forgotten in history, for social or
political reasons. But at the same time the monument
freezes and unifies memory. Citing Delgado again:
“Rather than something that remembers the past, the
monument is something that allows us to cancel it,
deny it, annihilate it. [...] The monument is neither
synchronic nor diachronic, but purely anachronic, as it
represents a-historicity itself” (Ibid: 94).What's more,
the erecting of monuments usually goes along with the
disappearance of the actual object of the monument
itself.

One specific area of Barcelona where these processes
are notorious is El Poble Nou. Situated in the south-
east of the city, it has a long history as a working-class
neighbourhood in which numerous fights took place
during the 19th and 20th centuries. From the late
1980's it has undergone a profound social, urban and
economic transformation that hasn't always been
respectful of the memory of the place nor, perhaps
more importantly, its present inhabitants (Gdaniec
2000, Marrero 2003).

Two examples of monumentalisation emerge in this
context. The first one is related to the industrial
heritage of the area. Can Ricart was a 19th century
industrial complex still in use in which some small
industrial businesses and arts organisations co-existed.
By 2004 Can Ricart was facing a dramatic
transformation or even total demolition due to the
implementation of the Plan 22@, whose aim is the
transformation or relocation of industries working in

the area to give way to new ‘clean’ cultural and
technological industries.This opened a wide debate as
to what was to be done with the industrial buildings.A
diverse group of agents had different visions about its
future: owners of small industries who were forced to
move, their employees, neighbours, artists, academics,
architects and cultural activists had irreducible
differences among themselves. The variety of nuances
of this discussion was great but, for the sake of a
synthesis, two of them may be seen as fundamental: on
the one hand there was a defence of the actual diversity
of uses (both industrial and cultural), and on the other
the argument was for the preservation of the building
as an example of working-class heritage. For a moment
there was even talk about the possibility of its being
transformed into a museum of labour - a turn of the
events, which given the circumstances, couldn't have
been more ironic. Now Can Ricart is an enormous ruin
and in the future will probably host a museum of
languages.

The second example of monumentalisation is
connected with the memory of the Civil War and
immediate post-war period. The Forum Park that was
built for that invention called Universal Forum of Cultures
2004 stands just over the waste ground known as Camp
de la Bota where 1,704 political prisoners or detainees
were shot between 1939 and 1952 as a result of the
Francoist repression. The urban transformation of the
site for the Forum started without any consideration of
this fact, and some civic pressure was necessary in
order to get the spot marked by a monument
remembering those murdered in that place. It remains
to be seen whether this was the best way of honouring
their memory in the middle of an area used mainly for
cultural events, fairs and festivals. More critical ways of
confronting this historic event have been attempted by
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the arts field by constructing an ongoing public archive
of those murdered, and reactivating the memory of
their living relatives by bringing them to talk about
their experience of political repression.

*     *     *

(Barcelona. Forum Park. August, 2008) I had already
walked around the Forum Building twice and still
couldn't figure out where it could be. This time the
sunlight flattened everything into a blinding pale
yellowish grey, except for the Forum Building, which
outstood as blue, incongruous and nonnegotiable as
ever. I ventured a little farther, beyond the place where
the fences had enclosed and signalled the limit of the
Primavera Sound Festival last spring. This was terra
incognita. Nothing other than concerts had ever drawn
me to this bleak park. On a Sunday morning it was
deserted but for a few families with children scattered
in the playground or having lunch sitting on the
concrete benches. I spotted the unmistakable sign: a
bronze monolith standing in the middle of the cement
surface. I walked towards it with my camera ready. I
took a couple of pictures that showed the whole
monument. I got closer. A little girl rode her bicycle
over a flat lump on the ground next to the monolith.
That must be it. I reached the base and looked down:
the bronze plaque read in Catalan:

To all the people who were shot in this place, and to all the
victims of the Civil War and the post-war period 
(1936-1952):
Let the joy be resumed in my years
without erasing any scar of my soul.
Oh Father of the night, the sea and the silence,
I want peace but I do not want oblivion.
(Màrius Torres, 1942)
Camp de la Bota, 1992

I took the pictures I needed for the lecture and walked
away thinking about the subtle readjustments of
history operated by monument inscriptions: a little
imprecision as to the number of the dead, a little
generalisation of the object, a little poetisation of the
event - plus a huge tombstone of concrete and a
deserted park around it. But maybe general neglect is
better than being an object of a new tourist-bus route
on post-war nostalgia.
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Religion in Inner City Oslo
Mette Anderson

The Norwegian team in the NORFACE-funded project
The Architecture of Contemporary Religious Transmission
have interviewed young Muslims, Christians and non-
believers in the Grønland area of Oslo about their
relationship to faith. Grønland is located in inner-city
Oslo East. From the mid 1800s the area was central in
the industrialisation of the city, being an entrance port
to Oslo for new workers from the countryside. From
the late 1960s the area has been an entrance port for
immigrants and refugees to Oslo and to Norway.
Grønland is located close to the main railway station
in Oslo, a hot spot for traffic as well as for drug dealing.
For this, and for other reasons, the area has for long
been rumoured to be a ‘dangerous place’.The area also
houses the Oslo police headquarters and a large
prison.

Until the mid 1990s when gentrification increasingly
took hold, Grønland was (in line with its history from
the 1800s) one of the cheapest places to live in central
Oslo, and therefore attractive to immigrants and
refugees. Today, the area is commonly seen as the
multiethnic area of central Oslo, located as it is close
to the central railway station and the main street in the
city centre. 44% of the inhabitants are first or second
generation immigrants, and white Norwegian children
are a small minority group in most primary schools.
Earlier, names like ‘little Karachi’ and ‘little Pakistan’
were frequently used to identify the area. Whereas
Pakistanis tended to dominate until recently, Somalis
are now the dominant group. The criminal image of
the area has increasingly been associated with
immigration, and a central association is ethnic
minority drug import and ‘immigrant youth gangs’.The
last, and the most relevant association in regard to our
project, relates to religion, and especially to the
visibility of religion in the area.

Visible religion

Grønland is the place for purpose-built mosques in
Norway: Among many mosques in warehouses and
ordinary buildings, the area houses three purpose-built
mosques: One from the 1990s, one from 2006 and one
about to be opened in December 2008.

Islamic Cultural Centre

World Islamic Mission, Central Jam-e Mosque

World Islamic Mission, Central Jamaat-E-Ahl-E-Sunnat Mosque
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I engage in acts of dérive and detourments following in
the fashion of the French Situationist International. I
engage in performances of situations by engaging
l´étranger of the periphery to participate in my
photographic project.

Open Up is characterized by the encounter, interplay
and co-presence of both the photographer and the
sitter. In other words, one can argue that my portraits
stand as documents or ‘proof ’ of my empathic
performance as a photographer and inter-subjective
encounters with strangers. For example, the strangers
I am encountering do not have time to verify the
integrity and honesty of my photographic project.Thus,
my credibility mainly relies on my own performance,
expressive repertoire, and my capacity to establish
empathy with people in a short period of time. Erving
Goffman referenced this progression from disbelief -
to - belief. From the initial cynicism towards the
capacity to establish trust. Thus securing an adequate
level of rapport is important in a short span is crucial.
Gestures of spontaneity in my own performance with

Open-Up photographic project
Gonzalo Osmos

people, help to 'open up' and reveal some facts and
‘something true’ about their inner-self (e.g. what is the
happiest memory of your life?). For instance, the
openness of Johnny is articulated when he states that
the happiest memory of his life was when he won the
first amateur boxing. Or the drama student - Lincoln -
when he states that he found out that Jesus is alive and
that he loves him or for liberal physicist Andreas when
he realised that there is no god.

My photographic project aims to reveal the ephemeral
private identities of the stranger, the complex textures
of social distinctions of travellers in a public place. I
would like to think that my portraits capture the dualist
essential inner quality of the subject against their
objective living body. I see my project as an effort
towards capturing matter (flesh and bones) and spirit
(feelings and mind). To paraphrase the photographer
Robert Frank, I just want to capture the strange
humanity of the moment.

www.olmosphoto.com

FINAL_Street_Signs_January2009.qxd  9/12/08  17:38  Page 11



street signs : spring 2009

page 12

Borderlands
Caroline Knowles and Sylvia Meichsner

Borderlands, the strips of territory where nation
states intersect, are often side-lined in urban studies in
favour of more stylish cities with signature buildings
designed by leading architects like Dubai, Shanghai and
Barcelona. And yet borderlands are crucial corridors
of activity, reflecting and composing life on both sides
and providing information about how the world is
organised. Disjunctions between states are sometimes
radical and sometimes less obvious. The border
between Zimbabwe and Botswana, for example, is hard
to distinguish. It is not heavily fortified and at a cursory
glance the scenery looks the same on both sides.
Botswana looks prosperous; Zimbabwe is visibly
ground into the dirt. In places the border is simply
marked by increased movement, as refugees pour out
of Zimbabwe. Other borderlands generate more social
and political tension. Compare the US-Canada border,
for example, to the US-Mexico border. The US
approach to its affluent Northern neighbour is more

relaxed, even post 9-11, than to its poorer neighbour to
the South.

The US-Mexico border is almost 2,000 miles long. It
stretches from the Pacific border town of Tijuana to
the Gulf of Mexico. Between 1950 and 1980 it was one
of the fastest growing urban areas on the continent. It
is now a 'border metropolis' supporting ten million US
and Mexican citizens for whom it is a sphere of daily
urban/non-urban interaction (Herzog, 1990). A mix of
cities and non-city spaces, towns and open country, the
US-Mexico borderland is composed in the activities
and things that circulate it; circuits of goods and people,
shifted in particular geopolitical circumstances. The
borderland is literally fabricated in these activities:
trodden by the feet and tyre marks of those who pass
back and forth across the border with their bundles; by
the haulage trucks loaded with goods that straddle it
from the special manufacturing zones under the
regulatory gaze of NAFTA.
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This particular borderland is more than a place of
intersection between neighbouring nation states. It is a
global fault-line between North and South.This border
sustains a $26,000 gap in GDP - $30,000 in the US and
$4,000 in Mexico. Perhaps one of the biggest income
differentials of any border, it acts like a magnet drawing
Mexicans and other Central Americans from places like
El Salvador who see Mexico as a bridge to a new life in
the US. This differential between incomes and the
lifestyles they support generates the activities of this
borderland between worlds.

The US-Mexico borderland is a staging post in the
circularities of North South migration.There are guest
houses, provisions stores, brothels, orphanages and
'travel guides' who generate and navigate a shifting
matrix of routes North: at a price. Each year between
4000,000 and one million undocumented Mexican
migrants slip over the border. In 2005 alone 1.2 million
were apprehended by the US border patrol, which
estimates that it catches perhaps one in five would-be
migrants en-route to a new life in the US (1). Migrants
are successful in crossing the border: six to twelve
million undocumented migrants live in the US, the
majority of them Mexican (2). At night fall Mexicans can
be seen running for the border, carrying only water
bottles and toothbrushes, in places where security is
considered weaker than others. In 2007 alone 383
people died trying to migrate to the US: mostly they
died of thirst or hypothermia as well as more lethal
applications of US border security (3). But still Mexicans
make it to the other side on trains, in the trunks of cars
and trucks, through tunnels, over walls and on foot.

The US response is a new geography of national
defences that adds a layer of activity to the borderland.
These involve checkpoints and barriers, strengthened
border patrols, night vision goggles, land cruisers, foot
patrols, motion sensors, stadium lighting. Would be
migrants caught by the authorities are digitally
photographed and finger printed. Where state action
weakens local vigilantes organise their own patrols: a
militarization of citizenship. Texas and California now
have 80 miles of federally enforced barriers and fences
at strategic points along the border. Operation
Gatekeeper sealed the border around San Diego with
14 miles of fencing and stadium lighting. The Chairman
of the House Armed Services Committee proposed
two parallel steel and wire fences from the Gulf of
Mexico to the Pacific coast. It would cost $2 billion to
fence the entire border in concrete (4). This
militarization of borderlands resonates with other
spheres of US global influence in Iraq, in Afghanistan, in
the hidden processes in which US agents observe, and

maybe even direct, torture in Saudi, Moroccan and
Syrian prisons: all (flexible) extensions of US borders.
The US-Mexico border is less well fortified than the
wall separating Israel and Palestine; but only just.
Technologies of separation are ever-evolving.

Migrant response to this militarised matrix of control
is inventive. Since 9-11 forty tunnels have been
discovered in the San Diego-Tijuana area alone. Some
were as much as half a mile long and sixty to eight feet
deep. There are tunnels with concrete floors that are
wired with electricity: testament to an 'impossible
politics of separation’ (Weizman, 2007), ingenuity and
enterprise.

‘Migration is a huge business.The same countries that expel
are also accomplices in the network of human trafficking. It
is the human trafficking network that becomes rich
particularly in the expelling countries; they become rich at
the cost of crossing people. They are so corrupt the
migration officers, the army, the bodies of security….It is a
network of complicities that take advantage of the
situation….Its terrible what they charge them, four
thousand dollars, three thousand dollars for crossing them.
So if they cross fifty within one month you can imagine how
much…And there are very good traffickers who tell the
person “You give me five thousand dollars and you'll be in
the states tomorrow” and so it is.
[Anonymous View from the South: an employee in a
religious orphanage near Tijuana].

Borderlands, particularly this one, are densely rich sites
for urban exploration. What kinds of security and
defence are practiced? Who crosses them and on what
terms? By what means do they cross? What risks are
taken? What rewards are possible? What circumstances
generate their circulation back and forth? What forms
of business do borderlands sustain? What forms of
architecture are possible? What kinds of urban planning
and regulation? And whom do they serve?
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Romans, Trains and Star Trek: 
Contesting the Production of Castlefield Space
Michael Edema Leary
“There should be no cause for surprise when a space-
related issue spurs collaboration (often denounced on that
basis by party politicians) between very different kinds of
people, between those who 'react'… and 'liberals' or
'radicals'… Such coalitions around some particular
counter-project or counter plan, promoting a counter-space
in opposition to the one embedded in the strategies of
power, occur all over the world…”
(Lefebvre 1991: 380)

A public inquiry into a proposal by Peel Holdings
(owner of the Trafford Centre and the Manchester
Ship Canal) for a 117 unit apartment complex at
Jackson's Wharf in the Castlefield conservation area
was held in November 2008.Thousands of Mancunians
oppose the plans as do several local councillors and
web campaigns such as the one by Pride of Manchester.
Given Manchester's reputation as an iconic
entrepreneurial city (Leary 2008) it is no surprise that
this was the first scheme in the city centre to be
rejected by the council's planners in 5 years. The
scheme by Manchester architect Ian Simpson, of Urbis
fame, has been dubbed by Manchester wags the Star
Trek development because of its futuristic design
(Linton 2008). The outcome is awaited eagerly. In 1999
Castlefield was placed on the UK's tentative list for
UNESCO World Heritage Site status. Castlefield is the
site of a Roman fort dating from 79AD. Castlefield is
the area in Manchester, the world's first modern
industrial city, where the industrial revolution started.
It was here that Britain's first true canal terminated:
the Bridgewater canal opened in 1763, bringing coal
from the 3rd Duke's mines in Worsley to the
burgeoning cotton mills of Ancoats and Chorlton-on-
Medlock, an area castigated for its degrading squalor
by Engels in his 1845 The Condition of the Working Class
in England. The world's first intercity passenger railway
followed in 1830 locating its terminus at Liverpool
Road Station in Castlefield. Having carried out PhD
research focused on Castlefield for the last four years
it is evident that the contestation of space regarding
the Jackson Wharf housing proposal is similar to that
which happened in the 1970s when the city council
wanted to redevelop Castlefield for housing and in the
1980/90s when the Central Manchester Development
Corporation wanted to do the same.

1980s Roman Gate - inventing heritage

Barge and the Viaduct - Canal heritage and leisure 

The Rocket Simulacrum Symbol of 1980s Heritage Dominance
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In the 1970 and 80s reimagining Castlefield as a heritage
space was a Lefebvrian counter-project championed by
amenity societies in alliance with the Greater
Manchester Council (Leary forthcoming) in opposition
to the embedded power of the Manchester City
Council and British Rail (a major Castlefield
landowner). Heritage representations of Castlefield
space triumphed in 1983 when the hugely successful
Museum of Science and Industry open in the converted
Liverpool Road Station buildings in 1983. By then the
heritage industry as a vehicle for post industrial city
reimaging was in full swing (Lowenthal 1998 and Wright
2003). The heritage dominated understanding of
Castlefield went largely unchallenged in the 1990s
(Degen 2008), exemplified by this breathless Lonely
Planet eulogy:

“Castlefield has now been redeveloped into an Urban
Heritage Park.Aside from the huge science museum, the big
draw here is the Castlefield Basin. The Bridgewater Canal
runs through it; in summertime thousands of people amble
about the place and patronise its fine pubs and trendy
restaurants.”
(Lonely Planet 2007 www.lonelyplanet.com/)

But now the struggle to impose a new meaning and
future for Castlefield has resurfaced as it did in the
1970s.Today the heritage representation of Castlefield
space is under threat precisely because it became too
narrowly focused on Romans, canals, railways and
warehouses: ignoring crucial aspects of the area's
complex histories. The area has a much richer history
including: elegant Georgian housing, working class
housing, gritty industry (the abattoir) and a rather
exuberant but riotous and short lived 19th century
annual fair. This was reinvented for a brief time in the
1980s with the popular Castlefield funfair, street
markets and festivals: local Lefebvrian spaces of
representation. But the most important part of
Castlefield's history is the link with the Transatlantic
Trade in West African peoples. Manchester textiles
were traded for abducted West African peoples who
were later enslaved. The Liverpool and Manchester
Railway Company was funded partly from the proceeds
of the Transatlantic Trade (Williams 1944).The statue in
Lincoln Square with its inscription of thanks from
Abraham Lincoln for the support of Manchester
workers during the 1860s cotton famine is just about

the only recognition in the city of the links between
Castlefield and European colonial enslavement spatial
practices. The silence on this aspect of Castlefield's
past is deafening.

If the building is approved it will end Castlefield's
tentative status as a UNESCO World Heritage Site.
Peel Holdings, a Manchester company founded in 1920
by the descendents of Sir Robert Peel, made
enormous profits in the last property boom. Hopefully,
it will not get through the appeal, but even if it does it
is unlikely to go ahead in the present financial climate.
When funding is available things will have moved on. In
the meantime the site should be donated to the city as
public open space with a maintenance trust fund
attached. If the building is approved it should be
subject to a legal planning agreement for the
maintenance in perpetuity of the significant public
spaces of Castlefield. If long silenced Castlefield
histories are to be heard, and its heritage revalorised
for the 21st century, a political coalition of difference
will be required, first to defeat the wholly
inappropriate Jackson's Wharf scheme, then to
embrace the area with the arms of heritage inclusivity.

If you want to follow the struggle for Castlefield or join in,
see the websites of Pride of Manchester, Eye Witness in
Manchester and Manchester Confidential.
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On 29 June 2008 fourteen postgraduate students met
in Brick Lane, East London. The group came from
universities across the UK and brought together
students from a variety of disciplines, all with an
interest in the visual. Paying homage to the About the
Streets project conducted by staff and students at
Goldsmiths, University of London and Croydon
College in 2001, we set up two 4x5 large format
cameras in the midst of the market in Brick Lane and
invited people to have their portrait taken while doing
their Sunday shopping. Individuals took their turn
before the lens and the ensuing photographs created a
visual narrative of metropolitan life.The day offered a
valuable opportunity to both create and engage in a
sociological event.The spectacle of the large Victorian
cameras on the streets and the intricate process of
setting up for a portrait became an enactment of doing
research, through which we were able to discuss how
photographs can be made instead of taken, and how
the act of making them can reveal stories and reflect
the changing urban landscape.

Here, some of the participants offer glimpses of the
day, showing what they brought to the workshop and
what they took from it, and telling how cameras and
portraits were negotiated and stories unfolded,
questioning the spectacle that we created and
commenting on the culture of Brick Lane.

Thanks to the British Sociological Association for their
financial support, and to Les Back, Paul Halliday, Caroline
Knowles, Antonio Genco, Simon Rowe, Manuel Vazquez
and Jane Offerman for their involvement and support
without which this workshop would not have been possible.

Street Photography and Social Research: 
Brick Lane Re-Visited
Charlotte Bates

Reflections by Adrian Harris

Working with the Medium Format Camera was harder
than I imagined simply because many people seemed
reluctant to be involved. Several factors contributed to
this. Because we'd set up at the less 'trendy' end of the
street, there were mostly locals going about their
business, many of whom had English as a second
language. We also chose to be on a side street, so
weren't as noticeable to passers-by. While we achieved
our intention to minimize obstructive disruption and
be more in the community, this made interaction
harder. We always had to go out and invite people,
rather than them being drawn by curiosity to us. The
time it took to make a photograph had some
advantages in that it gave us time to interact but we did
lose people who were waiting for their turn. I
occasionally felt a hint of impatience from our portrait
subjects as light levels were measured, lens cocked, light
re-checked, and then the whole process repeated as we
made a second exposure to be sure we had a good
image.

Wandering the street asking people more casually if I
could ‘take a photograph’ with my digital camera was
much easier. The immediacy of the encounter meant I
didn't need to interact so much as with the medium
format equipment, but the option was always there and
occasionally I took the opportunity to chat. I used my
usual documentary photographer approach: Ask if it's
ok, chat a bit, then back off to make the image, though
I'd take one shot straight away if they were posing.
Usually I'd sit back for a while until, half forgotten, I
could make a more 'natural' image. After a few shots of

FINAL_Street_Signs_January2009.qxd  9/12/08  17:38  Page 16



street signs : spring 2009

page 17

random people I found 'interesting' I felt the need to
structure my approach more, so decided to photograph
stallholders. This felt more satisfying as I began to see
patterns and relationships between the layout of the
stalls, the goods they sold and the stallholders
themselves.

Notes from Behind the Scenes by
Isaac Marrero Guillamón

This sequence attempts to 'bring into the picture' one
of the things I found most interesting about the
workshop: the relationship between the in-frame and
the off-frame. The large format Polaroids provided by
themselves a very limited output of the dynamics
involved in their production. Putting one of them next
to a shot/counter-shot of the 'making of' was a simple
way of introducing various key issues.

First of all, the three-image sequence points at the
weight of the machinery and the labour needed to
operate it.Taking a picture with a 4x5 camera is a fairly
complex procedure; it is far from immediate. Each task
(framing, focusing, light metering, loading film, shooting)
requires a certain time and, most importantly, re-
inscribes the technology involved in the process.
What's been, to a great extent, effaced by digital
photography the large format camera brings back. We
somehow rediscovered the intricacies of measuring an
ever changing light, framing and focusing an upside-
down and not so clear image, and using Polaroid film.

For all that to happen a number of agreements had to
be reached: On the one hand, the collaboration
between us went further than sharing the technical
tasks: first of all we had to decide about location (this
or that side of the street?), framing (full, American?),
depth of field (maximum, minimum?) and who we
wanted to photograph (a certain 'kind', everyone who
wants to be photographed?). These decisions shaped
the basic structure of the pictures and represented, to
a certain degree at least, our intentions as
photographers. On the other hand, we had to negotiate
with the people to be photographed: we had to tell
them about the project, they had to give us consent and
sign a form.

Once there was someone before the camera, ready to
have her or his portrait taken, the situation became a
sort of social event.The old, big, heavy camera sat on a
tripod surrounded by a team of photographers
produced interest and expectation among passers by.
Conversations emerged.The taking of photographs was
starting to become making.

I think, however, that we lacked the time to engage in a
true collaboration between the photographers and the
photographed. In fact, I would have liked the distinction
between the former and the latter to be irrelevant. I
would have liked to agree upon the camera's location
and framing, maybe give the shutter to the
photographee. In my opinion, engaging in a more
extensive process of cooperation would be relevant
both for making street portraits and producing images
with a larger potential for research. If we were able to
truly alter our perspective and expectations in the
process of negotiating a portrait I think we would be
one step further towards images that represent the
kind of encounter we were interested in.

Ghosts of Brick Lane 
by Jo Sanderson-Mann

I have chosen this image because it shows passers by in
Brick Lane, people moving, perhaps with a suitcase, it is
not possible to see them clearly. My aim was to listen
to people's stories. I took photos, I talked to people,
but I did not really get to know them - the encounters
were transitory. In fact I was a tourist in Brick Lane. To
attend the workshop, me, my husband and my son
travelled down to London and stayed overnight, and
we saw the sights on Saturday. On Sunday while I was
in Brick Lane my husband and son carried on sight
seeing. I felt that there was a parallel between what
they were doing and what I was doing in Brick Lane. It
was perhaps not a coincidence that I was drawn to
photograph people who were also tourists, people
who did not live there. Brick Lane was a spectacle,
something strange and unfamiliar, and my presence
there was a one-off, perhaps theirs was too. The
photos I took were of people who were there for
pleasure, there was a strong sense of having a ‘day out’,
and each time I took a photo it was an encounter with
two foreigners, them and me.
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What I learnt from my team mates
and from my mistakes 
by Craig Owen

Beccy seemed to have a skill for weaving in and out of
the rush of human traffic filtering up, down and across
Brick Lane. She skipped from one side of the street to
another in order to investigate and photograph
someone or something that interested her. I saw
Beccy talk to and subsequently photograph a smart
looking old man who was standing in a doorway
smoking roll ups. I also listened to Beccy engage in
cheeky banter with two self identifying 'Del Boys' who
proudly proclaimed they had been selling carpets from
the same stall on Brick Lane for 15 years. Introducing
the purpose of our project, showing these people the
LCD screen to allow them to view the photos and
inviting them to talk about their experiences of Brick
Lane, Beccy was able to develop positive relationships
that enabled us to later return with the Victorian
camera and photograph these men again. I was
thoroughly impressed with how social and fun Beccy
had made urban photography appear.

In comparison, my experiences were rather dire.When
passed the digital SLR camera my first concerns were:
“How do I wear the camera strap, how do I hold the
camera, what do I do with all these buttons and how do
I possibly get comfortable?” Seeing the exasperated
look on face my other team mate Charlotte came over
and provided some much needed assistance. With
encouragement I approached two young men who
were sat casually on their Jamie Oliver style mopeds.
Dressed in ultra trendy clothes and flaunting highly
styled haircuts I was sure they would make good
subjects for a photo. I introduced myself and almost
immediately dropped into the conversation a
disclaimer about my lack of skill with the camera.

The lesson I have drawn from these experiences is that
the skill and experience the researcher has with
particular methods has significant implications for their
identity as a researcher and for the processes through
which the research is crafted. Finally, visiting Brick Lane
has shown me that if I wish to improve my skills as an
urban ethnographer I must continue to learn in
practice and by practice.

Polaroid Portraits
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Who is the photographer?
by Sireita Mullings - Lawrence

There is something interesting about the multiple
authorship of a photograph. Indecisive as to its
importance, the question of who is the photographer
became apparent whilst a participant of the Street
Photography and Social Research workshop held in
Brick Lane. Having formed our groups, one digital
camera per group with the exception of a few people
who brought their own cameras we set off to
document life in Brick Lane.The way our group worked
to compose, capture and create the images was as
though we were a team who had worked previously
for an extended period of time. Each person fell into
roll, sharing methods and ideas. Ensuring each
suggestion was considered and each member given the
chance to exchange positions experiencing what
another would do to assist in image creation.There are
some key silent sounds in the orchestration of an
image.When we read the final product we often don't
hear the verbal making of the picture.

Small Stories 
by Lisa Mckenzie

The first two guys we met were Billy and his friend
Mick who were sat on a doorstep. As soon as I saw
them I knew I wanted to chat with them. Mick was
probably in his sixties and was looking dapper wearing
a cream safari suit, cravat, and matching hat, with a pair
of good leather oxford brogues which he told me he'd
bought from an old shoe shop round the corner called
Blackmans, one of the few shops still on Brick Lane
from the 1960's. Mick was proud that he was a real
'Eastender' and had been coming to Brick Lane market
every Sunday since he was a kid. His friend Billy was
from Glasgow and was wearing a Che Guevara T-shirt
and bright red plastic glasses. They were both hanging
out on the market and lived in a hostel close by.When
we took the picture Billy really posed and enjoyed the
attention, whilst Mick sat unassuming on the step 'in his
finest'.

There was a wonderful woman called Dorothy who
told us she was 76. When we asked if we could take
her picture she was delighted. She wanted to show off
her earrings which were purple flowered diamantes,
and she told us that she had matched her whole outfit
around those earrings. She was wearing a lovely purple
flowered dress and matching necklace, and was off to a
tea dance. Dorothy told us that she went to tea dances
every Sunday on the bus and had always liked to dance
- 'in her younger days' she had danced at the Lyceum,
Astoria, and Café de Paris, but they had all closed now.
She said that people had often asked to take her picture
at the tea dances but had rarely sent them on to her as
they promised.

These stories may seem unimportant even trivial to
some, but these are the typical small stories that were
recounted to us that day, they were literal snapshots of
life, lives that few are interested in, unless as
researchers we are studying the effects of poverty, or
family breakdown, or how gender and culture
interrelates, or some other wider and important issue
we need everyday people's interpretation of. How
often do we just talk to people without wanting to
make some inferences on the bigger picture? What I
took from that day is how important small stories are.
I agree with Les Back in his book The Art of Listening that
urban sociology is about getting out, meeting people,
and engaging in everyday life.

“Excuse me do you mind if we take a quick picture of you?”
“Look at the look on his face…we need to get a shot!”
“Do you mind if we stand over here so that the sun is behind
us?”
“Those cookies look nice.”…“More like artificial, lets take a
photo!”
“Could you stand right there so we could just take your
picture?”
“What about them do you think they will mind?”
“Yea you can take my photo if you want…will social services
see my face?”
“I'm gonna grab that bloke with the strange hat?”
“Ahh aint that sweet, let's grab that couple over there and
ask them if they will have us take their photo?!?”

Nuances of creatorship can be heard amongst the
utterances of the photography team on the pursuit for
interesting life in Brick Lane. In a non specific order we
would often use the walk, look, listen and shoot tools,
collectively making suggestions about interesting
people or situations. In many instances subjects helped
to construct the photograph as they offered
themselves for photographing or made reference to
things they too found interesting. The act of
photographing seems to present, reinforce and
question; interests, personalities, the obscure, the
familiar, the other, the sadness, the painfulness, the likes
and dislikes. Seen through a collection of viewpoints
and various frames of reference leaving the images to
capture our gaze whilst making an enquiry into, “who
is the photographer?” 
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project of Amanada Currie. Inspired by the 1975
mayoral project of Ravio Puusemp in which the artist
managed to become successfully elected as mayor of
Rosendale, New York, a small town of 1,500 Puusemp
implemented radical water supply and sewage changes
as well as uniting the community through collective
participation. He eventually resigned on completion of
the project - a move which saw the community upset,
yet impressed, with his work. Puusemp's tale is not one
of few. Many times before has art come into play with
bureaucratic change. Currie on the other hand had no
qualms about admitting her incentive. Her interests in
The Artworks Programme website are listed as ‘viewing
public art as an ideal platform’, simply a way to
communicate ideas stretching beyond the usual gallery
protocol. The use of the word public in any shape is
always problematic. Currie’s work presupposes a
public and the realms with which she determines her
art interactions into a community setting. Curries
project looked at building an orchard or allotment with
the community of Gorbals. Unlike some of the more
aesthetic interventions that found their way into The
Artworks Programme, the allotment project by Currie
looked at crafting something more indelible - the
cohesion of community through a collaborative effort.
Working with the community from design, to final
completion and then to nurture and growth, Currie
looked at how she can truly be useful to this particular
moment of regeneration. This could be seen as a
curious move, the alignment of artistic practice against
social practice has, since the minimalist understanding
of institutional critique become a very well trodden
path.What is truly at stake when comprehending such
a close connection between practice and community?
In her 2006 take on Claes Oldenburgs I am for an art,
the artist Carey Young mimicks Oldenburgs sentiments
with her own understanding of her practice

“I am for an art that does not aspire to be a cure for
alienated humanity...”

I am for an art...(after Claes Oldenburg)
(Carey Young 2006)

By placing Young's stance on her own art production
next to the Currie allotment project a very
contemporary idiom begins to shine through - that of
arts awkward relationship with societal concerns.

The Gorbals district on the south bank of the river
Clyde is an area of mixed Irish Catholic Jewish decent.
Predominantly working class, it has long had a
reputation for being a slum area. It has suffered several
different attempts at clearance, with the most notable
happening in 1866 by the City Improvement Trust.This
was then overshadowed by a 1960s rebuild, which, like
many enclaves of urban regeneration, saw the tried and
tested mark of modernism scalding the Gorbals
district with concrete high rises designed by Sir Basil
Spence. In its wake an area feverish with crime and
keen for re-management emerged. The Spence tower
blocks were removed in 1993 with further demolitions
arriving in 1994. Any remaining high rises were either
re-clad or refurbished with most of the surviving
victorian terraces reconfigured and surrounded with
new builds. Art has found a place in amongst this last
phase of regeneration as a signifier of the new dawn of
city re-management. More and more art in the public
realm is becoming inextricably linked to the reality of
contemporary regeneration, something that
governmental procedure is not totally unaware of.
Most London local authorities have a by-line on art in
the public realm within their unitary development plan
(Local Area Framework) and with new strategies such
as Percent for Art becoming popular schemes for city
management. Between developers and local authorities
it has now become very clear that art is part and
parcel of the formation of new space from the old.

From 1999 to 2005, The Artworks Programme
commissioned 20 artists to produce work within the
Gorbals district, leaning on the pre-existing Spence
architecture as well as taking inspiration from its
history and previously demolished buildings. Like the
MUF art strategy currently being played out on the
Greenwich Peninsula, The Artworks Programme used a
moment of urban change to surface art production.
Pioneered by artist collective Heisenberg consisting of
artists Matt Baker and Dan Dubowitz The Artworks
Programme's website alone extensively understands the
all-encompassing approach needed for such an
integrated relationship to be built between artists,
community, building, developer and council. It isn't an
easy relationship, and often finds confusion over
cohesion. The debate is how can art remain truly
autonomous when shifted into the spectrum of
regeneration? Within the Gorbals strategy is the

Why is it so easy to place art and 
regeneration in the same sentence?
Sophie Risner
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Young's stance would not have her helping a community
to build a thriving allotment, yet Currie’s decision to
manifest a discipline from this involvement loosens art’s
own ability to form an active critique and remain
completely autonomous. The tricky objective is that
Currie actively sought to place arts position as social
healer, as almost a social worker. Her project is not
strictly functional in terms of defining an objective
reality on the process of regeneration under way in the
Gorbals district, yet it serves to function as a coming
together of the community. In essence art by-passes
critique and finds itself as a state of mending and
repairing. By seeking to distance herself from the
information that her practice concerns,Young attempts
to form a more thorough discussion with what it is
exactl, that comes from building a social relationship or
social practice. This is not to discredit Currie. In
context both ideas are interesting as they shift the role
of art into a new dimension and make for a different
attack on the understanding of social space.

To bring this to a more current relevance it can be seen
that the recent regeneration of the Greenwich
Peninsula finds a community-centric art involvement in
place from the outset. Dancing on the Peninsula which
was held on July the 10th this year, looked to combine
choreography from Temujin Gill, a local dancer in
residence, and over fifty local children from the
Millennium and Halstow Primary Schools. This work
boasts site specificity and explores current themes of
sustainability, regeneration and the natural and built
environment. In a bid to re-surface this through Currie’s
exploration, there is a tried and tested navigation of
understanding site, collaboration with local people and
discussion on the very terms at play. Art in this case has
come to serve as signifier for regeneration. Whilst
Rachel Whiteread’s House, 1993/94 was criticized for
aesthetically being too close-to-the-bone in terms of
art being a signifier of regeneration. A mere 14 years
later and art (found in the public realm) has become
almost only about regeneration .

This has changed art’s place within the spectrum of the
public sphere and made for a different approach to
practice; collaboration here becomes key to defining
the local area. Consultation and obvious relationship
building between artist, site and community tragically
become all too important when crafting projects

outside of the institutional framework. Risk thus
becomes shredded in time. Does an outside project
have to baer resemblance to the outside space it
inhabits or can a different pattern arise, re-defining
how art negotiates the tricky terms of regeneration?
What can be justified from these various integrated
practices is that art as a moment of critical practice of
the concept of urban regeneration is still an incisive
product with which to develop a discourse on the very
subject of regeneration.

'In the end, I contend that conflict, far from the ruin of
democratic public space, is the condition of its existence'
(Rosalyn Deutsche Evictions: Art and Spacial Politics
1996)

Both Currie and Young look towards establishing
modes of operation with democratic public space.The
very nature of democratic space makes for both a
physical and theoretical realm that looks more and
more towards art as a negotiator of critical best
practice. This can only be a good thing in terms of
relinquishing art from the bowels of institutional
production. Whilst it comprehends art’s growing
importance within the public realm, it also clarifies it as
one of the more challenging ways with which to
vocalize the conflict that arises when going about the
problem of regeneration in the public sector.
Deutsche goes on to look at how this is beneficial,
while legitimating urban conditions as inevitable. Less
does art find itself the demon of the public realm but
more the public realm demonizes itself. A critical shift
that sits positively for art’s future inclusion in such a
fruitful debate.
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In hiding, on display
Helena Holgersson

And there we were, on bar stools in the display
window of his favourite café inside Nordstan, a
shopping centre in Göteborg, the second largest city in
Sweden, laughing. Looking back I realize that when I had
called him on his mobile phone the week before to ask
him if he wanted to take a walk with me at a place of
his choice, I was expecting him to bring me to some
part of Bergjön, the neighbourhood were he had been
staying during the year when he had been at risk of
being deported. In the interview that I did with him
back then, in a small room at a local voluntary
organisation, he had told me that he would rather not
leave this area. In the map that he drew of ‘his
Göteborg’ on this occation ‘hem’ [home] was the
central node.

Despite this he regularly travelled throughout large
parts of Göteborg. In order to raise money for the rent
he collected empty tins along the tramlines together
with his parents and his younger sister. “I think I'd
rather not be seen”, he told me, “but I have to”. Most
of the places he included in his map are tram stops.The
exceptions are ‘kyrkan’ [the church], ‘biblioteket’ [the
library] and ‘Ica’ [a grocery store], which are all located
at a walking-distance from the family's apartment.
A few weeks before our meeting at the café I had

received a joyful text message from him simply saying
“HI! WE'VE GOT OUR RESIDENCE PERMIT!”.
Consequently, when I contacted him about the walk I
was very curious about how he would relate to
Bergsjön now that he did not have to hide from the
police anymore. In my PhD thesis I look at how non-
citizenship is articulated in urban space. However, he
immediately suggested that we would meet up at
Drottingtorget, a square right next to the central
station, and then go somewhere for a coffee.

When I arrived he was already there, waiting at the
newsstand. I spotted him from a long distance away.As
I came closer I noticed that he was wearing new
glasses. Chatting, we started to walk towards what he
described as his favourite café, which turned out to be
located well into Nordstan. He preferred the seats in
the display window he told me,“so that you can watch
the people passing by”, and we sat down there, doing
just that. Soon we found ourselves just smiling though.
How could we not? The symbolism of it all was
overwhelming.
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[From a project looking at place and belonging in the
lives of young homeless people.]

We sit in a circle on the floor around the map that has
been backed on white paper. The map is of London,
'Eastenders!' is the first reaction of a few of the young
people. They seem unsure about what they are
supposed to do. Me saying “Draw a map of your
London”, doesn't seem to be helping. I explain that first
we are going to draw our own maps, especially thinking
about safety and danger and then plot those personal
maps on the big communal map. Kirsty takes a post-it
note, writes 'Swag' on it and sticks it on Clapham
Common. More silence. I start to worry, but then
people begin drawing.

Marcos scribbles North,West, East, South on his paper
and writes 'Crackheads' on East, 'Over gangster' on
West, 'Dickheads' on North. But then he starts to write
on the big map 'Smoking spot' in Regents Park, he
marks a hostel he used to live in. Nicola also draws
North, East, South and West on the edges of her paper
but carefully. She then fills it in. NW1 is her 'adopted
home' the first place she came to when she moved to
London. In the middle is central (Soho and Oxford
Street) at the bottom is Victoria and a picture of a
house with a chimney and smoke coming out of it
'where I live'. East London is marked 'Weave' (she used
to get her hair done there). Kelly says she can't draw
and that this exercise is making her feel 'disabled'. She
removes herself from the group. I think she has
abandoned the task but actually she sits away from the
group with another worker and draws a neat map of
the bus route that goes from her house to the youth
centre. She names all the tube stops, Holloway Prison
and churches. She lines the route with trees and bins
(“because you always get bins next to bus stops don't
you?”). She is keen to take home 'the original' but
allows me to take a copy. She won't even let me take
the map to the photocopier on my own, 'It's my work.
I'm an artist.' Marie also takes herself away from the
group and comes back with a map of Victoria. Copying
her map onto the big map, she labels Victoria 'a peaceful
place' and adds “I got lost [the first time] I tried to find
Victoria”. She draws in the Channel 4 building, shops
and churches naming 'Costcutters', 'Tesco', 'Pizza' and
'Greggs'. She also draws buses naming them by their
number and destination.

Kirsty's map points out places from her past, relating
to drugs and the arrests of her friends, she elaborates
on the post-it note comment, Clapham Common is
'Swag Endz - bad experiences happn'd there'. Saba says
she is too new in London to do the exercise, I say she
should just put down the places that she knows. She
draws a very faint map of her hostel, Euston and the
youth centre. Between the hostel and youth centre is
a figure, signifying that she walks between the two.
These tentative markings of a newcomer are drawn so
faintly that someone writes over them by accident.
Nicola on the other hand, draws all over the big map
pointing out a good Portuguese café here and a place
to get cheap piercings there. Others recall stories that
happened in places. “On Notting Hill Carnival Day me
and Kirsty had to stop at the toilets at Liverpool street
coz I had a bad tummy”. Kelly comments that she hates
Camden because she once saw a man with horns
there. She adds to the map “I hate Camden coz of men
with horns”.Those who draw all over the map contrast
with Michael who takes great care in finding 4 points in
South London. He marks them with stars and then
joins them up. When asked what it means he replies
'my territory'.

The maps when put together rub each other up the
wrong way. Someone has scribbled over the Arsenal
ground 'Lidl' which is corrected by John who proclaims
it 'the best football team in Britain'. There is much
consternation over the labelling of East London,
especially Hackney. The map only extends so far and
arrows have to be written off to the side to other
places, Rochester prison, Kent, Enfield. Both fun and
painful experiences are marked on the map and the
difficult relationship between feelings of territory and
dislocation is summed up in someone's comment, an
arrow pointing to somewhere in East London reading
'Home Sweet Home (not)!'

‘Home Sweet Home (Not)’
Emma Jackson
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Tourism, Inbetweeness and Teotihuacán
Jeremy Clouser

acceptance.This inbetweeness can often lead to absurd
situations and a rather tragicomedy exocitization of
the 'other', as is aptly shown in the 'Dani' photographic
project by Susan Meiselas (2).

For me, this inbetween feeling is heightened when
visiting a designated tourist destination, especially
ancient ruins. To truly say that you've been to Rome, it
is assumed that you will have paid the obligatory visit
to the Coliseum. What would your friends say if you
went to Athens and you didn't visit the Parthenon? The
layers of the palimpsest at these destinations can be
overwhelming and visiting these sites does help one
get a sense of history and to put that history into a

The desire to explore and have new experiences is a
prime motivation for traveling to new countries and
immersing oneself in a different culture. Being a tourist,
places one in an in-between situation. As our world
becomes more and more homogenized we are told to
seek out the 'real' of a particular place. This is amply
demonstrated by TV shows like No Reservations by
Anthony Bourdain, where eating how the locals eat
allows you to identify yourself as a local(1). However,
without truly understanding the language or being
aware of unspoken cultural indicators, a two week
holiday somewhere, will always leave one floating in
limbo between wanting to be a genuine member of a
particular culture, and the impossibility of full
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In the photographic images I made, my focus was
drawn time and again to a modern necessity, the
rubbish bin. The fact that no matter where we are, we
are continually producing waste (and waste that will be
around for generations to come) is something that is a
striking contrast with an ancient society whose
'lifestyle' (and waste) was essentially 'organic'. This
dichotomy is where the inbetweeness of travel and
tourism lies and it lends itself perfectly to
photography's ability to record and memorialize the
'real' of a particular time and place.

As an Australian/U.S. citizen who has now been living
in Mexico City for over three years, this inbetweeness
has become internalized and is something that I deal
with on a daily basis. But above all, perhaps the most
important thing I've learned is that after seeing the
juxtaposition of grand pyramids and seemingly
inconsequential rubbish bins our contemporary
society needs to create societal remnants that will be
as celebrated as those left behind by the Aztecs and
other ancient civilizations.

References:
Goffman, Erving. The Presentation of Self in Everyday Life
Penguin Books: New York, 1990.

(1) In each episode, the former chef,Anthony Bourdain, chooses a
country that he thinks would be interesting to visit. In the
beginning, he seemingly knows little about these countries, and he
proceeds to explore the culture through the food of the 'common'
person and in the process gaining an understanding of what that
country is 'really' like.
www.travelchannel.com/TV_Shows/Anthony_Bourdain 
(2) “In this subjective, fragmentary history, Meiselas draws from the
experiences of missionaries, colonists, anthropologists and
modern-day ecotourists, all of whom have come to the Dani's
Baliem Valley [Papua New Guinea] and transformed the conditions
under which they live.The ambiguous relations between power and
representation - whether in the form of Dutch colonial patrol
notes from the 1930s, the sensationalized media accounts of the
survivors of a downed U.S. army plane in "Shangri-La" from the
1940s or a tourist's snapshots from the 1990s - become visible in
Meiselas's book, through both the contradictions and unexpected
continuities of the gathered materials.” Quote taken from the
book's synoposis.
store.magnumphotos.com/index.php?main_page=product_info&pr
oducts_id=2029
(3) This is evidenced by the number of photos of visiting
performers, celebrities, dignitaries and/or politicians that are taken
in these places and that appear in the social pages of the local
newspapers.
(4) This could be put another way, “through the prism of my
Goldsmiths education”.

present-day context. But doesn't an almost blind visit to
these sites only enhance that nagging feeling of
inbetweenness?

Like Greece and Italy, Mexico is a country with a
plethora of ancient sites, with many of them once
playing host to thriving metropolises. Alas, today, these
once mighty cities have been reduced to (or built up to
be) carefully preserved ruins and primarily tourist
attractions or places of archaeological research. An
example one such place is the ancient Aztec city of
Teotihuacán. Teotihuacán, along with the Zócalo
(Mexico City's central Plaza), and Frida Kahlo's Casa
Azul, are all obligatory tourist destinations for visitors
(3). After visiting these destinations 2 or 3 times whilst
playing host I start to ask my self questions.What role
does the ancient play in contemporary society? What
does it mean to visit these spaces? How am I to behave
in a place as old as this? What can I learn from being
here? 

Like most things in life, one's answers are based on an
individual perspective shaped by lifelong formal and
informal learning. I try to find answers to these
questions by allowing myself to be transported back in
time and imagining people going about their daily
business; cooking, praying or, perhaps, procreating.
However, my envisioning of the past is continually
influenced by the way that I'm reading the space (4). It
is extremely difficult for me to get past my recognition
that the place where I find myself standing was once an
urban center that could resemble a contemporary city
in complexity, yet it is has taken on a completely
different form, exuding a cemetery-like calm that which
makes me feel hushed and reverent for times past and
the people who had their hearts ripped out while alive
to appease various gods.

As to figuring out how to behave, like most social
situations, the guesswork is taken care of by observing
others in close proximity and following their lead
(Goffman, 1990). One is rarely alone in these spaces,
there are always other tourists, hawkers of souvenirs
and park officials.We are given plenty of opportunity to
gather clues to combine with our knowledge of
previous experiences in order to act appropriately.
One's behavior is further modified by signs and
strategically places barriers guiding movements and
actions. The message is; stay on the path and enjoy
yourself responsibility. By being aware of these things,
modernity keeps creeping into my imaginings of times
past. It is in this constant mixing of history and the
contemporary from which this series of photos
emerges.
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What is British?  
Michael Wayne Plant

particular, a specific person, event or place. As an
artist, I work using photography to explore the social
landscape using a documentary style that explores
notions of identity. By creating imagery that retains
the person within the landscape and social setting, it is
possible to understand more of the sociological
context within which the subject lives. Supplying visual
clues to their identities are not only what they are
wearing, their accessories, or hairstyles but also their
ethnicity and their physiognomy. This then makes it
possible to use these outward signifiers to allow us to
make assumptions about identities.

My photographs are influenced by the work of Robert
Frank, Gary Winogrand, William Eggleston and Paul
Graham, photographers who chose to use
photography as a means of personal exploration of
their social milieu.

The project What is British? is currently ongoing.There will
be an exhibition in April 2009 at Departure Gallery
(http://www.depart.in/).

References:
Sardar, Ziauddin (1998) Postmodernism and the other.
London: Pluto Press.
Sassen, Saskia (2001) The global city; New York, London,
Tokyo. Princeton: Princeton University Press.
Bauman, Zygmunt (2004: 38) Identity. Cambridge: Polity
Press.
Beck, Ulrich & Beck-Gernsheim, Elisabeth (2001)
Individualization. London: Sage
Bauman, Zygmunt (2001: 151) The individualised society.
Cambridge: Polity Press.

The What is British? Project arose out of a desire to
explore identities found and encountered within a
limited urban area. From a sociological point of view I
wanted to explore in photographs notions of British
identity. However to do this on a scale that is
economically feasible and practical would not be
possible within that time frame and financial resources
that were available to me. I decided that by limiting
the area to within approximately one mile of the
Rotherhithe tunnel in the East End of London, this
would give me an area that was both economically,
culturally and ethnically diverse enough that it would
allow me to make a start in examining contemporary
British identities.

While notions of identity have far ranging
consequences for the individual, recent postmodern
conceptions of identity have implications for all
members of societies globally. Post-modern
interpretations of how the ‘other’ is seen within
societies (Sardar, 1998) and boundaries that are
created and maintained, all affect how differing
identities are perceived. London is a city that has
undergone rapid change from an industrial city at the
centre of a global empire in the nineteenth century, to
the current global city as defined by Sassen (Sassen,
2001) which de-industrialised while becoming a global
hub for the finance and banking industries. The East
End of London has been at the centre of this change;
developments have dramatically altered the area’s
urban environment.

Using photography to study various identities can help
define who has access to the many varieties of urban
space available within an area.While some people get
to choose their identity, others have their identities
forced on them by their circumstances (Bauman,
2004:38) We live in a society where community has
been under threat by a process of individualization
(Beck/ Beck-Bernsheim, 2001) leading us to assert our
own individual identities. This renders our common
sense of community redundant. With identities
becoming surrogates of community (Bauman,
2001:151), the possibility of overcoming communal or
social misfortune gets negated as individual trouble or
strife. Photography, by its nature, looks at the
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How to walk though a street

Outside Lehman Bros

Worlds apart
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confined to townships on the urban edge. Since the
late 1980s, though, almost a million (mostly Xhosa
people) have settled on the city's outskirts, many in
the township of Khayelitsha.These vast slums of tiny
houses and tin shacks stretch as far as the eye can see,
across the fragile dunes and seasonal wetlands of
Cape Flats. In some areas, over half the adults are
unemployed, while more than 35% are infected with
HIV/AIDS.

But the Cape Flats is also part of the Cape Floristic
Kingdom, and has a rare, lowland kind of Fynbos, with
perhaps the world's highest concentration of
endangered plants.Yet, to the new arrivals, it looks like
'scrubland' - an ideal place to put up a makeshift
home. “How do you look after biodiversity in a
context of extreme poverty, where local communities
have little history of involvement in conservation?”
asks Tanya Goldman, Project Manager of Cape Flats
Nature, a partnership project between the City of
Cape Town, the National Botanical Institute, the Table
Mountain Fund, and the Botanical Society of South
Africa.“This was the challenge for our project.” 

One response, she explains, is the City of Cape Town's
Integrated Metropolitan Environment Policy (IMEP),
adopted in 2001, according to which “there doesn't
have to be a choice between environment or people.
You can protect the environment in a way that
supports peoples' needs.” At the heart of the IMEP is
a Biodiversity Strategy, implemented through a
network of 261 areas that should preserve a minimum

Cape Town explores new ways to conserve its unique floral
heritage in the face of exploding poverty and urban sprawl

Behind the romantic names of some of Cape Town's
'townships' (suburbs for non-white populations under
apartheid) poverty and violent crime are rife. Soft-
sounding Lavender Hill is not somewhere a white
Capetonian is likely to set foot - and certainly not a
place he or she would want to get lost at night.Yet, a
few hundred metres away, down a surprisingly quiet,
tidy street is the Rondevlei Nature Reserve. Once
inside the gate, a haven of tranquil beauty opens up.A
kingfisher dives off a tall reed; pelicans, spoonbills and
pink flamingos mass on the banks of a vlei (lake), and,
as night falls, a couple of hippos rise like submarines to
wallow and graze. “I'd come here with my granny for
the weekend,” says my guide.

Cape Town has become a city of sharp contrasts like
this, where 'urban' and 'natural' worlds often coincide
- or collide.Table Mountain, the spiritual and physical
heart of the city, is slap in the middle of business and
up-market residential areas.Yet it is home to Fynbos
(pronounced fain-boss), a unique vegetation, and the
main component of the Cape Floristic Kingdom - the
world's richest, and geographically smallest, floral
kingdom (plants confined to a geographical area).
Some 9600 species can be found in an area the size of
Portugal, 70% of them endemic (found nowhere else),
while 1406 are listed in the World Conservation
Union's (IUCN) Red Data book of endangered
species. The mountain's 57 km2 alone boasts about
1500 species. Just for comparison, one of the five
other floral kingdoms - the Boreal Kingdom -
comprises the whole of the northern hemisphere.

The proximity of what some claim is the world's
hottest plant biodiversity 'hotspot' to an urban area
poses obvious conservation problems, especially given
Cape Town's open access policy to its national park -
which means no fences and few pay points. But these
'urban nature' conservation challenges are multiplied
many times over by an explosion of economic
migrants from the rural Eastern Cape in search of
jobs, arriving at a rate of about 45,000 every three
months. Under apartheid, black Africans were not
allowed to live in central Cape Town and were

Environment: urbanisation and biodiversity
Bringing a hotspot in from the cold
Peter Coles

Khayaletscha
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of Cape Town's unique biodiversity. These sites range
in size from traffic islands a few metres square, to
whole stretches of coastal dunes - many are on the
Cape Flats. For the moment, Cape Flats Nature is
concentrating on four experimental sites among these.

One of them, the 37-hectare Edith Stephens Wetland
Park, surrounded by poor townships, is a modest start,
but a success all the same.“The City has started to get
the message that they won't find support for
conservation in the Cape Flats by fencing people out,”
says Tanya Goldman. “Sustainable conservation
management has to win the hearts, involvement and
understanding of the surrounding communities.” Two of
the other three pilot sites are more of a challenge,
though. Both the Wolfgat Nature Reserve and Macassar
Dunes are isolated no-go areas, sandwiched between
Khayelitsha and deserted beaches. Spectacularly
beautiful, and studded with arum lilies, they are also
where gangsters dump their victims, and are being
encroached on relentlessly.

Isoetes' last stand

The Edith Stephens Wetland Park, just outside Cape Town, is a humble 37-hectare patch of land bounded on
two sides by roads, and a township bursting at the seams, on the third.At the heart of the park is a 3.7 hectare
patch of seasonal wetland, donated to the city's Kirstenbosch Botanical Gardens by an eccentric patron in the
1950's. It is the only surviving habitat on the planet for a kind of fern, Isoetes capensis. “The first response by
conservationists,” says Zwai Peter, the Park's communication officer, “was to fence it off to keep people out.
But fencing is ideal material for informal housing. It wouldn't have lasted two days.” Rather than keep local
people out, he explains, they looked for ways to get them involved in conservation in ways that were meaningful
to them.“We turned the question round,” he says,“asking: what are the social challenges that we can relate to
biodiversity?” 

Employment was an obvious starting place. So, after painstaking consultation with local people, the project
recruited youth from the surrounding townships to clear the park of alien invasive species.An old farmhouse
was turned into an environmental education centre.A bird-watching hide was built, and children encouraged
to help monitor the birds, rather than hunt them. A medicinal garden has been planted with help from
traditional healers, featuring plants that can be found locally.There's even a picnic site, although alcohol is not
allowed.

“This used to be a dump site, and a place gangs would meet,” says Zwai Peter.“Now it is a place of tranquillity
and recreation. Local people realise they don't have to spend money to go to Table Mountain to see nature.”
With 300 visitors a week,” he says,“we're winning the battle; but we should be getting more.”

While Cape Flats Nature is working with traditional
healers at Macassar Dunes to grow medicinal plants
between the shacks and the dunes - to act as a buffer
against further sprawl, Brett Myrdal, Manager of Table
Mountain National Park has a more controversial
proposition - housing. He wants to see “a middle class
community from the townships overlooking the
coastal area, and thus providing protection through
line-of-sight.” But he says,“environmentalists don't see
housing as part of a conservation solution.They see it
as a threat.” In the end, though, both may be right.
Across on the north side of the city, luxury houses
costing up to 3 million Rand ($400,000) jostle for an
unspoiled view over the beautiful coast and dunes
around the Blaauwberg Conservation Area (BCA).The
City planning department forecasts that 500,000
people, of all income brackets, will be living around the
BCA in the next 20 years or so.
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spaces. In a sense then, as Joe Moran describes, the
office describes both a building and a particular work
culture.

So how do people live those workspaces in their
everyday? What kinds of relationships do we have
with them? As I sit and write these lines from my
office in Warmington Tower - the tallest building in
Goldsmiths College - the howling wind distracts me. I
feel quite lucky for having one of the best views from
'the tower'. I can see most of the London landmarks,
from the emerging 'cheese grater' to Battersea Power
Station. But I could also tell you that from my window
I have the best view of Sainsbury's, Currys and Tops
Tiles by New Cross Gate Station. Do I look at the
distance because of some romanticized idea of
inspiration, or is it a work/space that I have
constructed? Henri Lefebvre holds that ‘social space is
a social product - the space produced in a certain
manner serves as a tool of thought and action. It is not
only a means of production but also a means of
control, and hence of domination/power’ and that
every society produces its own space. We are
constantly (re)defining our spaces and laying out our
spatial politics through the mundane su/objects of
daily life. As we become more interconnected, both
as subjects with objects, but also globally, workspace
throughout the world has become increasingly
standardized; it is subsumed into a global corporate
culture thereby creating a tension between globalised
sameness and local inequality.

Is there a way in which we can read this tension? In
sharing similar office spaces (physical and cultural) do
we create a different space through our everyday
practices? I wanted to see how people understand
and construct their work/space. For this, I sent an
email to some friends, asking them to send me a
picture of their work/space: the framing was open to
them; and they could add any comments about the
kind of work they do, their workplace and so on.The
idea was to collate images from different kinds of
work/space and see whether we could map a
homogenous office that becomes (or is becoming)
through our everyday presence resulting in an
appropriation of that space.

It is perhaps not rare for anyone writing to experience
what is called 'writers block', which our 'trusted'
Wikipedia defines as a 'phenomenon involving
temporary loss of ability to begin or continue writing,
usually due to lack of inspiration or creativity'. As a
PhD student in the process of 'writing up', this is an
ever present phenomenon. Recently, I announced such
a 'block' via Facebook, and got all sorts of helpful
advise: go for a run, have a cup of tea, get some fresh
air, and so on. All of them involved me tearing myself
away from my desk. But how could I? I should at least
pretend that I was working, even though I was secretly
procrastinating [on Facebook], catching up on the
latest episodes of Gossip Girl (it's all research), and
emailing other equally bored people stuck at work in
their offices. In fact, the architecture of 'my' office,
allows me to give the appearance of hard work-not
least because of the piles of books and papers I have
all around me (oh yes, the symbol of the academic),
but also because Warmington Tower, which houses the
Sociology Department at Goldsmiths College, used to
be a residential building (halls of residence to be
precise) which now, as offices, have become a series of
isolated boxes connected by a small hallway. It
resembles the 'traditional' corridor offices. But the
great thing about WT is its view. And in the midst of
my writers block, unable to watch Gossip Girl for fear
of being caught by Hannah (my office-mate), I looked
out the window.

In an email conversation with a friend, I asked him
about his workplace. Seeing as he has a rather
confidential job, I imagined work spaces where these
secretive and very important tasks would take place.
As it turns out, it was not a Bond film. But this got me
thinking about the intersection of work and space;
about the ways in which we construct our workplace
(through objects, photographs, plants) and how the
office space creates a working experience (through its
architecture). I remember walking along the South
Bank in London where many of the offices at street
are very 'open plan'. Here, it is no longer open plan
just within the office, but to the rest of London.Their
walls are made of glass, and as I gleefully pass those
offices, I smile to myself. It's not me in there…
working, but I see myself in many of those office

Work/Space: a visual exploration
Yael Gerson Ugalde
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