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ABSTRACT 
 
In the context of growing concern for how to meet the United Nations 
Sustainable Development Goals and other challenge-led approaches, public 
engagement is deemed essential to addressing the complexity and uncertainty 
that these global issues present. However, this requires a consideration of how to 
best engage individuals, and how to make these issues relevant within local 
contexts. This research, therefore, interrogates how participatory artistic practice 
might serve to deconstruct global metanarratives of ‘wicked problems’ (Rittel 
and Webber, 1973) such as climate change to create a critical reflective space to 
examine the relevance of these issues within local contexts.  
 
To do this, this thesis adopts a practice-led approach, using three participatory 
works that address three central themes related to global metanarratives: place, 
situated:environments and participation. The research begins by establishing a 
framework for understanding metanarratives as spatially experienced within 
situated contexts. This framework draws together Massey’s (1991) definition of 
place as socially-constructed and the product of flows, with Soja’s Thirdspace 
(1996) in an effort to challenge the local-global binary and reveal the social 
imaginaries and situated knowledges that inform interpretations of place. Using 
Bourdieu’s habitus as the personal enactment of these imaginaries, the research 
argues for the need to create a context for individuals to discover their own 
narratives and entanglements in issues of concern, transforming from 
participants into active citizens. This requires a shift in how we think about 
participation, moving from project-based approaches to establishing long-term 
contexts, and recognising the variable roles that artists and participants play. 
 
This research, therefore, makes two principal contributions to the field: by 
applying an infrastructuring-inspired methodology drawn from Scandinavian 
traditions of Participatory Design, and through developing a unique toolset, it 
seeks to disrupt binary understandings of participatory art discourse by creating 
a context for ongoing participation and legacy of the works; secondly, on this 
basis, creating a useful platform to support the transformation from participant 
to active citizen. Taken together, these contributions suggest pathways towards 
engendering individuals and communities to better approach the wicked 
problem of climate change. 
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GLOSSARY OF KEY TERMS 
 
In addition to the detailed description provided in the Introduction chapter of 
my uses throughout this thesis of the terms participation, active citizenry, affect, 
and becoming, this glossary provides an overview of other key terms that are 
frequently used in the text. These terms often have multiple definitions and 
diverse understandings, and therefore require clarification. While I do define my 
use of these terms within the text, this glossary aims to assist the reader by 
clarifying at the outset my particular applications as they relate to my practice-
led research. 
 
Anthropocene:  The Anthropocene is a highly contested term coined by ecologist 
Eugene Stoermer (Haraway, 2016b, p.4) and popularized by Dr. Paul Crutzen 
(Malm and Hornborg, 2014, p. 62) as a proposition that we have moved into a 
new geological era characterised by the profound impact of human activity upon 
the earth. In Chapter 3 – Situated: Environments, I discuss alternative 
suggestions offered by different theorists to describe our current era. 
 
Boundary Object:  In my discussion of boundary objects in this thesis, I draw 
upon Star and Griesemer’s (1989) definition of them as objects that maintain a 
common identity, while also being responsive to local contexts. Boundary objects 
serve as a means of translation between different contexts. 
 
Citizen Science:  My use of this term aligns with Wiggins and Crowston’s (2011) 
definition of “citizen science is a form of research collaboration involving 
members of the public in scientific research projects to address real-world 
problems”. Wiggins and Crowston are informed by Cohn’s (2008) description of 
citizen scientists as amateurs who assist scientists in field studies, and Bonney et 
al’s (2009) description of citizen science as a process in which the public 
contribute to scientific projects by collecting data across locations. 
 
Citizen Sensing:  Citizen sensing refers to a practice by which citizens – often 
non-experts – employ digital sensing technologies in order to collect data in their 
communities, with the aim of sharing this data and taking action to address 
particular issues of concern (see Balestrini et al, 2017). As opposed to citizen 
science programmes where citizens gather data to contribute to existing, formal 
research projects, citizen sensing represents a grassroots approach to gathering 
and utilising data within communities.  
 
Climate Change:  This thesis uses the generally accepted understanding of 
climate change as the wide scale alteration of the Earth’s climate systems, in great 
part due to the burning of fossil fuels. I identify climate change as an example of 
a wicked problem that has scientific, social, and political implications, and 
necessitates wide public engagement. 
 
Cultural Probes: Gaver et al. (1999; 2004) describe the use of a collection of 
materials and objects aimed at helping designers gain a better understanding of 
the people and contexts for which and with whom they are designing. Cultural 
Probes such as maps and cue cards encourage a process of dialogue and 
discovery, aiming to find “inspirational data” to activate the design process 
(Gaver, Dunne and Pacenti, 1999, p. 25). In the case of this research, the notion of 
Cultural Probes informed the framing of props, slide presentations used to set 
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the scene, and supplies applied in working sessions (see definition below), as 
well as the development of prompt cards and the subsequent creation of the 
cards in the BWK-BCN toolkit. While this research does not use Cultural Probes 
as a means of gathering information to create a final product, it does use apply 
their aim of catalysing discussion and experimentation. 
 
Globalisation:  Although globalisation has many varied definitions, a dominant 
discourse focuses on globalisation as the mobility of capital. However, in the 
context of this thesis I refer to geographer Doreen Massey’s (1991) discussions of 
globalisation as a process of flows and social relations, in an effort to investigate 
the potential of individuals to shape place-based narratives across geographic 
distances. 
 
Habitus:  Habitus is a concept developed by Bourdieu (1977), which he uses to 
describe the embodiment of cultural capital, and the tastes associated with social 
classes. The aspects of habitus which are relevant to this thesis are its’ focus on 
the often unconscious embodiment of systems and social structures which serves 
as the mediating agent between the individual and the collective; the fact that 
habitus is not fixed, but rather is reinforced through re-enaction; and therefore 
habitus can be altered through disruption.  
 
Infrastructuring:  The methodology employed in this thesis draws upon 
infrastructuring from Scandinavian Participatory Design. Informed by Star and 
colleagues’ (1994; 1996) research into information infrastructures, 
infrastructuring refers to a design approach that emphasises the political 
potential of an ongoing, open design process in which stakeholders are seen as 
central. Whilst the works in this thesis do not specifically enact infrastructuring 
as it is used in design contexts where designers assist participants in creating 
objects, technologies, services, etc., instead this research develops a toolset 
informed by infrastructuring practices to catalyse participants’ ongoing 
investigation into their connection to global wicked problems like climate 
change, and how they can enact their own individual responses. 
 
Place:  Whilst place is an extremely complex term without a singular, agreed 
upon definition, this thesis derives its understanding of place from geographer 
Doreen Massey’s (1991) proposition of four ways to think about place in our 
contemporary context: place is not static and forms through a process of social 
interactions; second, place does not have boundaries; third, place has multiple, 
conflicting identities; and finally, place finds its uniqueness through continually 
reproducing and redefining its specificities through social interactions, as 
opposed to having a static, embedded history. 
 
Prototype:  While prototypes are often understood as ‘beta’ versions of objects, 
services or technologies created in order to test ideas (Carleton and Cockayne, 
2009), or support knowledge sharing (Schrage, 1993), this thesis uses the term to 
describe objects that serve to catalyse dialogue and translate experiences without 
the need or intention of refining them towards a final version. 
 
Radius of Impact:  Radius of impact is a term I propose to describe how 
individuals, issues and actions can affect and be affected by one another across 
geographic distances, and across relations. It equally suggests the possibility for 
individuals to effect change across scales. 
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Thirdspace:  Geographer Ed Soja (1996) uses the term Thirdspace to refer to the 
simultaneously real-and-imagined qualities of place. In the context of this thesis, 
I highlight Thirdspace’s emphasis of the ‘in-betweenness’ through which 
counterspaces emerge on the margins as sites of resistance and change.  
 
Situated:Environment:  I propose the term situated:environment in lieu of 
‘sustainability’ in order to highlight the spatial experience of wicked problems 
and a more holistic and less human-centred understanding of sustainability that 
includes physical, social, political and economic elements. 
 
Social Imaginaries: I refer to various theorists’ discussions of the social 
imaginaries, including Castoriadis’ (1975), Strauss (2006), Anderson (1983) and 
Taylor (2002). While each offer a different perspective on social imaginaries, they 
have in common a discussion of the importance of the imaginary and symbolic, 
not only logic, in how we experience and construct place. 
 
Sustainability:  While there is no singular definition of sustainability, this thesis 
refers to the United Nations’ Sustainable Development Goals (2015) and the 
Brundtland Commission Report (1987), which each consider sustainability as 
linked to both environmental resource protection and wider concerns that 
include social inequalities. This thesis recognises a wide spectrum of 
understandings of sustainability that range from reducing natural resource use 
and a reliance upon technology to solve environmental problems, to a push 
towards reducing overall consumption and relying less on technological 
solutions (Vos, 2007; Romero-Lankau, 2016). 
 
Wicked Problems: Wicked Problems refers to urban planners Rittel and 
Webber’s (1973) description of loosely formulated, complex problems that do not 
have a singular, identified solution. They use ‘wicked’ in opposition to ‘tame’ 
problems which do have clearly defined objectives, and agreed upon criteria for 
establishing that it has been solved. In this thesis, I use the example of climate 
change as a wicked problem. And example of a tame problem would be a 
mathematical equation. 
 
Working session: Working session describes activities in this research that bring 
participants together within a space in order to collectively and collaboratively 
engage with the work and the issues it presents. I employ the term to distinguish 
from ‘workshops’, which are a common practice in both participatory art and 
participatory design contexts. Workshops in design and research contexts 
generally involve pre-identified stakeholders gathering in order to respond to 
particular questions or objectives, during a specific time period. Working 
sessions, on the other hand, form part of the wider ecosystem of a given work, 
and support participants in an ongoing process of inventive problem-making 
that focuses on understanding the scope of a problem, as opposed to developing 
a solution. 
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CHAPTER 1 – INTRODUCTION 
 
MELLOR MANAGEMENT IN PONTYPOOL : WHERE IT ALL BEGAN 
 
In late 2012 I began a six-month artist residency2 based in Pontypool, a former 
mining town in the valleys of South Wales (UK). Pontypool was once a vibrant 
industrial town that has endured economic and social decline as a result of the 
deindustrialisation of the area. The town centre and indoor market suffered 
greatly from the opening of a large chain supermarket, and the ongoing retail 
development in the nearby town of Cwmbran, which was established in 1949 
under the New Towns Act. As a result, at the time of the residency Pontypool’s 
centre had high vacancy rates, which contributed to the community’s low 
morale. During a symposium held in Pontypool prior to the start of my 
residency, local merchants asked what we were doing in the town, and suggested 
we might better enjoy Cwmbran because there was ‘nothing left in Pontypool’. 
However, the town had recently been awarded £13.5 million as part of a 
regeneration scheme3, and the local authority was keen to involve residents in 
imagining a new future for Pontypool. 
 
The residency was established as a collaborative venture between the local 
authority, an AHRC networking project at Newcastle University, Arts Council of 
Wales, and an art consultancy not-for-profit organisation, in order to begin to 
address some of the issues Pontypool faced as a market town. The residency was 
themed around ideas of connectivity and modelled on Artist Placement Group’s 
(APG) placements from the 1960s. The residency sought to embed the artist in the 
community as an ‘Incidental Person’, i.e. an external person not employed by the 
local council, while working toward an ‘Open Brief,’ i.e not commissioned to 
deliver a particular outcome (Bishop, 2012, p. 164). This meant that my role as the 
artist was to respond to the wider context of the town, involving residents as 
stakeholders. 
 
The team supporting the residency within the local authority informed me that 
their previous attempts to engage residents involved hiring consultants who set 
up an information table in the indoor market and spoke to people who 
approached them. I decided to use this as the starting point to frame the 
residency, and chose to enact a version of my ongoing work, Mellor Management 
(2007-present), an “interactive consulting venture offering innovative strategies 
of humour and play to redesign our everyday experiences”.4 Mellor Management 
draws upon my personal experiences of working in ‘Corporate America’, 
parodying a consulting firm in order to engage participants in a process of 
critical reflection on the impacts of globalisation. Mellor Management can be 
understood in terms of Lambert-Beatty’s parafiction, in which “real and/or 
imaginary personages and stories intersect with the world as it is being lived” 
(2009, p. 54). Parafiction is related to what I have previously termed 
“re:organizational aesthetics,” (Mellor, 2015) whereby artists appropriate the 

																																																								
2 Pontypool Artist-in-Residence Opportunity (2012) Available at: www.addocreative.com/pics/Artist%20Brief.pdf 
(Accessed: 15 February 2018). 
3 See Torfaen Talks (2011) ‘Massive Investment in Pontypool’, April, p. 1, Available at: 
https://www.torfaen.gov.uk/en/Related-Documents/Torfaen-Talks/April2011Edition.pdf (Accessed 15 February 2018); 
and BBC News (2011) ‘Pontypool £13.5m regeneration scheme to boost fortunes’, 26 March, Available at: 
http://www.bbc.com/news/uk-wales-south-east-wales-12865282 (Accessed: 15 February 2018). 
4 Mellor Management (2012) Available at: http://alexiamellor.com/management/ (Accessed 15 February 2018). 
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aesthetics and systems from organisations in order to critically interrogate 
capitalism, and relationships between local and global. In both cases, the blurring 
of fiction and reality serves to suspend disbelief in an effort to explore what 
underpins these relationships. Performing the role of artist-as-consultant in 
Mellor Management, I create situations and conditions that span the real and the 
fictional so that participants might enter into a playful “magic circle,”5 using 
modified tools and tropes of corporate globalisation to take control and 
repurpose dominant systems to new ends. 
 
For the Mellor Management iteration in Pontypool, I transformed my ‘artist studio’ 
– an empty stall located in the indoor market – into a consultancy office (see 
fig.1). I employed corporate aesthetics, complete with branding and furniture 
borrowed from the local authority’s offices. The entire transformation was made 
transparent as a way to involve people from the very beginning of the working 
process. While standing on a ladder painting the Mellor Management sign, 
vendors and customers alike approached me with curiosity to find out what was 
going to be in the space. This enabled me to begin to form relationships with 
members of the local community, and establish a sense of trust. The ‘office’ was 
officially opened with a ribbon cutting ceremony attended by members of the 
local authority and residents who came to learn more about the new initiative. 
While many people were sceptical and confused as to why I was not displaying 
paintings (since this was an art project), many more were enthused to that see the 
space was being activated. 
 
Over the course of the next few months I created a series of activities and events 
aimed at working with residents to gain a better understanding of Pontypool and 
the current dynamics regarding the regeneration project. I was interested to see if 
Mellor Management might inspire a “'making and doing’ culture rather than a ‘sit 
back and be told’ culture” (Gauntlett, 2011, p. 8), by demonstrating possible 
forms of social transformation through everyday creativity that were not reliant 
upon large funds or permission from the local authority. Rather than imposing 
my own ideas of social transformation, I created an agonistic context in which 
residents could share their various opinions and thoughts on the town and its 
future. 
 
In response to comments from residents that they did not feel as though they had 
a voice in the town’s regeneration plan, I began Mellor Management in Pontypool 
with a ‘dictation station,’ setting up a typewriter and a corkboard at my office 
desk (figs. 2, 3). People were invited to come speak to me about anything they 
liked, and I would type it on a piece of coloured paper, which I would then pin to 
the corkboard. At the ‘dictation station’ people shared a variety of things, 
ranging from complaints, to stories of how the market and town used to be, and 
what they would like to see in Pontypool in the future. During the dictation 
process I simply listened, typed, and posted the paper on the board. The 
intentional use of an old typewriter ensured that the sound of the keystrokes 
echoed throughout the market, bringing many curious passersby to see what was 
happening and to read people’s comments. From this activity I learned that my 
‘office’ used to be the town’s bakery, and that people missed the smell of bread in 
the market. I also learned that all of the stalls were previously built with casters 

																																																								
5 Johan Huizinga uses the term “magic circle” in his book Homo Ludens (1938) to refer to the space that games provide to 
suspend rules and beliefs in order to support the reality of the game world. 
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so that they could easily be moved out of the way after business hours in order 
that the market be repurposed for other uses, such as hosting boxing matches, 
concerts, and the Labour Party headquarters.  
 
The ‘dictation station’ reinforced my position as ‘Incidental Person,’ separate 
from the politics associated with the regeneration plan. I was asked on several 
occasions during this activity who was paying me to be the artist in residence. I 
explained that the Arts Council of Wales hired me and the local authority 
provided some funding for materials, but that I was not an employee of the 
council. This proved to be important to gaining the trust of community members. 
I reacted to learning that my stall had been a bakery by purchasing a portable 
fairy cake maker, and making cakes for visitors to the market (fig. 7). The smell of 
the baking cakes functioned in the same way as the typewriter sound had, 
attracting people to gather in my ‘office’ for conversation. Similarly, after 
complaints that an outdoor area meant for gathering was neglected, I created a 
‘pop-up lounge’ that used beanbag cushions made from shredded paper from the 
council offices. For another activity, I collaborated with a local garden centre to 
create a temporary park in the town centre (figs. 5-6), while I also set up a 
temporary entrepreneurial space in the indoor market for community members 
to test out business ideas and social ventures (fig.8). In addition, I created a 
‘Board Game Bingo’ meeting (fig. 4) that mimicked a board meeting, but used the 
bingo game to engage participants in playful storytelling activities to create a 
new narrative for Pontypool. All of these activities were designed to create a 
context for conversation and debate, while also demonstrating potential ways of 
trialling responses to resident’s proposals.  
 
Finally, I established a ‘Consultants-in-Training’ programme after giving an artist 
talk at the local university (fig. 9-10). Two art students who lived in the Pontypool 
area approached me after the talk to ask if they could be involved somehow in 
Mellor Management. I then designed a ‘training programme’ in which the students 
worked with me on the development and implementation of the various 
activities. I explained my process of initiating interventions that created 
opportunities for people to speak about the town, their experiences, their fears 
and their stories. After assisting me with my activities and events, I gave the 
‘office’ space to the students so that they could hatch their own activities as a 
wing of the Mellor Management work. In order to provide them with professional 
practice experience, I asked the students to write a proposal for what they would 
like to do, and to devise a budget that I would support from my funds. The 
intention with the ‘Consultants-in-Training’ aspect of Mellor Management was to 
lay the groundwork for a context in which grassroots critical creative activity 
might take place beyond my six-month contract by engaging community 
members in taking ownership of the work. While the students did manage to 
create their own version of the work, implementing a variety of activities and 
gaining much support from local residents, the local authority unfortunately 
closed their space a couple of months after my departure, and did not provide 
further support. 
 
Through the various difficulties and successes of Mellor Management in Pontypool, 
I began to ask critical questions that have informed the direction of this thesis. 
Specifically, Mellor Management in Pontypool led to a two-pronged line of inquiry 
in this research: one that is thematic, and one that is methodological. While the 
particular execution of the regeneration programme was specific to Pontypool, 
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the broader context that led to the programme is symptomatic of extensive 
concerns raised by neoliberalism and globalisation. Looking at regeneration as a 
systemic issue, I formed the overarching question that this research asks: 
 

How can participatory artistic practice serve to deconstruct global 
metanarratives to create a critical reflective space to examine the 
relevance of these issues within local contexts? 
 

In asking this question, the research looks to confront the local-global binary in 
an effort to better understand the situated implications of widespread, large-scale 
issues such as ‘wicked problems’ (Rittel and Webber, 1973). Wicked problems, as 
described by Rittel and Webber, are problems that defy singular solutions and 
any attempt at a solution will trigger other potential problems. They include 
issues such as climate change, poverty and gender equality. Greater and more 
inclusive participation is often deemed necessary to re-solve wicked problems, 
therefore this research concerns itself with how participatory artistic practice 
might support a wider involvement in the interrogation of these metanarratives. 
By focusing on situatedness, the research also challenges a common complaint of 
participatory artworks and residencies such as the one in Pontypool, that they 
bring artists into these contexts without taking into account the various causes of 
the deprivation (Braden, 1978, p. 123). From this, the first sub-question was 
developed:  
 

How can participatory practices challenge narratives of place and 
sustainability? 

 
Intrinsic to many participatory art residencies such as the one I undertook in 
Pontypool is the assumption that the art can reveal and tease apart place-based 
narratives. However, this research takes an expanded view on place and social 
imaginaries, interrogating how they are located within the global discourse. The 
research reframes and challenges the contemporary narrative of sustainability in 
an effort to explore situated understandings of wicked problems. While I could 
have chosen any number of wicked problems, I decided upon climate change 
because of its relationship to place, and its expansiveness and complexity. 
 
In terms of methodology, the Pontypool residency employed a form of iterative 
making, and with the creation of the ‘Consultants-in-Training’ element of the 
work, I began to think about the potential of the work continuing beyond my 
residency period. I was curious as to how this might lead to an environment in 
which residents could continue their own critical investigations on their own 
terms. In doing so, I sought to rethink when a work was considered ‘finished’ 
and therefore evaluated – a common critique of participatory works (see Bishop, 
2012, p. 174) - while also countering the issue of ‘parachuting’ artists into so-
called ‘deprived’ areas, only to leave after a period of time (Braden, 1978; Kelly, 
1984; Yudice, 2003). Although the residency’s structure, which was based on 
APG’s placements, was meant to support my position as an ‘Incidental Person’ 
working towards an ‘Open Brief,’ my experience of local authority members 
making suggestions on multiple occasions as to what they would like to see take 
place, or what they would like me to avoid doing, highlighted concerns about the 
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instrumentalisation of the work toward particular agendas.6  This gave rise to the 
second sub-question pushing this research: 
 

How might an approach uniting participatory arts and design methods 
challenge commonly held understandings of participation and legacy of 
participatory works? 

 
This question has implications for how we understand participation. It also has 
implications for how and when participatory works are evaluated, and what 
support structures are needed for such types of long-term works. The research, 
therefore, takes a cross-disciplinary overview of the development of participation 
since the onset of the Participatory Turn in the 1960s in an effort to challenge 
some of the dominant discourses in participatory art. In doing so, it explores how 
different approaches to participation might contribute to new understandings of 
participatory art practice. 
 
Taking forward these questions of legacy, and concerned by the local authority’s 
lack of support for the student-led initiative in Pontypool, I posed the third and 
final sub-question: 

 
How can participatory art practices that disrupt habitus facilitate agency 
in approaching complex global issues? 

 
Perhaps one of the most successful elements of Mellor Management in Pontypool 
was how it generated a sense of interest and excitement amongst individuals in 
the local community to create new projects and programmes of their own 
initiative. This question, therefore, investigates the possibility of an iterative and 
ongoing process to support the development of a context for active citizenry in 
relation to wicked problems. 
 
METHODOLOGY AND APPROACH 
 
To tackle the guiding research questions, this research employed a practice-led 
approach, applying strategies of humour and play to critically interrogate how 
wicked problems such as climate change might be made relevant within local 
contexts. Specifically, I experimented with combining participatory art practices 
with speculative and critical practices from the Scandinavian Participatory 
Design tradition in an effort to explore how to best engage individuals in 
approaching wicked problems. I argue that the best way to do this is by 
approaching wicked problems from a place-based perspective. Using a 
methodology that takes the spirit of infrastructuring, the works aim to create a 
context in which individuals are encouraged to discover their personal 
entanglements with the wicked problem of climate change and their own agency 
to address it. The work, therefore, does not attempt to solve wicked problems, but 
rather is focussed on creating a productive context that supports exploration of 
wicked problems as situated phenomena. 
 
As most of the research questions directed themselves towards the underpinning 
methodology, methodology is a core element and will be addressed throughout 

																																																								
6	Although instrumentalisation is not a specific focus of this research, it has received extensive critical attention (Belfiore 
and Bennett, 2007; Bishop, 2012; Mouffe, 2013).	
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the thesis. It should be noted that the methodology emerged through the 
practice, as opposed to being determined at the outset, and the discussion of it 
throughout the text reflects this. While the methodology does not employ 
infrastructuring in the strictest design sense, it applies infrastructuring’s focus 
on creating an ongoing and open context for engaging current and future 
participants with issues of concern, as well as its ability to reveal hidden 
infrastructures. This type of practice-led approach drew on the historical 
grounding of APG’s artists working towards an ‘Open Brief’ as an ‘Incidental 
Person’. Much like how APG artists would enter into the organisational context 
without a predetermined brief, and work in a responsive manner which resulted 
in their famous adage that “The context is half the work”(Bishop, 2012, p. 166), 
the works in this research developed in an accreting manner, with each work 
relating to the other works, and each constituent part relating to the other parts. 
Therefore, I was thinking about methodology all the way through the research. 
 
There are three main longitudinal works that comprise this thesis: The 404th Wall, 
DIYwania, and BWK-BCN (read: Berwick-Barcelona). These works are umbrellas, 
with multiple components that, when viewed together, form the works. The 
research began with The 404th Wall and DIYwania; two works created and 
implemented simultaneously, and in direct response to one another. They 
investigated how different places could be linked, and how experiences of place 
might be translated. In the case of The 404th Wall, the work existed between 
Newcastle upon Tyne and Dubai, and experimented with how everyday mobile 
technologies might support and fail this communication. DIYwania used a 
portable tent structure modelled after Bedouin tents traditionally used for 
meeting places to create interventions in public spaces in Dubai and the 
Northeast of England. BWK-BCN is the third work in this research and was 
developed in response to the learnings from The 404th Wall and DIYwania, and 
informed by a previous trip to Barcelona during the weekend of the Scottish 
independence referendum in 2014. BWK-BCN also looked at constructions of 
place, specifically how places might be linked through, and reconstructed as an 
adaptation to climate change. The work engages participants in playful and 
speculative investigations of how wicked problems are experienced within 
situated contexts. 
 
The participatory and experiential nature of the practice necessitates a greater 
degree of description than is typically the case with other practices, hence the 
length of this thesis. The text is divided into two main components: the 
discussion of the works and the associated literature, and a separate Catalogue of 
Works, which provides a full account and documentation of each work and their 
constituent parts. This is located in Appendix C, and should be referred to 
alongside the text. Appendix A provides a list of figures for the works, the 
photographs of which are in the Catalogue of Works. Appendix B provides a 
table of the various elements, or ‘experiments’, involved in each of the three 
works in this thesis. In addition to the Catalogue of Works, an example 
information sheet and consent form used for the works is included in the 
appendix. In the following section I will outline how the chapters are organised. 
 
ORGANISATION OF THE CHAPTERS 
 
There is an intertwined relationship between the theories informing the works 
and the practice itself. The works sit in a productive, critical dialogue with the 
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literature and its thematics. It is fair to say that the works have varied 
relationships with the literature. At times the literature is used as a way to frame 
thinking around a given theme that has emerged through the practice, while at 
other times the work sets out to implement or counter an issue that was raised by 
a particular theory. Consequently, this relationship is equally reflected in the 
distributed character of the literature review and discussion of the works. The 
chapters are organised thematically, with the works and relevant literature 
examined across these themes within each chapter. The placement of the chapters 
within the thesis also speaks to how the research developed in an additive 
manner, with each chapter feeding into the others. Beginning with a focus on 
Place and followed by inquiries into what I am referring to as Situated: 
Environments, these chapters begin an argument for a situated approach to 
global metanarratives. The chapter on Participation follows, and serves as a 
central point of the research. As I have mentioned, methodology is a core element 
of this research. The placement of the Methodology chapter after Participation 
reflects how a form of infrastructuring was discovered through the work in an 
emergent, rather than applied, process. Finally, I bring the themes and works 
together in the Discussion & Conclusion chapter. The final appendices include a 
Table of Figures (Appendix A), a Table of Works (Appendix B) which outlines all 
of the components of the works and the tools used, and the Catalogue of Works 
(Appendix C) which describes in detail and documents the works that comprise 
this research.  
 
While there was a trajectory of learning from each work and each chapter, with 
subsequent works and chapters building on the previous ones, this is not to say 
that the thesis should be understood linearly. Instead, it should be understood as 
a process of discovery, with each chapter cumulatively adding to the others, 
creating a productive conversation. The ways in which the works themselves 
unfolded has led to how I have ordered the texts. That is to say that the ordering 
of the chapters does not reflect the chronological order in which I conducted my 
interrogations, but instead reflects the development of the resulting conversation 
between the works and literature. 
 
The second chapter addresses the theme of place. It establishes a framework 
drawing together Massey’s (1991) definition of place as socially-constructed and 
the product of flows with Soja’s (1996) concept of Thirdspace in order to respond 
to the primary research question by challenging the binary of ‘local’ and ‘global’. 
In this chapter I argue for a consideration of a politics of place that is not based 
on geography, but instead on issues of concern. In highlighting the impact of 
affect and social imaginaries on how place is constructed and enacted, this 
chapter explores how participatory practices might disrupt habitus in order to 
involve individuals in rewriting these narratives. This has particular significance 
to participatory art discourse since many participatory works are employed to 
tease out place narratives.  
 
Chapter Three, Situated: Environments, builds upon the arguments put forth in 
chapter two by interrogating the value of situated knowledges and narratives in 
light of global wicked problems. The orthography of Situated: Environments is 
intentional, and promotes a reading of things as situated in the environment, and 
the environment as situated. This chapter limits the discussion of wicked 
problems to climate change as an example that has global implications, and yet is 
ultimately experienced within situated contexts. This chapter presents various 
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alternatives to dominant sustainability discourse, while exploring strategies to 
deal with the uncertainty that our changing environments present.  
 
The fourth and central chapter focuses on a review of the key participation 
literature that is pertinent to this practice-led research. It reviews the 
phenomenon of ‘The Participatory Turn’ across the diverse disciplines of 
planning and citizen science, and the parallel social turn in art. I discuss and 
challenge the key contexts and debates to which this thesis makes contribution, 
and introduce aspects of Scandinavian Participatory Design to complicate 
assumed relationships and power dynamics between participant and artist, while 
exploring potential links between participation and notions of citizenship.  
 
The fifth chapter introduces the methodology used within this practice-led 
research, which takes the spirit of infrastructuring from Participatory Design. 
The chapter provides a context of infrastructuring’s roots in Scandinavian 
Participatory Design, drawing from Science and Technology Studies. While 
infrastructuring has become a common practice in Participatory Design, this 
research makes a significant contribution to the field by applying and adapting it 
to participatory art, thereby adding to new understandings of the legacy of 
participatory works. This chapter is divided into two components: a 
contextualisation of infrastructuring and how I employed an adapted version as 
a strategy to support the development of the response-able stakeholder, and a 
second section that describes the specific methods used.  
 
While the works have been discussed across the chapters in relation to the 
themes and core literature, the sixth and final Discussion & Conclusion chapter 
brings them together to consider their significance. In addition, this chapter 
summarises the unique toolset developed and deployed within the works. The 
tools and techniques that comprise this toolset have been identified in bold 
throughout the body of the text as a navigational tool in an effort to draw them to 
the fore.  
  
DEFINING PARTICIPATION 
 
Although I will be discussing participation in detail in the Participation Chapter, 
it is useful to clarify ‘participation’ from the outset as it is so central to my 
thinking. There are a broad range of terms that have been used to define forms of 
practice that involve people and the social context. Socially engaged art, social 
practice, community art, and of course participatory art are common examples. 
Socially engaged art and social practice are often associated with socially 
“ameliorative” works (Bishop, 2006, p. 181) that focus on collaboration. 
Community art descends from the Community Arts Movement in which artists 
would work with ‘deprived’ or ‘marginalised’ communities to use their creativity 
to catalyse social and political change (Bishop, 2012, p. 177). However, these 
practices can be seen as forms of social engineering which beg the questions of 
whose idea of ‘better’ is being represented, what the role of the artist is in this 
engineering, and what happens after the artist leaves? 
 
Below I will outline three key terms that are critical to my interrogation of 
participation. I will then define my own use of the term, and how I will be using 
it throughout this thesis. 
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Artist Suzanne Lacy coined the term “new genre public art” when discussing the 
movement of artists towards a socio-political practice based on engagement that 
stems from “…an internal necessity perceived by the artist in collaboration with 
his or her audience” in order to “…communicate and interact with a broad and 
diverse audience about issues directly relevant to their lives” (Lacy, 1995, p. 19). 
Lacy’s own practice is deeply rooted in feminist and activist art traditions that 
provide ways of engaging audiences in addressing difficult and controversial 
topics. Her performance work Three Weeks in May (1977) is cited as being the start 
of new genre public art, bringing together activism, education, theory and art 
practice in order to bring attention to the subject of rape (Fryd, 2007, p. 23). The 
work included an installation of 25 feet-wide yellow maps that marked the 
location of rape occurrences in Los Angeles based on data gathered from police 
statistics. The maps were physically installed downstairs from the Los Angeles 
City Hall, and updated daily based on the latest statistics (ibid., p. 29). While the 
work did contain elements that occurred in a gallery, by moving this installation 
into public space Lacy challenged the context of the art, as well as who 
constituted the audience. Lacy learned from Allan Kaprow, father of the 
Happenings, that, “art could become politically meaningful by engaging directly 
in life by addressing significant issues, creating performances that demanded 
audience responses, and erasing the barrier between artwork and viewer to affect 
the participants’ (including both the “artists” and the “audience”) experiences” 
(ibid., p. 24).  
 
The question of context links Suzanne Lacy’s work with art critic and curator 
Nicolas Bourriaud’s seminal essay Relational Aesthetics (1998), which describes “a 
set of artistic practices which take as their theoretical and practical point of 
departure the whole of human relations and their social context, rather than an 
independent and private space” (Bourriaud, 1998, p. 113). Examples of artists 
that Bourriaud describes as practicing relational aesthetics include Philippe 
Parreno’s works that explore the social dynamics of parties, Rikrit Triavanija’s 
works that focus on the conviviality of preparing and eating meals, and Felix 
Gonzales-Torres’ works that invite the viewer to take an item from the exhibition 
in a form of gift economy, among others. Whereas Lacy’s work is very much 
sited, the artworks that Bourriaud discusses are purported as “microutopias,” 
which take place almost exclusively within the White Cube of the art institution. 
This has inspired much critique as to their political potential, questioning what 
types of relations or participation they engender, and the exclusivity of who is 
invited to participate (Bishop, 2004). While the term ‘relational aesthetics’ is now 
used in a broader sense to describe works that engage people, the original use 
was often critiqued for audiencing vs. participation. 
 
A more developed theory is dialogical aesthetics, as proposed by art theorist, 
Grant H. Kester (1999, 2004). In dialogical aesthetics, conversation and dialogue 
are at the heart of the practice. Kester challenges the authorial privilege of the 
artist, and instead suggests that art’s political potential lies in dissolving the 
distinction between artist and audience/participant by supporting a co-creative 
process. This is in sharp contrast to theorist Claire Bishop’s position that art’s 
political potential relies on the autonomy of the artist, and should not be 
instrumentalised in an ‘ameliorative’ process. Bishop has gone on to talk about 
the theory of delegated performance in which artists like Santiago Sierra hire or 
contract non-professionals to perform actions as part of the artist’s work 
according to specified instructions (2012, p. 219). While this form of participatory 
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practice challenges ideas of authorship and spectatorship, it also raises ethical 
concerns.   
 
This is not an exhaustive list of participatory approaches, however, each of the 
above terminologies and their associated issues gives a flavour for the different 
intentions artists have regarding participation, and different artist-participant 
relationships and power dynamics. The list also highlights the various 
problematics associated with each theory. The lack of a standard definition for 
what it means to create artworks that engage the social can create confusion, but 
it equally creates opportunities to delve into what we mean when we use these 
terms, and what our expectations are. 
 
While my practice and understandings of participation are certainly influenced 
by Lacy and Kester, a more accurate way of conceptualising my own definition of 
participatory practices is to look towards Swedish curator Maria Lind’s use of the 
term, alongside sociologist Nico Carpentier’s as a starting point. Lind (2007) 
suggests that we are seeing a “collaborative turn”, of which participation is one 
element. She uses ‘collaboration’ as an overarching term to describe a way of 
working that requires multiple participants. Lind distinguishes between different 
forms of collaboration, including ‘cooperation’ where the aim is to work together 
for mutual benefit, ‘collective’ which stresses solidarity, ‘interaction’ which 
implies several participants interacting with one another, or a single participant 
interacting with an apparatus, and ‘participation’ as “the creation of a context in 
which participants can take part in something that someone else has created but 
where there are, nevertheless, opportunities to have an impact” (ibid., p. 17). 
Carpentier characterises participation as a fluid, invitational practice that is about 
having and enacting power (Carpentier, 2012).  
 
Bringing together Lind and Carpentier’s definitions, I take participation to mean 
the creation of a context or platform from which participants can express their 
agency towards wicked problems. In this case, the artist’s role is to support the 
creation of this context or platform. While I provide an overview of various 
understandings of power dynamics within participatory practices and within 
participation more generally in Chapter Four, it is worth noting that the works in 
this research are interested in the fluidity of roles between ‘artist’ and 
‘participant,’ and how traditional power dynamics between artist and participant 
might be challenged. They do so by facilitating a process of discovery for 
participants to explore their own connections to the issues of concern addressed 
by the work, and how participants themselves might shape the direction of the 
work. 
 
DEFINING ACTIVE CITIZENRY 
 
Linked to discussions of participation is that of ‘active citizenry’. Throughout this 
thesis I employ the term ‘active citizen’ to refer to an individual who is exploring 
and expressing her/his agency in global metanarratives such as climate change. 
The form of active citizenry I describe refers to the possibility for individuals to 
discover their own entanglements with complex metanarratives such as climate 
change, and explore various ways they might personally take direct action 
should they wish to do so. By linking discussions of ‘participant’, i.e. one who is 
taking part, with Lindström and Ståhl’s (2016) notion of becoming the response-
able stakeholder, i.e. one who is able to respond, this research investigates the 
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potential for participatory practices to serve as a catalyst for establishing a 
context that supports the potential for change to be made and for participants to 
move towards active citizenry. It does not, however, define what that change is, 
nor does it explicitly track change-making or one’s move towards becoming an 
active citizen. Where possible, this research notes where shifts in participants’ 
perspectives have occurred, however, its focus is on how participatory practices 
might contribute to developing a context in which participants can come to 
recognise their own agency in the face of complex wicked problems. It is from 
this recognition of agency that the research suggests individuals might be able to 
inform different decision-making processes. While the works’ structures support 
participants in making changes and various decisions within the context of the 
activities, it is outside the scope of this research to explicitly explore how this 
translates into participants’ decision-making capabilities more generally as 
regards wicked problems.  
 
DEFINING AFFECT 
 
Like participation and active citizenry, pulsing through this thesis is a discussion 
of affect. Affect has been commonly linked with place attachment and ‘sense of 
place’, or the emotional bond individuals develop with places (see Tuan, 1974; 
Massey, 1994; Duncan and Duncan, 2001). Beyond an individual’s emotions, 
however, affect looks at how emotions exist and evolve within and between 
bodies (human and non-human). That is to say that, “affect is a quality of life that 
is beyond cognition and always interpersonal “ (Pile, 2010, p. 8). Geographer 
Nigel Thrift (2004) describes four understandings of affect that can be generalised 
as: affect as embodied practices; affect as associated with underlying drives; 
affect as relational and emergent; and affect as biological. While there are 
numerous definitions and understandings of affect that make it difficult to pin 
down, in my use of the term I draw from Anderson’s (2009) discussion of 
“affective atmospheres” which highlight the emotional and relational aspects of 
place, as well as the potential for action embedded within it. Anderson draws on 
Massumi’s (2002) and Deleuze’s (1988) understandings of Spinoza who 
suggested that affect informs how bodies are able to impact and be impacted by 
place (Duff, 2010). Seen in this way, affect is useful for thinking about how 
people and places mutually shape one another, and how this might inform a 
politics of place.  
 
BECOMING 
 
Finally, also weaving through this thesis is the notion of ‘becoming’, which refers 
to a key feature of Deleuze and Guattari’s (1987) concept of the rhizome. 
Becoming implies an ongoing, transformative process, which is a critical element 
of the research methodology.  
 
CONCLUSION 
 
This thesis presents a practice-led approach to interrogating how complex 
wicked problems like climate change and the uncertainties they present are 
experienced within local contexts. As public participation is seen as integral to 
addressing these issues, questions are raised as to how to best engage 
individuals, and support them in making the issues relevant in their local 
contexts. This requires activating the active citizen. This research, therefore, 



CHAPTER 1 - INTRODUCTION 
	

 12 

makes two principle contributions to the field: firstly, it has discovered that an 
infrastructuring methodology borrowed from Scandinavian Participatory Design 
provides a useful way to disrupt the binary approach to participation that 
generally exists within participatory art discourse, along with a means to 
reconsider notions of legacy of these works; secondly, employing boundary 
objects in tandem with infrastructuring creates a useful platform for supporting 
the transformation of participants to active citizens. These two contributions 
when viewed in tandem suggest new pathways towards supporting individuals 
and communities alike in approaching global wicked problems. 
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CHAPTER 2 – PLACE 
 
INTRODUCTION 
 
There are two memories I have from my childhood that exemplify the complex 
roles that place plays in my own experience. While in elementary school in a 
suburb of Philadelphia, Pennsylvania in the United States, I went on a class trip 
to Ellis Island in New York City – the famous entry point for so many 
immigrants to America during the 19th and early 20th centuries. Our assignment 
was to see if we could identify any of our ancestors in the names carved into the 
walls of the monument. I distinctly remember having a sinking feeling, knowing 
that I would stand out again. I didn’t have any ancestors marked on those walls – 
I am first-generation American, and my parents came to the country in 1974. 
While other classmates were either able to find ancestors, or talked about their 
lineage, I felt completely out of place despite the fact I was born and raised in 
America. The second memory is of a visit to St Helens in what was Lancashire, 
but now Merseyside in the north west of England – the town where my mother 
was born and raised. My younger brother and I were playing with our older 
cousins in the park just in front of my grandparents’ house during one of our 
annual visits. They had invited some of their friends to play with us, but we soon 
discovered that we were not going to enjoy this game. Our cousins and their 
friends taunted us, asking us to say words like ‘tomato’ or ‘banana’ – words 
whose pronunciations are clearly different with British or American accents – 
and laughed at us for being different, pointing out that we were “not as English” 
as they were. 
 
These two experiences are two sides of the same coin. In both instances 
constructions of identity and belonging are intertwined with geographic and 
cultural locations. Being from two cultures and multiple places has made it 
difficult for others to categorise me, and indeed for me to categorise myself. 
These feelings of placelessness were compounded by the fact that my family 
moved all around the United States due to the nature of my father’s work. We 
never lived in one place for longer than six years, and when I am asked where I 
am from, my usual answer is “everywhere and nowhere.” I notice the process I 
undertake of attempting to find geographic or cultural commonalities with 
people I meet, creating a kind of mimicry. This is a process I learned at quite a 
young age when I would be moved to another school with new classmates and 
neighbours. I would observe the social patterns, the rituals and modes of 
operating before stepping in and finding my own place. The countless times I 
have had to do this has led to a keen interest in the relationship between social 
patterns and places. It has also led to an ongoing interest in attempting to 
understand constructions of local and global. My current art practice is based 
within these early explorations of place and scale. I use methods that rely upon 
the observation and communication skills that were integral to my ability to 
adapt to new places, while exploring the layers and systems we currently apply 
to place. To see how this line of inquiry has developed into my current research, 
it is helpful to reflect on a work that pre-dates this thesis.  
 
Lokönenie – Place Nowhere 
 
Lokönenie (2010-2012) is a portable country created as part of the body of work I 
developed with Andrew Y. Ames as the WRMC Collaborative. Meaning ‘place 
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nowhere’ in Esperanto, Lokönenie was a portable, open source country for the age 
of global capitalism. It borrowed from corporate branding practices to create a 
‘MNC’ (multi-national country) in order to playfully explore the potential of 
citizens as shareholders of their nation (Ames and Mellor, 2011). Rather than 
seeking profit, this country used the MNC model to link geographic, virtual and 
cultural sites. The work existed across three formats: performative interventions 
in public space, interactive installations in galleries, and as a digital platform. The 
portable country’s only fixed location was its URL, challenging ideas of physical 
place as a fixed entity. While it was an active work, the website served as 
Lokönenie’s headquarters and contained downloadable patterns to make the 10’ x 
10’ tarp and flag that functioned as the country’s physical components, as well as 
visa and census forms mimicking US government forms that were used in the 
interventions. The tarp functioned as a kind of parasite, temporarily latching on 
to and taking over a site for the duration of the activity. The standardised sewing 
patterns illustrate what is now a more common model of distributed making that 
has gained popularity with open source making movements, such as MIT’s Fab 
Lab network7, in which designs are made available globally for localised 
construction. In this way Lokönenie brought a global model into the local context. 
Within the boundaries of the tarp, rules of use were open for debate and 
modification. Passersby were invited to enter into Lokönenie after completing a 
visa form, and were encouraged to use the place as they wished (see figs. 11-12). 
During our own interventions Ames and I facilitated conversations about the 
meanings of place in a digital age, and how place is shaped by the proliferation 
of global capitalism. The interventions temporarily disrupted the embedded 
rules, regulations and expectations for how the occupied place was used. 
Through disruption, the rule sets were rendered open for critique and 
revisioning. As an open source country, Lokönenie’s website also served as the 
virtual voting booth as it housed the country’s constitution and legislative 
documents that were open for modification by its citizens. Following the open 
source code of conduct, all changes to Lokönenie had to be made public and for 
the greater good of the nation. This challenged what was meant as the greater 
good, and for whom – a theme that continues in my current practice.  
 
Although Lokönenie is an artwork, there is historical precedent for such a state. 
Amikejo, (‘Friendship’) was a ‘neutral’ 3.5km Esperantist state between Belgium, 
the Netherlands and Prussia that was established in 1908 (Ascherson, 2012). 
Amikejo, resulted from difficulties in dividing up Napoleon’s empire after the 
Congress of Vienna as no one could agree on who could lay claim on a nearby 
zinc mine. During its brief history (Amikejo was annexed to the German Empire 
in 1914), it had its own postage stamps, a flag, and served as a neutral state to 
which refugees and fugitives fled. There are parallels with Berwick-upon-Tweed, 
a key site in this research, which was a ‘free burgh’, politically independent of 
either the English or Scottish crowns (Watt and Ingham, 2000). Berwick’s 
surrounding areas of Tweedmouth and Spittal also experienced an 
‘inbetweenness’ as they were separate from Berwick, located in ‘Islandshire’, “a 
detached part of County Durham” (Menuge and Dewar, 2009, p. 8). Lokönenie, 
Amikejo and Berwick provide interesting reference points in the current context 
of Brexit, in which the very notions of European and British identity, and 
citizenship are brought into question. 

																																																								
7	The Center for Bits and Atoms (2017) Fab Central, Available at: http://fab.cba.mit.edu/ (Accessed 19 
November 2017).	
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Lokönenie provides a critical starting point to this research for several reasons. It 
represents the beginnings of my interrogation of place as fluid, and the digital as 
a site with its own systems and customs that can influence and challenge our 
conceptions of geographic place. The work explored the overlaps and links 
between ‘local’ and ‘global’ by quite literally placing one form of place on top of 
another in order to create a zone in which rules were suspended and replaced 
with ones developed by participants. In addition, Lokönenie introduced the 
imaginary into how place is constructed and perceived by revealing some of the 
cultural narratives that underlie how and why we construct place. The impact of 
the social imaginary on place and active citizenry, and the potential to alter these 
narratives would become central to my current research. Lokönenie also modeled 
a form of knowledge production that results from making and playful 
experimentation, something that is echoed by Tim Ingold (2013).  
 
Lokönenie speaks to the evolving relationship between art and geography to 
which geographer Harriet Hawkins (2012) has paid careful consideration, 
ranging from representational art practices (Crouch, 2010; Colls, 2012), to situated 
practices (Pollock and Sharp, 2007), to participatory practices (Parr, 2007; Tolia-
Kelly, 2007; Jackson, 2011). While previous literature addressing art and site 
focuses on literally sited works (Krauss, 1979), the focus in this thesis is on 
participatory art practices such as Lokönenie that engage the fluid, discursive, and 
socially-constructed elements of site (see Rogoff, 2000; Kwon, 2002; Cant and 
Morris, 2006; Rendell, 2006; Pearson, 2010).  
 
This chapter looks at key aspects of the spatial dialectic that are relevant to this 
thesis. In particular, I bring attention to the ways that the spatial turn and its 
focus on the relational aspects of place are particularly pertinent to 
understandings of concepts such as local and global in the contemporary context, 
and provide the impetus for thinking about new, non-territorial forms of politics. 
To do this, I locate my understanding of place within Doreen Massey’s 
description of place and how it is created, and recreated, via relations and flows. 
The chapter is divided into three primary sections, each discussing the different 
components of Massey’s definition of place. In an effort to explore how these 
relational flows emerge, I refer to Ed Soja’s concept of Thirdspace, which 
suggests that place is simultaneously real-and-imagined. Given this, I will 
examine the mutual relationship between our narratives and constructions of 
place. One such narrative is globalisation. Drawing upon Doreen Massey’s 
discussions of globalisation as a process, I suggest that shifting dominant 
discourses on globalisation from a focus on the mobility of capital to thinking 
about how issues are experienced in terms of radius of impact creates 
opportunities to better understand the roles of individuals to contribute to 
shaping place-based narratives. In turn, I will argue that participatory practice, 
working both spatially and relationally, has the potential to reveal and disrupt 
the embedded narratives that inform how we see ourselves in relation to place, 
how we shape place, and how we discover our responsibilities for place. 
 
DEFINING PLACE 
 
Place is a complex term that evades a singular definition. As Cresswell states, 
“Place is not just a thing in the world but a way of understanding the world” 
(2004, p. 11). Relph describes place as a “centre of action and intention” (1976, p. 
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42), “from which we orient ourselves in the world” (ibid., p. 43). Both 
descriptions acknowledge the pivotal role place plays in how we form our 
worldviews and how we act upon them. Therefore, the way we frame place, and 
the narratives we construct about our role within it, are of critical importance.  
 
Geographer Doreen Massey suggests four ways of thinking about place in the 
contemporary context (1991, p. 28): first, place is not static, and can be 
understood as a process formed through social interactions; second, places do not 
have boundaries, but are linked to the ‘outside’; third, places consist of multiple, 
conflicting identities; and finally, places find their uniqueness in continually 
reproducing and redefining their specificities through social relations as opposed 
to holding onto an embedded history. Place can, therefore, be seen as a node 
where relations convene (Massey, 1991), whose character is constantly in flux, 
being both impacted by and reflective of those relations. I will use the four 
components of Massey’s definition as an organising principle for this chapter, as 
they provide a constructive framework for thinking through discussions of local 
and global that are central to this thesis. It should be noted that on no level is my 
work illustrative of these theories and principles, but instead it has a productive 
relationship with a field of thinking that these theories encompass.  
 
PLACE AS SOCIALLY-CONSTRUCTED AND FLUID 
 
Thirdspace: the real-and-imagined 
 
The Spatial Turn in the humanities and social sciences over the past several 
decades has challenged the dominant focus on time as the determining factor of 
how we understand history and the human experience. Ed Soja (1980) introduced 
the term ‘socio-spatial dialectic’ in order to open for discussion the spatial 
implications of our experiences. One of the primary suggestions of the socio-
spatial dialectic is that place is constructed through social relations. This is a view 
shared by many contemporary geographers (Lefebvre, 1991; Massey, 1994; Amin, 
2004; Thrift, 2006). Considering place as relational in nature creates a dialogue 
between how place impacts upon our experiences, and how in turn our 
experiences can impact upon place. In this section I will discuss Soja’s 
Thirdspace, which argues for an understanding of place as simultaneously real-
and-imagined. 
 
Soja’s concept of Thirdspace brings together Firstspace, which focuses on the 
‘real’, or material world, and Secondspace, which sees the reality and materiality 
of Firstspace “through ‘imagined’ representations of spatiality” (Soja, 1996, p. 6), 
in order to create Thirdspace as the simultaneously real-and-imagined. He draws 
heavily on Lefebvre (1991) who also argues for the existence of three types of 
spaces:  espace perçu (perceived space – the material), espace conçu (conceived 
space – mental representations of space); and espace vécu (lived space – 
representational spaces). Both Lefebvre and Soja’s use of a trilalectic construction 
counters an ‘either/or’ logic, and instead embraces a “both/and also…” 
perspective (Soja, 1996, p. 7) that allows for multiplicity and simultaneity. 
“Both/and also” resonates with Deleuze and Guattari’s (1987) wasp-and-orchid 
metaphor in their concept of the rhizome. The metaphor suggests that both the 
wasp and orchid are in a constant process of becoming the other. “Both/and 
also”, as well as “becoming” offer important alternatives to binary constructs of 
‘local’ and ‘global’. By overlapping the ‘real’ or material with the imaginary, 
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Thirdspace makes a case for the power of spatialising the imaginary. Material 
elements are transformed into symbols and signs, and in turn, these symbols and 
signs are materialised in physical space (Soja, 1996, p. 68). Consequently, uniting 
the real and the imaginary results in the creation of “counterspaces,” or 
marginalised spaces in which resistance is made possible (ibid.). This resonates 
with Homi Bhabha’s concept of Third Space (Bhabha, 1990, 1994) which also 
informs Soja, along with other postcolonial texts by Edward Said (1978), Gayatri 
Spivak (1988; 1990) and bell hooks (1984, 1990) that support the margins as a site 
of resistance. Bhabha writes that the Third Space “displaces” histories and 
political structures that make it up (Bhabha, 1990, p. 211), and that its “affective 
experience of social marginality” is what supports political empowerment and 
the development of new structures (Bhabha, 1992, p. 56). As the “in-between” 
space where subjectivity and objectivity come together (Soja, 1996, p. 68), 
Thirdspace is where change is made possible.  
 
Thirdspace in Practice 
 
As mentioned in the introduction to this thesis, there is a direct interplay between 
theory and my practice. Although each of the works developed as part of this 
research are in dialogue with different aspects of Thirdspace, I will detail in this 
section how the collaboration between two of the works, The 404th Wall (2014) and 
DIYwania (2014)8 suggests a way of conceptualising Thirdspace’s attempt to 
create an open and ongoing space where symbolic aspects of place merge with 
the real in order to create a space of resistance. Soja suggests that looking at Jorge 
Luis Borges’ magical realism story “The Aleph” (1945) provides a way of 
reinterpreting Lefebvre while illustrating Thirdspace. “The Aleph” (Borges, 2004) 
is a short story that describes an encounter that Borges (also the story’s narrator) 
had with a small square of space under a staircase that contains the entire 
universe. For Soja the Aleph is where all space exists simultaneously and 
infinitely, and represents the magnitude and openness of Thirdspace and its 
inherent potential. The Aleph also describes an adventure, and I would argue, a 
coming to knowledge through doing and experience. However, as Soja points 
out, the all-inclusiveness of Thirdspace (and The Aleph) presents the 
overwhelming challenge of where to begin when trying to explore and 
understand this space (Soja, 1996, p. 57). Soja notes that both The Aleph and 
Lefebvre’s The Production of Space describe the difficulty of conveying 
simultaneity in the linear formats of writing and language. He goes on to 
describe Lefebvre’s struggles with a “science of space” whose knowledge of 
space is limited by literature and language that risks applying literary codes to 
space and turning that space into a mere message as opposed to a lived 
knowledge (ibid., pp. 57-58).   
 
The collaboration between The 404th Wall and DIYwania provides examples of 
participatory work interrogating the issue of simultaneity and lived knowledge 
that Lefebvre and Soja raise. The 404th Wall9 was a multi-disciplinary, multi-
platform, collaborative work linking new media and participatory practices to 
explore the role of technology in how we translate experiences of place. It existed 

																																																								
8 For a complete description of these works and the relationship between them, please see the 
accompanying Catalogue of Works in Appendix C. 
9	For a complete description of The 404th Wall and its components, please see the accompanying Catalogue of 
Works in Appendix C. 
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as a 10-day satellite project of the International Symposium on Electronic Art 
(ISEA) in which an evolving installation in Newcastle upon Tyne (UK) was 
created in response to activities relayed from Dubai using various web platforms. 
The activities all sought to translate and recreate experiences of place through 
intervening technologies, and to discover where the real and imagined collide. 
The technology created a form of ‘in-between,’ or liminal, space in which 
participants were able to reformulate the rules and assumptions governing how 
we might interact with place. Whereas Soja used Borges’ “The Aleph” to explore 
Thirdspace, The 404th Wall used Italo Calvino’s Invisible Cities (1974) and his book 
of essays Six Memos for the Next Millennium (1988) as a framework to investigate 
place and the implications of digital technology. Both “The Aleph” and Invisible 
Cities incorporate adventure to reveal the multiple identities of place. In the case 
of Invisible Cities, Marco Polo is recounting his tales of exploration to Kublai Khan 
who must understand these places through the imaginary. In the end, Marco 
Polo is describing the many faces of Venice.  
 
During The 404th Wall, fellow collaborator Anthony Schrag and I used Calvino’s 
Six Memos for the Next Millennium as a guide to structure daily navigations of 
Dubai. Calvino’s essays include ruminations on “lightness”, “exactitude”, 
“visibility”, “multiplicity”, “quickness”, and “consistency”. Using the personae 
of ‘Marco’ and ‘Paula’, a playful allusion to Invisible Cities, we would use one of 
the essay topics as a daily lens to explore Dubai and relay our findings back to a 
team of participants in Newcastle. The team in Newcastle would interpret and 
respond to these findings that included texts, photographs, audio recordings, and 
live Google Hangouts. The use of these everyday digital technologies explored 
what Castells describes as a globalised network society linked through the digital 
(2010), and sought to discover whether or not the technology was able to provide 
another understanding of the links between the real and the imagined. The 404th 
Wall and DIYwania attempted to counter the linearity imposed by text and 
language that Lefebvre mentions by employing technology to explore the 
simultaneity of place. Using the lenses of the six memos enabled a deconstruction 
process of the habitual ways we view place and the rules that underpin how we 
understand place. There were three key activities within The 404th Wall that are 
useful to understanding Thirdspace that I will discuss below.10  
 
a. The first activity – Interdimensional Game of Draughts 
 
Collaborating with artist and game designer Peter Law, Schrag, Smith and I 
developed a game of draughts in which one half of the board was in Dubai and 
the other half in the installation space in Newcastle11. Law was working with a 
team of participants, while Schrag and I were the players in Dubai (see figs. 16-
17). The livestreamed game functioned as a normal game of draughts until pieces 
needed to cross the screen (or the 404th wall), and a process of negotiation and 
communication ensued as to how to translate the moves into another place, and 
how to create a sense of belonging on both sides. The game became about more 
than simply directing where pieces needed to go, but rather became about how to 
create an emotional and social connection in the face of a physical separation. 
This was made apparent when Law asked, “Do we feel like we’re together yet?”, 
and when participants attempted to find commonalities to mimic in one 
																																																								
10 Please see Ref. 404B in Appendix B, and the key learnings section in Appendix C Catalogue of Works. 
11 The full activity can be viewed at: http://www.404th.com/once-live-programme-of-events/	
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another’s environments. For example, when Schrag’s and my piece traversed the 
entirety of the board and became a ‘queen’, the Newcastle team replaced it with a 
flapjack and suggested that it now had the ability to move in all directions. While 
this was humourous, it pointed to the fact that the flapjack, which was a snack in 
the Newcastle space and had become part of joking banter between the two 
teams, had been used to create affect. Once the game finished we reflected on the 
entire experience. The participants in Newcastle discussed how the game 
foregrounded the importance of the social cues in how we experience place. They 
discussed how not having proper eye contact or being able to effectively read 
body language challenged the game. They talked about how the technology 
heightened this difficulty due to the time delays caused by a weak wifi signal. 
While the technology proved challenging, it also gave permission to abandon 
rules and recreate new functions for the game. This activity highlighted the ‘in-
betweenness’ of Thirdspace from which change could be made. 
 
b. The second activity - The eye does not see things but images of things that mean other 
thing 
 
The second activity, The eye does not see things but images of things that mean other 
things, highlights how narrative and place are intertwined (Ref. DIY.1). During 
this activity, Schrag and I recounted our experience of navigating a day in Dubai 
using a narrative form that referenced Calvino’s manner of storytelling in 
Invisible Cities. We referred to our ‘sat nav’ in the car as our “electronic 
ventriloquist…able to throw her voice in any number of languages and accents,” 
and the market as “a souk full of lights and lawn ornaments”. This created a 
playful setting as the ‘Extra Dimensional Explorers’ (EDE), our team of 
participants, entered into the narrative, and tried to make sense of the cryptic 
references. Our task with this activity was to capture constellations of stars we 
could see from our residence in Dubai and share them with the team in 
Newcastle. However, due to light pollution, the only ‘stars’ we could see were 
shop signs in Arabic. We therefore did our best to write out the signs on a piece 
of paper, which was a challenge as neither Schrag nor I speak Arabic. The papers 
were held up to the webcam, and the team in Newcastle captured the images, 
which they then projected onto the walls of the NewBridge Project Space ‘Lab’. 
They traced the lettering, and then outlined it with battery-powered LEDs to 
create a replica of what Schrag and I saw in Dubai (see figs. 14-15). 
 
c. The third activity - Uproot it, dismantle it, take it off 
 
Finally, the last activity I will discuss from The 404th Wall that encapsulates the 
ethos of Thirdspace was a collaboration with the Gateway Dance Studio to map 
Dubai onto the installation space through dance (Ref. 404.G) 12. Two dancers were 
invited to create an improvised choreography in response to Schrag’s and my 
movements around our neighbourhood in Dubai. We relayed audio recordings, 
the measurement system created during the day exploring ‘exactitude’, images 
and a drawn map for the dancers to use as inspiration and a starting point. The 
dancers used brightly coloured string to form a web that created a visible trace of 
their movements around the installation space (see figs. 24-25). The string created 
an opportunity to explore simultaneity that is a critical element of Thirdspace. 
Past movements and present movements collided when they were made visible 

																																																								
12 The activity can be viewed at https://www.youtube.com/watch?v=ejrBGxox5fg 
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and permanent, and therefore required the dances to navigate them spatially. 
The string forced negotiations and communications between the dancers as they 
built the map.  
 
The 404th Wall and the collaboration with DIYwania speak to Thirdspace as a 
process and an active practice. A sort of “Magic Circle” (Huizinga, 1950) was 
created in which the installation space, the activities created within it, and the 
connection with DIYwania in Dubai embodied the real-and-imagined, and all 
disbelief and rules were suspended in order to establish new rule sets and new 
ways of thinking about place and technology. It could be argued that in the 
moments of connection, the installation space was transformed into ‘Newcastle-
and-Dubai’ in a similar way to how the real-and-imagined collapses the 
distinction between material and symbolic spaces. The installation space served 
as a map of previous activities that participants could navigate and build upon. 
This sense of continuation and knowledge building is also seen in the work’s 
pamphlet, Notes from Beyond The 404th Wall13, (Ref. 404.I and fig. 38) that functions 
as documentation of The 404th Wall while creating a way for new participants to 
contribute to the ongoing nature of the work.  
 
To summarise, the real-and-imagined aspect of Thirdspace supports an ‘in-
betweenness’ through which counterspaces are formed as sites of resistance. This 
is particularly important to how the works in this thesis operate, creating a magic 
circle in which belief is suspended, and the material and symbolic elements of 
place are brought to light to be interrogated. In doing so, the works catalyse 
discussion around how these elements informs our experiences of place, while 
creating opportunities to consider how we might alter the elements in order to 
create different experiences. It should also be noted that through their relational 
nature and by drawing in the imaginary, the works create space for the 
emotional, affective components of place to be explored. 
 
PLACE WITHOUT BOUNDARIES AND WITH MULTIPLE IDENTITIES 
 
In the previous sections I discussed the works as part of a larger dialogue in 
which place is understood as both socially-constructed and fluid. In this section, I 
continue this line of inquiry and turn to Massey’s second and third characteristics 
of place, which suggest that place does not have boundaries and possesses 
multiple identities. Here, I will focus on the ways in which the works offer the 
potential to reflect on place as challenging ideas of boundaries and fixed 
identities. I examine these two characteristics in parallel through an investigation 
of the concepts of globalisation and scale. The issue of borders is gaining 
increasing importance, notably with the potential impacts of Brexit. In the US 
context, President Donald Trump’s decision to pull America out of the Paris 
Climate Agreement, citing in his speech on 1 June 2017, “I was elected to 
represent the citizens of Pittsburgh, not Paris,”14 considers a different type of 
border that concerns where care and responsibility are situated. The responses of 
cities across the US and the world to uphold the agreement despite the 
																																																								
13 Please see the accompanying Catalogue of Works and pamphlet. A digital version of the pamphlet can 
be found at http://www.404th.com/notes-from-beyond-the-404th-wall/	
14 Borchers, C. and Phillips, A. (2017) ‘Transcript: President Trump’s remarks on leaving the Paris climate 
deal, annotated’ Washington Post, 1 June, Available at:  
https://www.washingtonpost.com/news/thefix/wp/2017/06/01/transcript-president-trumps-remarks-
on-leaving-the-paris-climate-deal-annotated/?utm_term=.32bfd952dad0 (Accessed 19 November 2017). 
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president’s actions15 are pertinent to this research’s exploration of place for 
several reasons. Firstly, Trump’s remarks suggest an understanding of place as 
bounded, that Pittsburgh and Paris are not linked. Secondly, the response by 
many American cities and states, as well as individuals and corporations, 
suggests a growing conversation around the interconnectedness of place.  
 
These examples speak to a wider discourse within which this research sits that 
addresses the development of a form of politics that is not bounded to 
geographic territory, but rather responds to and reflects the complexity and flows 
that make up our contemporary experiences (Massey, 1994, 1999, 2004; Amin and 
Thrift, 2002; Amin, 2004; Urry, 2005; Agnew, 2011). This requires rethinking the 
way we understand the ‘local/global’ paradigm of globalisation and the social 
imaginaries that define how we construct this paradigm. Returning to Massey’s 
characteristics of place is useful for deconstructing these terms. If place is 
boundary-less, fluid, constructed of social relations, and maintains multiple 
identities, the concepts of ‘local’ and ‘global’ are less suitable to describe our 
experiences. In his essay on space and place, John Agnew (2011, p. 319) discusses 
how space, place and scale have become confounded terms, and this has led to a 
linking of “local (and traditional)“ with place, and “global (and the modern)” 
with space. However, as Drainville (2004) argues, global politics are indeed 
placed in local contexts.  
 
In the following section I will discuss how a reframing of globalisation and its 
binary of local/global offers the opportunity to develop new understandings of 
the political that support agency across scale and distance. 
 
Globalisation and the Politics of Scale 
 
A quick Google search for ‘globalisation’ yields approximately 13,600,000 
results,16 speaking to the term’s prevalence in our contemporary discourse. 
However, the rather limited view of globalisation as a recent phenomenon and 
the overwhelming narrative of global capitalism have obscured a nuanced 
understanding of the term. On the one hand, globalisation is synonymous with 
‘McDonald’s culture,’ or a monoculture that has ensued primarily from 
American cultural and corporate imperialism, along with the impact of the 
spread of digital technologies (Castells, 2010). On the other hand, globalisation is 
seen as ‘glocalisation’ where global products converge with the local and are 
modified to regional cultural tastes, and global merges with the local and the 
local merges with the global (Robertson, 1995; Swyngedouw, 2004). The famous 
scene in Quentin Tarantino’s film Pulp Fiction (1994) comes to mind as an 
example, when Vincent explains to Jules that a McDonald’s Quarter Pounder 
with Cheese is known as the “Royale with Cheese” in Paris, and it can be ordered 
with a beer instead of a soft drink. While the speeding-up and shrinkage 
associated with advanced capitalism (see for example, Harvey, 1989; Giddens, 
1990; Jameson, 1991) are certainly extremely relevant to discussions of 
globalisation, as are the standardised infrastructures developed to support the 
international movement of capital (Easterling, 2014), thinking about globalisation 

																																																								
15	Tabuchi, H. and Friedman, L. (2017) ‘U.S. Cities, States and Businesses Pledge to Measure Emissions’, The 
New York Times, 11 July, Available at: https://www.nytimes.com/2017/07/11/climate/cities-states-
businesses-emissions-climate-pact.html (Accessed 19 November 2017). 
16 This figure is accurate at the time of writing 15 June 2017 



CHAPTER 2 - PLACE 
	

 22 

solely in these terms restricts how we understand agency and responsibility in an 
increasingly interconnected context.  
 
Although I will begin to move away from it, I begin with how rethinking agency 
within capitalism might be a way to deconstruct the local-global binary. As 
previously mentioned, Massey (1991) describes power-geometries as the varying 
degrees of power and access to the flows of global capitalism. One’s power and 
access is affected by one’s location, gender, age, status, etc., and greatly impacts 
one’s experience of globalisation. In her discussions of globalisation as an 
ongoing process, Massey refers to Gibson-Graham’s (2006, pp. 35–36) notion of 
‘resubjectivation’ in which the framing of globalisation is reversed so that rather 
than thinking about the world as subject to global capitalism and globalisation 
practices, we think about how we are subjected to the narratives and identities 
(my emphasis) placed upon us by the globalisation discourse. According to 
Gibson-Graham (2006), resubjectivation supports rethinking where agency lies 
by calling for an embodied practice in which we actively address and reshape the 
way we perform global narratives.  
 
One way that I propose to address the question of how we change our 
performances of global narratives is through considering the concept of radius of 
impact. Radius of impact accounts for the ways that individuals, issues and 
actions can affect and be affected by one another over various distances, and 
supports the view that place, and what we refer to as globalisation, are processes 
of relations and flows (Massey, 1994, 1999, 2004, Amin, 2002, 2004; Amin and 
Thrift, 2002). Radius of impact relates to Herod and Wright’s characterisation of 
scale in which they suggest that, “…whereas thinking about scale in terms of 
bounded units of space may lead us to particular coneptualizations of the 
relationships between places, use of the network metaphor may help articulate a 
very different sense of scale and the scaled relationships within which people 
and places are bound, a sense in which specific places are seen as simultaneously 
global and local (and regional and national) without being wholly one or the 
other” (2002, p. 8). While radius of impact supports the network metaphor, it has 
the additional consideration for how something or someone might affect change 
across what we refer to as scales. 
 
Two artworks that speak to radius of impact and how it might provide a 
different lens to understanding the relationship of flows across geographic areas 
and social milieus are Kate Rich’s Feral Trade17(2003-present) and Jennifer Lyn 
Morone’s Jennifer Lyn Morone™, Inc. (2014-present). Rich interrogates global 
product flows by employing social networks to transport goods, while Morone 
explores the self as a corporation. 
 
Feral Trade is an ongoing work that Rich has created an experimental grocery 
business that trades goods through various social networks, avoiding traditional 
methods of global distribution that rely upon mass shipping. Rich describes the 
term ‘feral’ as “willfully wild” and suggests that trading through social networks 
opens up the possibility to create “wormholes between diverse social settings, 
routes along which other information, techniques or individuals can potentially 

																																																								
17 Rich, K. (2017) Feral Trade, Available at: http://www.feraltrade.org/cgi-bin/courier/courier.pl (accessed 
19 November 2017). 
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travel”18.  Traders rely upon the “freight potential”, as Rich describes it, of 
friends and colleagues traveling, and they make shipping arrangements through 
emails, text messages and bank transfers. All of the details of the product’s 
transactions are recorded and displayed in a manner resembling nutritional 
labelling on food packaging. This includes information on total payments to the 
farmer producing coffee beans, transfer fees, cargo fees, fuel surcharges, delivery 
fees for kerbside pickup at Heathrow airport, and packaging charges, for 
example. In documenting these details, Rich demystifies and makes transparent 
the relationships and flows of the goods. This identifies the end user as a node in 
this flow while showing the wide reach and implications involved in producing 
and consuming the product. 
 
Morone’s Jennifer Lyn Morone™, Inc. (2014-present) is also a long-term work that 
offers an interesting perspective on the relationship of the individual to global 
forces, and gives pause to reflect on the relevance of resubjectivation. The work 
quite literally explores the embodiment of global capitalism as the artist created a 
new business model by legally incorporating herself. In creating a legal C-
Corporation bearing her name, Morone is able to grant all of her value-adding 
assets such as skills, experiences, capital and intellectual property to the 
corporation. The work calls attention to current practices in which corporations 
vie for and sell our personal data, while also challenging what we understand as 
‘value’ translating everything about the artist, from education to biological 
process, into an economic asset. In a related project, Morone’s DOME (Database of 
ME) is a digital app that captures one’s personal data and then shares it only with 
the user. The aim of the app is to make one’s data and ‘operations’ more 
transparent, and therefore more valuable to the individual as opposed to the 
corporation. Through both of these works, Morone enters directly into the system 
of global capitalism in order to simultaneously personalise and subvert it.  
 
Both Rich’s and Morone’s works bring awareness to how we are each implicated 
in global systems and their associated power-geometries. Through the works, the 
phenomenon of ‘globalisation’ can be better understood as a process of 
interdependent forces stretching across scales. Geographers have suggested that 
places can be understood as nodes within these interdependent systems (Massey, 
1994; Amin, 1997, 2002, 2004). Considering Gibson-Graham’s notion of 
resubjectivation, thinking about the plurality of both capital and place across 
scales creates opportunities to disrupt the narratives that surround them. When 
individual people and places are thought of as interconnected nodes within 
systems, agency can be understood as distributed and fluid, as opposed to being 
isolated to either top-down or bottom-up. Individual people and places can begin 
to understand their ability to impact, as well as be impacted by, systems –
economic and otherwise. This has particular repercussions on how we rethink 
what constitutes a local political issue and the span of local politics (Amin, 2004, 
p. 34). 
 
A Relational Politics of Place and Responsibility 
 
Globalisation is often discussed in contrast to localism. In the UK, localism came 
to the fore with the 2011 Localism Act set forth by the Conservative-Liberal 

																																																								
18	Rich, K. (2017), Feral Trade, Available at: http://www.feraltrade.org/statement/ (Accessed 19 November 
2017).	
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Democrat coalition government. This Act was developed in response to the view 
that power and decision-making had become too centralised in Whitehall, and 
therefore motions were set in place to decentralise various public services and 
programmes to local authorities and “other actors presumed to be local” (Clarke, 
2013, p. 492). However, this raises serious questions about how ‘local’ and ‘local 
actors’ are understood. What criteria are used to determine what is ‘local’ and 
who is involved in this decision-making process? Where does a ‘local’ area end? 
Critiques lodged at the different versions of localism provided by political parties 
at both ends of the spectrum highlight localism’s failure to clearly define what 
the term means, and the failure to support difference, both within a local area, 
and between local areas (Clarke 2013 ibid., pp. 501-503). While Taylor’s (1989) 
definition of locality as describing the scope and reach of experiences that take 
place in one’s everyday is commonly used, as both Rich’s and Morone’s works 
demonstrate, this understanding of where one’s routine activities occurs is no 
longer apt in today’s interwoven context in which personal and professional 
interactions and transactions occur across various social and geographic 
locations. Instead, there are calls of a “heterotopic sense of place” (Amin, 2004, p. 
37) that recognises the multiple and varied influences that exist across distances, 
and therefore a new form of politics that reflects this interconnectedness. 
 
Amin (2004) suggests a relational politics of place that responds to the need for a 
non-territorially bounded politics. He proposes several ways of considering a 
relational politics that include “politics of propinquity”, “politics of connectivity” 
and “politics of programme”. Politics of propinquity and politics of connectivity 
recognise that our daily experiences and attachments are not limited to the 
immediacies of our location, but rather are constructed through and across 
distances (Amin, 2004, p. 39). Politics of propinquity refers to places as nodes, 
and is a politics of negotiation of difference between the various communities, 
cultures, etc. that come together in these nodes (ibid.). It therefore embraces a 
“field of agonistic engagement” in which politics, like place, are constructed 
relationally and are in constant flux (ibid.), and therefore denies a priori 
belonging due to territorial location (Amin, 2004, p. 40). Politics of connectivity 
recognises that individuals who come together in nodes are mobile, connected to 
many other people and areas, and are spread across geographic distance (ibid., 
p.40). Therefore, politics of connectivity suggests that individuals across 
distances can take part in political decision-making. Politics of programme works 
in harmony with both politics of propinquity and connectivity by suggesting 
politics based upon programmes or issues. This facilitates actors from near and 
distant locations to inform and shape the politics according to the particular 
issues raised in debate (Amin, 2004, p. 41). Amin suggests that such a way of 
thinking about politics and place shifts the focus from an inside/outside 
perspective and looks to create a wider understanding of issues as trans-scalar. 
This implies the need to rethink governance models in respect to issues that have 
an impact beyond a limited radius.  
 
Amin’s relational politics of place relates to Massey’s discussion of responsibility 
within geography of care. Massey questions what constitutes agency and refers 
to the agency of place, in particular the agency of the ‘local’. She proposes that, 
“’places’ are criss-crossings in the wider power-geometries which constitute both 
themselves and ‘the global’” (2005, p. 101), and sees them as agents in 
globalisation as opposed to merely experiencing globalisation (Massey, 2004, p. 
11). She infers that as a result, local politics can have impact on a global scale, as 
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well as impact the ‘mechanisms of the global,’ or what she refers to as the ‘degree 
of purchase’. However, she suggests that, particularly in Western contexts, we 
prioritise territorially how and for what we care. We begin with our homes and 
extend outwards towards the global. This nested geography of care often implies 
a responsibility of proximity, that is to say that we feel more responsibility for 
what is close to us territorially (Massey 2004, p.8). Proximity and responsibility 
can also be seen as linked to affect in this case, where we might feel greater 
responsibility towards that which is near to us because we have potentially 
created thick places (Casey, 2001) with which we have higher degrees of affect 
cultivated through repeated interactions with our locale. However, when we 
subvert the territorial way of thinking about place, as has been suggested by 
Massey and Amin among others, in favour of considering place as linked by 
issues, how does our sense of care and responsibility change?  
 
The ways that BWK-BCN, The 404th Wall and DIYwania can be understood to 
challenge geography of care is in dialogue with Massey’s discussion of 
responsibility. Massey (2004, pp. 9–10) refers to feminist philosophers Moira 
Gatens and Genevieve Lloyd’s book Collective Imaginings (1999) in which they 
cultivate a sense of responsibility through a consideration of Spinoza. She does 
this because Gatens and Lloyd’s understanding of responsibility suggests that it 
is developed in relation to another, that it is embodied, and that it infers 
extension as opposed to being limited to an immediate proximity. While Gatens 
and Lloyd discuss the extension of responsibility in terms of historical time 
linking present responsibility for past events, Massey argues that the concept is 
equally helpful as a tool to think about spatial responsibility. She appropriates 
and spatialises Gatens and Lloyd’s terminology, rewriting their assertion that, 
“We are responsible for the past not because of what we as individuals have 
done, but because of what we are” (Gatens and Lloyd, 1999, p. 81) to read, “We 
are responsible to areas beyond the bounds of place not because of what we have 
done, but because of who we are” (Massey, 2004, p. 16)(Italics my own). This 
echoes Duff’s discussion of Spinoza via Deleuze and the relationship between 
affect and the body’s “power of action”, or the ability to both affect and be 
affected by what it encounters (Duff, 2010, p. 885). Duff suggests affect informs 
an individual body’s worldview and the actions one takes in response to this 
worldview. When we consider affect as thought of in these terms with 
responsibility, an important political dynamic arises in which individuals are 
seen as responsible for places near and far, and it is through cultivating affect 
that action reflecting this responsibility can be taken. Referring back to Amin’s 
relational politics of place and programme, the challenge is to engage individuals 
in issues and their attachment to them in order to “try to develop a politics which 
looks beyond the gates to the strangers without” (Massey, 2004, p. 17). I will 
explore this notion in further detail in the Participation Chapter in regard to the 
concept of becoming the response-able stakeholder. However, in the following 
section I discuss the works in this research in relation to ideas of responsibility 
and relational politics of place. 
 
Responsibility and relational politics of place in practice 
 
BWK-BCN sits within the context of questioning the potential of issues like 
climate change to challenge current models of geography of care. BWK-BCN can 
similarly be understood in terms of exploring radius of impact. It takes as a 
starting point Barcelona and Berwick’s common characteristics and similar 
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histories, and asks participants to investigate the impact of climate change across 
territorial distance, while designing an experimental location that brings together 
elements from Berwick and Barcelona. These elements include various forms of 
knowledge that are extracted from each location and applied to this new 
conurbation, as well as local customs, local tastes, and local landmarks gathered 
from each place.  
 
As the initial stages of BWK-BCN began through a series of working sessions 
with Berwick residents (see Refs. BWK.1-6), making these links between Berwick 
and Barcelona I wanted to explore how a process of finding commonalities with 
another location might begin to foster a sense of affect that could potentially 
translate into a sense of shared responsibility. Using the idea that affect is linked 
to action-potential (Deleuze, 1988), BWK-BCN also builds a structure for 
discovering whether or not the translation of affect might provide avenues for 
action. This framework was designed to create ways for resident-participants to 
discover potential relationships with Barcelona, even if they had never travelled 
there before, by applying the affect they had for Berwick. In speculating what 
Berwick might be like with Barcelona’s climate, resident-participants were also 
asked to imagine how this might impact their affect for Berwick. 
 
As participants undertake the process of identifying infrastructures, systems, 
tools and cultural practices, they are asked to make links between them. This 
supports the understanding of place as relational, and also brings the 
participants’ awareness to how one process, system, or practice impacts another. 
In this way, the metanarrative of climate change is made tangible and relevant 
within a localised context, while at the same time localised issues are seen as 
being interwoven into a global network. In reframing the relationship away from 
territory and towards radius of impact, metanarratives and localised issues are 
brought together to be debated and addressed so that school board elections are 
discussed in parallel with climate change. Equally, if one considers a site on the 
other side of the globe as part of the ‘local’ context, then one must also evaluate 
how chosen systems impact that site as much as they consider the impact in their 
physical backyard. 
 
BWK-BCN can be thought of as functioning as a boundary object as described by 
Star and Griesemer. They are: 
 
 …objects which are both plastic enough to adapt to local needs and the constraints of the 
 several parties employing them, yet robust enough to maintain a common identity across 
 sites. They are weakly structured in common use, and become strongly structured in 
 individual site use. They may be abstract or concrete. They have different meanings in 
 different social worlds but their structure is common enough to more than one world to 
 make them recognizable, a means of translation (Star and Griesemer, 1989, p. 393).  
 
Boundary objects are arrangements or fluid infrastructures that support 
collaboration and knowledge sharing across different groups working together 
without the need for consensus (Star, 2010, p. 602). Star and Griesemer use the 
words ‘boundary’ and ‘object’ not to imply territorial edges, but instead the 
terms are used to describe “a shared space, where exactly that sense of here and 
there are confounded. These common objects form the boundaries between 
groups through flexibility and shared structure—they are the stuff of action” 
(ibid. pp. 602-603). In comparison to how place has been defined, boundary 
objects also refute boundaries, creating physical and conceptual areas for 
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exchange. They are built upon a foundation of relations and support the 
negotiation of values and understanding. The key to the success of boundary 
objects in their role of knowledge exchange is that they remain open to 
modification, to respond to local contexts and to “accommodate local 
‘dialects’” (Sapsed and Salter, 2004, p. 1519).  
 
Each element of BWK-BCN supports this adaptation to particular contexts, 
drawing upon site-specific experience to contribute to the vision of this new 
place. By gathering people together, BWK-BCN forms contact zones (Askins and 
Pain, 2011; Mayblin et al., 2015; Mayblin, Valentine and Andersson, 2016), or 
spaces of encounter in which participants collaboratively disassemble and 
reassemble aspects of Berwick and Barcelona with the aim of designing from 
scratch a conurbation responding to the shared issue of climate change. It does 
this by joining a variety of people as stakeholders in BWK-BCN with a common 
goal of designing their vision of a new place that responds to the challenges 
presented by climate change. Through the original working sessions and the 
subsequent toolkit, BWK-BCN explores tacit knowledge and what is understood 
as expertise in the context of uncertainty and risk associated with climate change 
by facilitating a process of problem dis-solving, as opposed to problem solving. 
At the same time, the factual-fictional aspect of BWK-BCN allows participants to 
critically engage with the narratives that have led to current constructions of 
Berwick and Barcelona, and decide which they would like to keep, while having 
the freedom to completely start anew.  
 
In a similar manner, The 404th Wall and DIYwania can be described as boundary 
objects that link diverse groups across locations. The 404th Wall experiments with 
how occurrences in one place might be made relevant in and become part of 
another. While each of the activities over the 10 days of the installation 
component of the work focused on different themes, they each revealed 
processes of translation and appropriation between locations. Actions initiated in 
either Dubai or Newcastle were relayed across territorial distance via the 
Internet, and processed in the receiving location. Here we could see how a small, 
localised action could have a larger radius of impact by extending across territory 
and being made relevant within the cultural context of the other site.  
 
DIYwania functioned in a similar manner, becoming a node for activity and 
discussion that brought together experiences from across the globe, and then 
served to transmit these experiences to Newcastle. As a dialogical site, DIYwania 
created a space for people from various cultural and geographic backgrounds to 
share experiences that extended well beyond Dubai. Participants spoke of 
experiences from homelands that included Syria, the Philippines, and Morocco, 
while also sharing experiences from travels (Ref. DIY.6, figs. 39, 46,47). The 
DIYwania tent functioned as a repository for these experiences, fostering 
reflection on the impacts previous experiences in other places had on how 
participants experienced Dubai. 
 
The DIYwania tent provides quite a tangible way of thinking about how 
boundary objects adapt to different environments and allow different meanings 
to be applied to them according to the social context. In Dubai, the tent was a 
familiar construction and symbol for gatherings. This familiarity made it much 
easier for Schrag and I to enter public spaces and social contexts that would 
otherwise have been difficult for us to engage. The tent itself also served as the 
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link between The 404th Wall and DIYwania, and between collaborators on the 
project. The tent provided a vehicle for Schrag and I to explore Dubai while it 
simultaneously served as a vehicle for translating these experiences to the 
Newcastle team. The tent became the symbol for knowledge sharing and 
translation. It continued this role when DIYwania returned to the UK and was 
deployed in contexts around the Northeast (see Refs. DIY.8-10, figs. 49-51). As I 
have mentioned before, the tent allowed us to successfully create a dialogical 
space because it was seemingly out of context and was viewed as somewhat of a 
spectacle. It performed as a conversation starter in order to then engage curious 
passersby in deeper discussions of ideas of place. Within these discussions, 
participants often asked us about the tent and where it came from. Schrag and I 
recounted our stories and experiences in Dubai, which enriched the discussions 
of challenging the local/global binary. 
 
Throughout this section I have argued for radius of impact as a reframing of how 
we think of globalisation and agency within it. Building on Gibson-Graham’s 
notion of resubjectivation in which we are asked to recognise our relationship to 
the narratives and identities assigned to us by the globalisation discourse, radius 
of impact speaks to the potential of subverting these narratives and reclaiming 
agency. By recognising individuals and places as interconnected, we can see how 
one’s actions might have influence beyond the immediate location. I have 
proposed taking Amin’s politics of propinquity and politics of programme as a 
starting point for thinking about these relations and the ensuing politics 
according to issues and how we negotiate difference, as opposed to thinking 
about politics in terms of territory. In doing so, questions are raised about how 
we understand responsibility for the issues at the immediate level and beyond. I 
suggest that one way to develop this understanding of responsibility is through 
the use of boundary objects. In this research, I have explored the potential of the 
works to function as boundary objects, crossing different contexts and 
supporting knowledge sharing about our place narratives, while supporting 
multiple views.  
 
In the following sections, I turn to Massey’s fourth and final characteristic of 
place, which is that it is reproduced via social relations, and not through an 
internalised history. This suggests the importance of the narratives we form 
about place, and how changing these narratives affords the opportunity to 
change place. In these sections, I will investigate the roles of social imaginaries 
and their enactment at the individual level via habitus. Referring back to 
Thirdspace, I will argue for the potential that lies in participatory practices 
disrupting habitus as a means to rewrite our social imaginaries. 
 
PLACE IS REPRODUCED THROUGH SOCIAL RELATIONS, NOT 
INTERNALISED HISTORIES  
 
Antanas Mockus was Bogotá’s controversial mayor from 1995-1997, and again 
from 2001-2003. The university professor-turned-politician is known for 
humorous and playful stunts that bring to mind the antics of the Yes Men, 
turning the city and its workings into a social experiment (Buendía, 2010). At the 
time that Mockus took office, Bogotá was one of the most violent and 
ungovernable cities in Latin America, and Mockus instigated a series of 
initiatives designed to improve city services and to challenge the way people 
thought about citizenship and responsibility to place (ibid., p. 20). He took 
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advantage of his former profession and the fact that professors were trusted 
more than politicians (Marsh, 2013) to implement a “cultura ciudadana” (Buendía, 
2010, p. 20), or a civic culture, designed to revision and reform the relationship 
between citizens, the government and the city itself. He did this by rethinking 
where responsibility for the city was located, subverting the traditional notion 
that the authorities were solely responsible for dealing with issues of violence 
plaguing the city, and highlighting the agency and responsibility citizens had 
themselves for combatting the problem. Mockus adopted a playful, absurd 
methodology to do this that went against the ways most politicians would 
approach the issue. “Symbols, metaphors, and humor became the language 
through which the administration would enforce its measures to deal with urban 
violence” (ibid., p. 20). During his tenure, Mockus wore a “Supercitizen” 
superhero costume to encourage active citizenry. He created a “Night for 
Women” where men were encouraged to stay home and watch the children 
while women safely went out at night, hired mimes to control traffic crossings on 
dangerous roads, and distributed “thumbs up” and “thumbs down” cards for 
people to vote on and silently voice their approval or disapproval of others’ 
behaviour in public places (Caballero, 2004). Mockus also instituted the 
Temperance Law (Ley Zanahoria) that stopped bars and restaurants from selling 
alcohol after 1:00am in order to tackle the issue of alcohol-related violence. 
Zanahorio (temperance) – translates to ‘carrot-like’ in English– a pejorative term to 
describe someone as boring (Buendía, 2010, p. 27). Mockus reclaimed the term to 
symbolise a way of exercising citizenship that speaks to interacting with fellow 
citizens, and complying with standards of coexistence (ibid.). 
 
Mockus’ tactics are comparable to methodologies applied in my own art practice. 
His interventions looked to ways of challenging and disrupting citizens’ 
everyday behaviours in order to create opportunities to rethink these practices. 
Although the practices had been embedded culturally, Mockus sought to 
empower the individual to make different choices and rewrite the narrative. 
Looking at the actions taken by Mockus helps us understand the engrained socio-
cultural narratives that inform the ways we create place, and the ways that place 
in turn reflects and informs our narratives. In this section I situate my works as 
they relate to the discourse around cultural narratives. I will suggest that looking 
at the works in relation to ideas of the social imaginary as presented by 
Castoriadis, and Bourdieu’s habitus, provides ways of thinking about 
individuals’ agency in the face of overarching narratives.  
 
Habitus and Social Imaginary  
 
Social imaginary is often described as the core values, myths and narratives that 
determine a particular society’s worldview, and the expectation of how members 
of that society interact with one another. Strauss (2006) suggests that there are 
various understandings of what the social imaginary means, ranging from a 
group attitude (Castoriadis, 1975), an illusion or fantasy (Lacan, 1977) and a 
cultural model (Anderson, 1983; Taylor, 2002). In this section I will introduce the 
work of key contributors to the term social imaginary, how it has evolved, and 
how it is relevant to discussions of place in the contemporary context. While each 
contributor refers to the imaginary in different ways, what all of these theories 
point to is the importance of the imaginary and symbolic, not only logic, in how 
we experience place collectively and individually.  
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Social imaginary is perhaps most commonly associated with the Greek-French 
philosopher Cornelius Castoriadis who outlined his take in The Imaginary 
Institution of Society (1975). In this text, Castoriadis takes an ontological approach 
to interrogating the social imaginary with the primary aim of understanding how 
multiple social-historical worlds are possible (Gaonkar, 2002, p. 6). He is focused 
on determinacy, that is to say, that these social-historical worlds develop in 
response to a pre-determined logic (ibid.). This logic is a shared ethos that unifies 
a group around core conceptions that inform a society’s worldview, and become 
central to how it organises itself.  
 

The imaginary of which I am speaking is not an image of. It is the unceasing and 
essentially undetermined (social-historical and psychical) creation of 
figures/forms/images, on the basis of which alone there can ever be a question of 
'something'. What we call 'reality' and 'rationality' are its works (Castoriadis, 1975, p. 3) 

 
Castoriadis uses the term ‘radical imaginary’ to describe how societies institute 
themselves through a process of creating new forms and attaching shared 
meaning to them (1993, p. 131). The radical imaginary is the site of creation in 
that there is no predefined logic that drives it, however its impacts have an 
undoubtedly real effect on how people within a society understand the rules of 
how they are meant to interact (Clark, 2002, p. 68). Castoriadis was motivated in 
his writings on the social imaginary to oppose the idea of economic determinism. 
He posits that Western society vacillates between two imaginary poles. At one 
end there is the assumption of unlimited resources, as supported by capitalism, 
and at the other is the idea of individual and social autonomy (ibid., pp.  70-71). 
He gives the example of the bourgeoisie and their institution of capitalism as 
demonstrating the potential of the social imaginary. Castoriadis describes how 
the bourgeoisie were able to expand forces of production while replacing former 
relations to these forces of production with new ones, all while creating a new 
sense of reality for what counts and does not count (ibid., p. 69). This notion of 
what counts or not informs a society’s sense of value creation, and therefore has 
tremendous impact on the ways the society forms and enacts a worldview. 
Similarly to Castoriadis, Charles Taylor describes the modern social imaginary in 
the West as comprising three core cultural and institutional forms - the economy, 
the public sphere, and the self-governing people (Gaonkar, 2002, p. 11). The 
interaction between these forms is what impacts the development of our values, 
how we structure social engagement, and how places both reflect and re-inscribe 
this process. 
 
Soja’s discussion of the exopolis in Thirdspace provides a useful way of thinking 
about how place reflects underlying value systems in the West, particularly 
American capitalist systems. “The Exopolis itself is a simulacrum: an exact copy 
of a city that has never existed. And it is being copied over and over again all 
over the place” (Soja, 1996, p. 19). Soja describes Orange County, California, a 
wealthy suburban sprawl from Los Angeles, as an example of exopolis. The 
exopolis is built upon the imagination, making tangible and spatialising our 
thoughts, values and aspirations. “Orange County is Tomorrowland and 
Frontierland, merged and inseparable. 18th century mission. 1930s art colony. 
1980s corporate headquarters” (Soja, 1996, p. 237). Orange County represents the 
shift from a manufacturing economy to a “peripheral urbanization” (ibid., p. 246) 
in which business and technology parks have replaced the urban centre and are 
the symbols of the American capitalist social imaginary. It is perhaps no 
coincidence that Disneyland is in Orange County, representing fantasy, dreams 
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and aspirations as Orange County itself has come to stand in for the 
commercialised American Dream. It is “the most ‘California-looking’ of all the 
different Californias” (ibid., p. 238). 
 
Orange County is not the only exopolis. We make replicas of the exopolis, giving 
physical form to the narratives that we have devised in order to represent and 
mirror how we see ourselves in the world. Through this mirroring, we are 
constantly reminded of our narratives, and as the exopolis spreads, so do the 
imaginaries. For Castoriadis, it is through the mediation of the imaginary that we 
understand what constitutes ‘real’ and how we distinguish between the original 
and the copy (Gaonkar, 2002, pp. 6–7). The critical aspect of exopolis that I wish 
to draw attention to is the fact that it is a copy without an original. It is 
constructed and enacted in the ‘real’ based on the imaginary. This not only 
indicates the power of the imaginary and the important role it plays, but it also 
indicates that the imaginary is not necessarily fixed and might be altered. If there 
is a direct relationship between the imaginary and its physical manifestations, it 
can be inferred that alterations to the imaginary will be reflected in changes to 
place. Equally, this relationship infers that by making changes to place, the 
imaginary itself can also be shifted. If the exopolis is a copy without an original, 
what is the source of imaginary, and what are its political ramifications? 
 
Castoriadis describes two ways in which the social imaginary is experienced 
through either autonomous or heteronomous societies. He suggests that when a 
society is autonomous it is aware and understands that it is responsible for 
creating the rules that organise it, and that these rules are constantly being 
reinscribed. This process of reinscribing is what can be referred to as habitus, 
which I will address momentarily. According to Castoriadis, members of an 
autonomous society are aware of the fact that their society and its institutions are 
constructed, and they regularly call them into question. Heteronomous societies, 
on the other hand, have a different relationship to the imaginary and believe its 
values, narratives and laws are indisputable and that they are imposed by 
another or from the outside. Gaonkar (2002, p. 8) discusses how in striving for 
autonomy for oneself, one also strives for the autonomy of others. Castoriadis 
posits that philosophy and democracy are the tools needed to disrupt the social 
imaginary, and that while philosophy supports rethinking, democracy supports 
taking action (ibid., p. 9).  
  
Despite Castoriadis’ insistence on the political potential within the social 
imaginary, he is often criticised for his level of abstraction, his failure to recognise 
the multiplicity of social imaginaries (as in his reference to the social imaginary) 
(Strauss, 2006); and the inconsistencies with where he locates agency by 
suggesting that the individual has power, while at the same time is subject to 
external forces (Clark, 2002, p. 71). Other theorists have argued for the plurality 
of social imaginaries and suggested that they be understood as “backgrounds” 
that support, validate and codify community activities (Taylor, 2002). These 
‘backgrounds’ provide the framework on which political ideologies are built, and 
Steger suggests that in order to understand how previous ideologies central to 
modernism, such as liberalism, conservatism, socialism, etc., have been 
disassembled and hybridised to produce concepts such as ‘globalisation’ and 
‘sustainability’, we need to understand the role of social imaginaries (Steger, 
2009, p. 11). Steger extends previous discussions of the social imaginary from 
communities or nations (Anderson, 1983), and proposes that a “global 
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imaginary” is under development. This global imaginary speaks to the formation 
of new belief systems reflected in globalisation and sustainability, and represents 
the disruption of frameworks previously assigned to nation-states including 
citizenship, sovereignty, territoriality and borders (Steger, 2009, p. 10). In his 
outlining of the global imaginary and its relationship to changing political 
ideologies, Steger (2009, p. 12) states that,  
 

To understand the fundamental changes affecting the ideological landscape of the 
twenty-first century, it is necessary to grasp the connection between political ideologies 
and their overarching ‘social imaginary’. Constituting the macromappings of social and 
political space through which we perceive, judge, and act in the world, social imaginaries 
are deep-seated modes of understanding that provide the most general parameters 
within which people imagine their communal existence. 

 
In his descriptions of “micromappings”, Steger alludes to the role of place in how 
the global imaginary is conceived. Clark (2002, p. 73) also states that, “We must 
recognize that the imaginary is regional, not territorial, and devote careful 
attention to the various imaginary regions that are interrelated and mutually 
determine one another in very specific though complex ways.” There are many 
resonances with the ways in which social imaginaries are described and Massey’s 
description of place, which has been discussed throughout this chapter. Goankar 
(2002) summarises suggestions in recent scholarship for what constitutes new 
social imaginaries, identifying five key points. These points describe social 
imaginaries as: ways of understanding the social, mediating individual and 
collective experience, relational, constructed (uses national people as an example 
of an imaginary), multiple, and suggests that agency comes about through action 
as opposed to pre-existing (2002, pp. 4–5). I argue, therefore, that in order to 
understand and potentially reshape social imaginaries, one must consider them 
spatially.  
 
Spatialising Social Imaginaries 
 
While many of the social imaginary theories have come under critique for 
remaining in abstraction (Strauss, 2006), when we apply a spatial lens to the 
imaginary we begin to see the relevance and impact imaginaries have in quite a 
concrete manner. Soja described the exopolis as the spatialisation of the social 
imaginary where the real-and-imagined become indistinguishable. However, 
there are other ways in which social imaginary can be understood in spatial 
terms. Strauss argues that, 
 

This means talking, not about ‘the imaginary of a society’, but of people’s imaginaries. 
This person-centered approach recognizes the importance of learned cultural 
understandings but does not take ‘culture’ to be a fixed entity assumed to be held in 
common by a geographically bounded or self-identified group. Bounded or self-
identified groups may share some cultural understandings, or imaginaries, with each 
other, but be fractured with respect to other understandings, which could be shared 
among people who have had the same formative experiences despite living in different 
parts of the world and not having a common identity (2006, p. 323). 

 
Strauss’s discussion supports thinking in terms of radius of impact and Amin’s 
politics of programme, looking at how issues across geographic distances can 
create shared understanding, and focuses on the role of individuals’ imaginaries. 
Arguably, changing narratives at the individual radius of impact has the 
potential to create change at a larger radius of impact.  
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In order to envision how individual narratives might be altered, I turn to a 
discussion of Bourdieu’s (1977) concept of habitus. While Bourdieu embeds his 
understanding of habitus within concepts of capital, what is relevant to this 
thesis is habitus’ emphasis on the unconscious embodiment of systems and social 
structures used in an attempt to bridge the subjective and objective, making 
sense of the relationship between individual and collective dispositions and 
actions (King, 2000, p. 417). In doing this, Bourdieu seeks to discover where 
individual agency is located. His use of habitus has drawn similar critique as 
Castoriadis for failing to overcome subject-object dualism by referring back to the 
importance of external forces upon the individual (King, 2000), or seeming 
incomplete (Mukerji, 2014), however, it offers an appropriate starting point to 
begin to deconstruct the ways in which individuals find agency in relationship to 
metanarratives of place.  
 
In particular, Casey’s (2001) reading of habitus as the mediating agent between 
place-world and the geographical self provides useful insight. Casey argues that 
the geographical self, or the situated self, is formed in relation to previous 
experiences that the body has had in places. Places, in turn, evolve in relation to 
bodies entering and impacting on them, so that “neither body nor place is a 
wholly determinate entity” (Casey, 2001, p. 688). Since habitus is enacted or 
performed by the geographical self in place, Casey suggests that the two are 
linked by a “habitudinal bond” (ibid., p. 686). A crucial feature of habitus is that 
it is never fixed, but constantly enacted and re-enacted, and the social 
imaginaries that it represents are learned and reinforced through this continuous 
action. Again, this links very closely to how place is formed. Since habitus is an 
open, active process, this suggests through the habitudinal bond, it is possible to 
disrupt both place and the self. To take this one step further, if place is 
understood as part of an interconnected network linked through habitus, there is 
the potential for a wide radius of impact by altering the habitudinal bond at even 
the smallest of scales. Therefore, the works in this research are concerned with 
how this disruption can take place.  
 
Mukerji offers an interesting reading of the failings and potentials of habitus as a 
political force. She draws upon Polanyi’s description of inarticulacy and tacit 
knowledge in the context of scientific experiments, and his comparison to formal 
knowledge, explaining that tacit knowledge is based on learning through action 
and offers the opportunity to change logics through ongoing, creative processes 
of practice (Mukerji, 2014, pp. 349–350). Formal knowledge is theoretical or 
conceptual, and relies on reasoning as opposed to action. Mukerji relates this to 
the practice aspect of habitus and argues that taking Polanyi’s description of tacit 
knowledge can shed new light on how we understand habitus. Where this is 
relevant to discussions of habitus in this thesis is that through repeated 
experiments these small events that are discovered through practice can 
ultimately serve to alter embedded ideas and formal knowledge (Mukerji, 2014, 
p. 350).   
 
Mukerji refers to Deleuze’s discussion of repetition and difference in which he 
argues that repetition begins to reveal slight differences that serve to undermine 
the rules used to construct social imaginary (Mukerji, 2014, p. 351). She 
challenges Bourdieu, stating that habitus is perhaps not something to be escaped, 
but instead could be the tool for escaping the social reproduction (ibid., p. 352) 
because its repetition starts to create slight differences, slight chinks in the 
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armour that can be exploited to make change. This is an interesting way to think 
about where agency lies in the subject/object dualism. Whereas Bourdieu 
routinely falls back to the power of external forces on the individual, what 
Mukerji proposes is a subversion of external forces, of the dominant social 
imaginaries, by repeating them through practice in order to create small shifts 
that can eventually amount to larger shifts reflected in formal knowledge. It can 
be thought of this way – the dominant social narrative is like a choreography that 
one is taught from a very young age. Through constant repetition one learns the 
choreography and becomes more proficient at performing it, but one also adds 
individual flair, making modifications. If these modifications are deemed 
favourable, they are repeated and become part of one’s repertoire. Much like 
when this happens during a dance, there is a moment of reflection in which the 
rhythm has to be rediscovered in order to pick up where one left off. In this brief 
moment one is offered the opportunity to both consciously recognise the rhythm, 
and then make alterations.  
 
Arguably we are in a time when our social imaginaries and habitus are shifting 
and being challenged – the way that Trump’s election has led to a groundswell of 
social and environmental movements at the grassroots level; Brexit challenging 
our understanding of what it means to be British or European; climate change 
and continuing failure of global capitalism begging tor new alternatives to 
patterns of production and consumption. Taking Mukerji’s way of approaching 
habitus as a “trickster” (2014, p. 353), the artworks in this thesis can be seen as a 
material way of designing new habitus, and experimenting with what a new 
social imaginary might look like. When speaking about recent movements such 
as the Arab Spring and Occupy, Mukerji states that they might not lead to 
immediate change due to their lack of directed organisation and goals, however, 
“they hold out new political imaginaries that make the old ones hard to sustain” 
(2014, p. 371). While Castoriadis was unable to indicate a way of linking social 
imaginary with the creation of an autonomous society (Clark, 2002, pp. 71–72), 
looking at habitus as a political tool as opposed to merely the enactment of social 
imaginary suggests that change might occur at the individual level. 
 
The Disruption of Habitus and Social Imaginary in Practice 
 
All three works that comprise this research explore the potential of disrupting 
habitus with the intention of rethinking social imaginaries that address the 
complexity and uncertainty we face in light of global metanarratives. Each brings 
into question the categories of ‘local’ and ‘global’, and the different imaginaries 
that inform how we construct ideas of place. In the case of The 404th Wall and 
DIYwania, the physical space of the NewBridge Project supported participants in 
suspending disbelief and embracing the imaginary. The set-up of the organic 
installation as a ‘lab’, employing symbols such as lab coats, created the 
expectation of playful experimentation, and framing the work around Calvino’s 
Invisible Cities provided a preview into the centrality of the imaginary to the work 
(see figs. 30, 33). The EDE team had previously been selected after responding to 
an open call and submitting an expression of interest. The playful, if not absurd, 
nature of the language used to describe the work and participants’ role within it 
set the stage for the importance of humour. The ‘job description’ of the explorers 
also indicated that participants would take an active part, as opposed to 
interacting with a pre-composed installation. As mentioned in the section on 
Thirdspace, the installation brought together the real-and-imagined in order to 
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provide a context for making visible and spatialising social imaginaries in order 
to pilot the potential of new ones. The imaginaries that were spatialised included 
the ones participants had about Dubai, and ones informing our interactions in 
Newcastle. Participants enacted a process of identifying key symbols that 
represented various aspects of the social imaginaries as related to Dubai and 
Newcastle in order to imagine a place that brought the two locations together. 
Combining them through the process of asyndeton allowed the formation of 
narratives that described and revealed the social imaginaries associated with 
each place, while allowing participants to decide which aspects of these 
imaginaries might be applied to a new one. 
 
DIYwania quite literally disrupts place through its performative, temporary 
interventions. The ‘do-it-yourself’ nature of the work invites participants to enact 
the work by pitching the tent and creating a dialogical space. The location of the 
tent in unusual sites disrupted expectations of the particular place and 
challenged the usual ways individuals engaged with the place. This alteration 
unsettled the operating social imaginaries and invited participants to question 
their habitus through direct action. Particularly in the actions conducted in 
Dubai, DIYwania also worked by creating a forum for participants to discuss 
imaginaries and habitus from their homelands (Refs. DIY.5 and 6). In recounting 
stories of their home countries and sharing some of the difficulties they faced in 
acclimating to Dubai, participants acknowledged the social imaginaries in both 
places, and reflected on how they were enacting these imaginaries. This included 
finding communities of people from their home countries in order to develop a 
support system. It also included readjusting expectations. One participant from 
the Philippines had been a practicing architect, but upon coming to Dubai with 
his wife and small child, he found that the professional status he had at home 
was not recognised in Dubai. Instead of practicing architecture, he was seeking 
work washing dishes in restaurants while finding out ways to move forward 
(Ref. DIY.6). 
 
Where The 404th Wall and DIYwania created performative disruptions in order to 
explore social imaginaries associated with place, BWK-BCN brought individuals 
together to use current social imaginaries and habitus as tools within working 
sessions and with the toolkit. The work is in dialogue with Castoriadis’ 
contention that reality is made of parts that can be disassembled and reassembled 
into something new. BWK-BCN involves participants in a process of taking apart 
the components of Berwick and Barcelona – the infrastructures, the socio-cultural 
customs, the relationships to the natural environment, etc., and find new ways of 
seeing or creating relationships between them. Two working sessions in 
particular demonstrate the importance social imaginaries and habitus have on 
how we formulate visions of places. The session held at the 56 Degrees North 
artist studio (Ref. BWK.4, fig. 61) involved using a series of prompt cards to 
inspire and guide participants to imagine a climate change scenario in which 
Berwick had Barcelona’s climate. The cards asked questions such as “What 
technologies would we have”, “What sounds would we hear”, and “What kinds 
of buildings would we have”. To do this, the participants needed to identify the 
specificities associated with Berwick and Barcelona, and imagine how these 
would be affected by the impacts of climate change. The group consisted of two 
artists from the art studio, a local artist-in-residence for another artist 
programme, a local resident with an interest in climate and poetry, and myself. 
Although the participants embraced the activity and its aim of disrupting the 
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imaginaries and the logic we use to construct place, it became evident the degree 
to which these imaginaries have a hold on how we envision place anew. Despite 
being given carte blanche to completely redesign Berwick and to suspend 
disbelief in order to apply fantastical ideas, the participants rarely veered away 
from how places were being used in the present and how they had been used in 
the past. They often relied on an imagined version of Berwick that directly 
reflected historical activities and uses of space, including turning the waterfront 
area back into a seaside resort as it had been in the Victorian era. When I asked 
about this and suggested that they had complete liberty to design new visions of 
the town, they reflected upon this imaginary with nostalgia and tended to make 
other suggestions that were in line with what existed in the present context. 
 
In quite a different experience, the working session with the retired 
professionals who were members of the Probus Club (Ref. BWK.5, fig. 62) were 
quite open to blending past and current uses of place with fictional scenarios. 
There were moments, however, when the impact of habitus was made quite 
visible. Like the 56 Degrees North working session, this session also used 
prompt cards to reimagine Berwick with Barcelona’s climate (see fig. 63). The 
group who had the card asking what our monuments would be like referred to 
Berwick’s historic town walls. We began a discussion about what role 
monuments like the walls play now, and how we might think differently about 
what constitutes a monument, and what its use might be in the future. A few 
individuals in the group were reticent to revision the walls, and when I gave an 
example of the walls perhaps being repurposed to host a community garden, 
they voiced their concern. I asked why they felt the walls could not be used in 
such a way, and they responded that it was tradition, that the walls had always 
been the way they are. After I suggested that in their current state as a monument 
and leisure area the walls had been repurposed from their original function as 
military fortification in light of a new context, the participants became much 
more receptive to altering the imaginary. Similarly, during the Citizen Science 
Beach Walk (Ref. BWK.3), the narratives of what we consider native and invasive 
species were brought to the fore and challenged. Again, in the initial 
conversations participants were hesitant to think about certain species as native, 
but when we deconstructed the terms and the social imaginaries that formed 
them, participants were much more open to reframing the categories. 
 
There was a cyclical relationship between the working sessions and the 
prototypes, in particular the Seed Suit prototype (Ref. BWK.10), which was 
enacted in public space. Not only in its construction did the Seed Suit disrupt 
engrained and enacted assumptions about the relationships between human and 
natural systems more generally, but also in taking the suit out into public 
contexts facilitated the disruption of habitus within localised contexts. I asked 
Anthony Schrag to wear the suit in a park popular during the lunch hour (see 
figs. 74-76). Walking to the park, people stopped to ask about the suit and we 
explained how the suit evolved. While in the park, Schrag sat on a bench next to 
people on their lunch break. Since people regularly eat here, there are many 
pigeons that wait for crumbs. It provided the ideal location for the bird feeding 
aspect of the suit. Although it was common to see people feeding the birds here, 
the highly unusual suit inspired curiosity and instigated many questions about 
what we were doing. 
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The toolkit also asks participants to challenge dominant imaginaries and habitus 
by designing the conurbation of BWK-BCN, finding new links between systems 
(see Ref. BWK.20). Although the toolkit links Barcelona and Berwick, the focus is 
on the fictitious conurbation. After completing the working sessions in which 
residents were asked to imagine Berwick with Barcelona’s climate (Refs. 1, 2), and 
some of the resistance that came to reimagining the town, I shifted the focus to 
developing a conurbation that allowed people from around the world to 
deconstruct the logics that inform how we develop place. This would perhaps 
allow residents of, or those familiar with, either Berwick or Barcelona to move 
beyond what currently exists and embrace the potential of fictional speculation. 
The BWK-BCN toolkit also asks participants to confront the unarticulated 
understandings and assumptions that belie our decision-making processes 
around place. In making visible the social constructions of habitus and the social 
imaginary, BWK-BCN provides what Mukerji refers to as “escape routes from 
discursive regimes” (Mukerji, 2014, p. 348) and supports participants in 
deconstructing what to this point has been their social reality. The aim of BWK-
BCN is not to provide solutions to issues of climate change, but rather to provide 
a context in which participants come together with different forms of knowledge 
and expertise to see how they can be applied to thinking about place in the face 
of climate change. Providing a fictional conurbation supports participants in 
discovering links to their current experiences of place while imagining new 
possibilities. 
 
Another imaginary that was confronted with BWK-BCN was that of how art was 
understood in this context, and what the role of the artist is. Unlike The 404th Wall 
which took place in an artspace, and DIYwania which was framed by ISEA, the 
arts council initiative, and Newcastle University, BWK-BCN exists outside of 
contexts which support participants in knowing how to engage with the work. In 
running working sessions, I was entering into a pre-existing context (school, 
conference, meeting, youth club) in which rules, roles, codes of conduct were 
already at play. As such, participants were performing roles associated with the 
given context (student, conference attendee, club member) and therefore had 
certain expectations that differed from expectations one might have when 
attending an art gallery. In this case, I was challenged with deconstructing the 
habitus of the context where the working session was taking place at the same 
time that I worked with participants to break down the imaginaries that 
influence the ways we re-inscribe place. In the Methodology section I will discuss 
and evaluate the tactics I used to assist in creating the environment to begin to 
address the subject matter of the working sessions. In the participation chapter I 
will also discuss in more detail how the role of the artist in this way of working 
challenges the traditional ‘artist/audience’ relationship by blurring boundaries, 
and through shifting positions within the activity. 
 
At the heart of all three works within this research is the intention of challenging 
and repurposing cultural logics, while revealing inarticulate knowledge as 
discussed by Mukerji (2014). Each work creates frameworks to support processes 
of revealing cultural norms and social imaginaries through active processes. They 
do this by embracing play, humour and the absurd. In doing so, the works 
support what Mukerji (2014, p. 349) refers to as “acts of refusal,” in which 
participants use practice to challenge dominant logics. In these processes, 
participants are confronted with their own personal relationship to these norms, 
and are given opportunities to redesign the norms in the context of the work. 
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They redesign the dominant logics by reflecting on the individual places’ 
relationships to other places. By redesigning social imaginaries through the work, 
they are simultaneously offered the potential to consider how they might 
redesign these practices in their own lives.  
 
In this section, I have reviewed current discussions on social imaginaries and 
habitus, and their impact on how we construct and perform metanarratives. I 
have also suggested that through spatialising these narratives we can begin to 
recognise the imaginaries, and examine the ways we individually enact them. In 
particular, I draw attention to the works’ exploration of the political potential of 
disrupting everyday enactments of habitus through small changes and 
reassembling its components in new ways. In this way, we see that the narratives 
and histories of place are not fixed, but rather evolving through our individual 
and collective interactions with and enactment of social imaginaries. 
 
CONCLUSION 
 
The local-global binary within the dominant globalisation discourse suggests a 
false distinction. This assumed distinction carries with it assumed politics that 
are delineated by geographic territory. Local concerns are often seen as separate 
from global concerns, and vice versa. However, when place is understood as 
socially-constructed and connected through flows, a new form of governance is 
needed to address this reframing of responsibility. Amin’s proposal of politics of 
propinquity, politics of connectivity and politics of programme provide 
productive ways for thinking about potential governance models that account for 
issues, not territory, and fold ideas of aesthetics and affect into what is 
understood as political. Ultimately, thinking about politics of place in these terms 
requires rethinking our current social imaginaries. This is where participatory 
practices that disrupt habitus have the potential to engage individuals with this 
new governance model. By disrupting how we individually enact social 
imaginaries, we have the potential to understand our connection to issues across 
radii of impact. This infers that in discovering our connection to an issue, we also 
have the responsibility to take action. Therefore, I am beginning an argument 
that I will build throughout this thesis for a form of active citizenry in which 
individuals explore and express their agency in global metanarratives. 
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CHAPTER 3 - SITUATED: ENVIRONMENTS 
 
INTRODUCTION 
 
‘Sustainability’ is increasingly prevalent in the contemporary vernacular. Much 
like place, sustainability has many meanings and context plays a particularly 
important role in how it is made relevant. The United Nations Sustainable 
Development Goals19 (SDG) adopted in 2015 have drawn significant attention to 
the term and broadened understanding of its meanings to include issues of 
poverty, energy, gender equality and infrastructure, in addition to how to 
respond to climate change and how to best protect natural systems. In the context 
of these SDGs, engagement with the public is seen as integral, but there is a need 
to bring together the gamut of language with the situated knowledges and the 
diffused knowledge of the expert. For these reasons, I suggest reframing 
sustainability discourse as ‘situated: environments’. While much attention is 
given to the potential role of green technologies to create sustainable adaptation 
practices, making a case for the ‘situated’ draws attention to the social 
imaginaries, behaviours and values that have shaped our relationship with place, 
and suggests using them as a starting point for addressing SDGs. Whereas 
sustainability deals with how to maintain or reduce depletion of natural 
resources, the term “environment”20 takes into account the ecological context in 
conjunction with the wider conditions and elements that impact how organisms 
live. More than a question of semantics, this immediately shifts the discourse 
from a human-centred one, and brings a holistic, site-based perspective of 
sustainability that considers the various physical, social, political and economic 
elements involved. 
 
This chapter will discuss the development of the current sustainability discourse, 
and bring into question the dominant vision of the Anthropocene – a term to 
suggest that we have moved into a new geological age characterised by human 
impact. By exploring alternative perspectives, including Donna Haraway’s 
proposal of the Chthulucene as a more appropriate way of thinking about 
current and future relationships to the environment, this chapter argues for a 
situated understanding of global wicked problems. In part this understanding 
derives from a shift in how knowledge is collected, and who is involved in the 
collection process. 
 
Throughout, I will consider how the works in this research sit in dialogue with 
theories highlighting the importance of narrative in how we experience and 
discuss issues like climate change, and theories that argue for giving attention to 
that which sits in-between systems and scales. I propose that doing so provides 
avenues for dealing with the uncertainty posed by global challenges. 
 
 
 

																																																								
19 United Nations (no date). Sustainable Development Goals. Available at: 
http://www.un.org/sustainabledevelopment/sustainable-development-goals/. (Accessed: 17 August 2017). 
20 Oxford Dictionaries Online defines “environment” as “The surroundings or conditions in which a person, animal, or 
plant lives or operates”; “The natural world, as a whole or in a particular geographical area, especially as affected by 
human activity.” Oxford Dictionaries (2018) Oxford: Oxford University press, Available at: 
https://en.oxforddictionaries.com/definition/environment (accessed 4 February 2018) 
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ORIGINS OF THE SUSTAINABILITY NARRATIVE 
 
The World Conservation Strategy of 1980 (International Union for Conservation 
of Nature, United Nations Environment Programme and World Wildlife Fund, 
1980) introduced the concept of ‘sustainable development’, linking it very much 
to ideas of conservation. The World Commission on the Environment and 
Development Report (Brundtland, 1987), also known as the Brundtland 
Commission Report, set out a global agenda on sustainability and in doing so re-
presented the term ‘sustainable development’ as a concept that united the 
environment and issues of development. Brundtland, the chair of the World 
Commission on Environment and Development (WCED), stated in the report: 
 

When the terms of reference of our Commission were originally being discussed in 1982, 
there were those who wanted its considerations to be limited to "environmental issues" 
only. This would have been a grave mistake. The environment does not exist as a sphere 
separate from human actions, ambitions, and needs, and attempts to defend it in isolation 
from human concerns have given the very word "environment" a connotation of naivety 
in some political circles. The word "development" has also been narrowed by some into a 
very limited focus, along the lines of "what poor nations should do to become richer", and 
thus again is automatically dismissed by many in the international arena as being a 
concern of specialists, of those involved in questions of "development assistance" (1987, 
pp. 6–7). 

 
In uniting the environment and development, the WCED made the concept of 
sustainable development a matter of concern across fields in the public and 
private sectors, as well as across radii of impact. However, the report remains 
rather vague as to a precise definition and application of sustainable 
development. Robert Vos outlines a trajectory for the development of current 
understandings of sustainability as originating in biology and ecology in order to 
describe the rates renewable resources could be extracted or damaged without 
destroying an ecosystem (2007, p. 335), and the term was then subsequently 
applied to economics. Vos ties this back to the 1972 Club of Rome report Limits to 
Growth in which the case was made against unlimited economic growth and 
resource use, a core value of the dominant paradigm (ibid., p. 334). The Limits to 
Growth (Meadows et al., 1972) report cites exponential growth as the main culprit 
in environmental crises including resource depletion, food shortages and famine. 
The report reflects the existing spectrum that covers understandings of 
sustainability today that ranges from seeing nature as a resource for man’s use 
and domination, to a deep-ecology perspective in which humans are part of a 
larger ecosystem shared with multiple organisms. Vos refers to this spectrum of 
‘thick’ and ‘thin’ sustainabilities (2007, pp. 335–336). In general, thin definitions 
of sustainability correlate with ideas of reducing resource use at the unit level 
and looking to technology to solve environmental issues, while thick definitions 
of sustainability lean towards reducing overall consumption, population and 
relying less on technological solutions (Romero-Lankao et al., 2016). Additionally, 
thick definitions tend to be more concerned with ideas of environmental justice 
and collaborative decision-making, while thin definitions tend to put less 
emphasis on these issues. However, as Vos points out, most definitions of 
sustainability share the common principles of understanding the environment in 
relation to both society and economy, as having intergenerational equity, and 
encouraging engagement beyond complying with the bare minimum (2007, p. 
335).  
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It is worth returning to another part of the Brundtland report that mentions the 
revolutionary impact of seeing the Earth from outer space for the first time (1987, 
p. 11). The report refers to the Earthrise (1968) and Whole Earth (1972) images 
taken aboard NASA’s Apollo 8 and Apollo 17 missions, respectively. The images 
allowed a different perspective, one that Brundtland suggests is perhaps more 
revolutionary than Copernicus’s discovery in the 16th century that the earth is not 
the centre of the universe (ibid.). Undoubtedly, the images had an impact on the 
environmental movement, challenging the rhetoric of Manifest Destiny that 
existed at the time (Henry and Taylor, 2009, p. 190) and supporting a vision of 
the earth as a fragile biosphere with its own agency (ibid., p. 191). The 
photographs afforded a vision of the earth as encompassing much more than 
being a playground for human activity. 
 
Despite the fact that The Chicago Tribune was the only major American newspaper 
to publish the Whole Earth photograph in its December 24, 1972 edition, and 
National Geographic did not include it in its 1973 summary of “mankind’s greatest 
adventure” (Grosvenor, 1973; Cosgrove, 1994, p. 274), these images of Earth from 
space would penetrate the public consciousness, shifting perspectives on ecology. 
One example of this is The Whole Earth Catalog (WEC) (1968-1972), an American 
publication and catalogue promoting self-sufficiency, which featured the 
Earthrise and Whole Earth images on its front cover to symbolise a focus on 
holistic systems. WEC functioned as more than a publication, creating a 
community interested in do-it-yourself sustainable living and design that offered 
tools and information to the publication’s readers. The Fall 1968 edition of the 
WEC listed its purpose as: 
 

We are as gods and might as well get used to it. So far remotely done power and glory - 
as via government, big business, formal education, church - has succeeded to the point 
where gross defects obscure actual gains. In response to this dilemma and to these gains a 
realm of intimate, personal power is developing - power of the individual to conduct his 
own education, find his own inspiration, shape his own environment, and share his 
adventure with whoever is interested. Tools that aid this process are sought and 
promoted by the WHOLE EARTH CATALOG. (Brand, 1968, p. 2). 

 
The WEC’s mission statement speaks to a perspective that individuals can, and 
should, engage directly with thick sustainability, seeing all human activity as 
integrated into larger systems. The publication serves as a vehicle for discussion 
and knowledge exchange designed to allow the individual to seek alternatives to 
the dominant paradigm. 
 
The Earthrise and Whole Earth images have come to be representative of the thin 
and thick polarities of sustainability definitions. On the one hand, the images 
have been used to support the Modernist, technocratic “One-World” view where 
man and technology triumph, and on the other hand, they have also been used to 
speak to global environmentalism and the redefining of man’s relationship to 
nature that this demands (Cosgrove, 1994, p. 278), as demonstrated by the WEC’s 
published purpose. Urry suggests that the images became symbols of the 
interconnections between land, sea and the biosphere, and arguably paved the 
way for Lovelock’s, Stengers’ and Latours’ various conceptions of Gaia in which 
the Earth is understood as an integrated system (2011, p. 26). Given the impact of 
these images to quite literally stand in for worldviews, it is perhaps, then, no 
surprise that Earthrise and Whole Earth have continued to inspire similar images 
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to appear across the covers of international journals21 over recent years to 
represent the current debate over the Anthropocene. In the next section I will 
discuss contrasting narratives of the Anthropocene, some of the key issues it 
raises, and suggested alternative framings. As I will highlight, the way in which 
the Anthropocene is framed has significant consequences for how social 
imaginaries of sustainability are developed, and how individuals enact them. 
 
[ANTHROPO]CENE  
 
While the NASA images have come to represent the Earth as a biosphere and 
various concepts of sustainability, there are other images that are becoming 
synonymous with the effects of human behaviour on the environment. Although 
the ubiquitous polar bear on an isolated ice float has become associated with 
climate change, I find one of the defining images of our time to be the LED screen 
in Beijing showing the sunrise and sunset in a smog-filled Tiananmen Square. In 
January 2014, large LED screens placed around Beijing broadcasted the sunrise as 
part of a tourism campaign for the Shandong province22. Many media outlets 
erroneously reported that the screens showing the sunrise were necessary 
because the high levels of fog obscured the actual sunrise. The images released 
show a bright orange-red sunrise amongst dark clouds of smog and passers-by 
wearing protective facemasks. Beijing regularly experiences some of the worst 
levels of particulate air pollution, so it is understandable that journalists made a 
link between the digital sunrise and the poor air quality. Compare this to the 
recent Associated Press photo essay on the rise of artificial greenery and images 
of nature across Jakarta, Indonesia in light of ongoing deforestation23. The 
photographs show artificial trees in shopping malls, construction sites covered 
with banners depicting forests, and tree wallpaper adorning elevator interiors. 
These come at a time when Indonesia is cutting down its rainforests at a 
remarkable rate. As Cosgrove suggested that the Apollo images be understood 
within the socio-political context of the late 1960s and early 1970s, both the digital 
sunrise in Beijing and the insertion of artificial greenery in Jakarta are suggestive 
of current paradigms. They are emblematic of the contradictions and difficulties 
that define the emerging discourse of the Anthropocene. 
 
The Anthropocene is a contested term that has come into the common vernacular 
in the past two decades after ecologist Eugene Stoermer coined it in the early 
1980s (Haraway, 2016b, p. 4) and Dr. Paul Crutzen, who worked with Stoermer, 
popularised it in a 2002 essay for Nature magazine (Malm and Hornborg, 2014, p. 
62). Crutzen and others who have adopted the term suggest that we have moved 
out of the Holocene and into a new geological era that is characterised by the 
profound impact of human activity on the global environment. While 

																																																								
21 The Economist, North American edition, (2011). Available at: 
https://www.economist.com/na/printedition/2011-05-28. (Accessed 19/7/17); International Geosphere-
Biosphere Programme (2012). Global Change, 78. Available at: 
http://www.igbp.net/publications/globalchangemagazine/globalchangemagazine/globalchangemagazine
no78.5.1081640c135c7c04eb48000371.html. (Accessed 19 July 2017); Nature (2015). Available at: 
https://www.nature.com/nature/journal/v519/n7542/index.html . (Accessed: 19 July 2017).; Future Earth 
(no date) Anthropocene. Available at: http://www.anthropocenemagazine.org/. (Accessed 19 July 2017). 
22 Lusk, D. (2014) Here comes the sun! Well, not really. Available at: http://www.cbsnews.com/news/beijing-
turns-to-virtual-sunrise-due-to-polluted-air/ (Accessed: 19 July 2017). 
23 Alangkara, D. (2017) As Indonesia cuts forests, fake nature thrives. Available at 
https://apimagesblog.com/blog/2017/7/14/as-indonesia-cuts-forests-fake-nature-thrives/ (Accessed” 19 
July 2017).	
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humankind’s impact on the Earth is undeniable (Intergovernmental Panel on 
Climate Change, 2007), there is still disagreement within the scientific 
community as to whether or not a formal declaration of a new geological era can 
and should be made (Lewis and Maslin, 2015, p. 171). Geologists concern 
themselves with the degree to which stratigraphic changes have occurred and 
when, but officially defining the term and assigning a start date to it has socio-
political consequences well beyond the discipline of geology (Haraway, 2015, 
2016b; Lewis and Maslin, 2015). Depending on whether the start date is 
determined to be more towards 1610 or more towards 1964 has the potential to 
either normalise environmental shifts or assign more culpability to the Industrial 
Revolution and the impacts of fossil fuel consumption (Lewis and Maslin, 2015, 
p. 171). This is an important point since the way that the Anthropocene is defined 
will play a significant role in informing social imaginaries of the nature/culture 
debate. 
 
In addition to defining a start date, the very term itself with the focus on 
‘anthropo’ has also caused much debate. There are arguments that the prefix 
‘anthropo’ tars all of mankind with the same brush, ignoring the inequalities of 
access to fossil fuels and their associated technologies deemed to have 
contributed to the onset of the Anthropocene (Malm and Hornborg, 2014). The 
actions contributing to the effects of the Anthropocene are not inherent or 
‘natural’ behaviours, and they are not species-wide (Haraway, 2016b). Other 
arguments suggest the term’s anthropocentrism fails to recognise biopolitics by 
implying that mankind is separate from nature, and not accounting for the 
impacts of the Anthropocene on non-human species (Haraway, 2015; Tsing, 
2016). Given its association with globalisation and the impacts of continued 
growth, alternative names have been proposed for the Anthropocene such as 
Econocene (Norgaard, 2013) and Capitalocene (Haraway, 2015; Moore, 2015). 
Swanson et al. (2015) suggest we read the Anthropocene as a science fiction 
concept that permits distance from our normal everyday in order to take a 
different perspective on the issues at hand. Haraway suggests that the “state of 
indecisive agitation’” known as “The Dithering” in Kim Stanley Robinson’s 
science fiction book 2312 is perhaps a better replacement term to describe the 
uncertainty framing Anthropocene discourse (Haraway, 2015, p. 161). However, 
in my opinion, Donna Haraway’s proposition of the Chthulucene best represents 
a way of thinking about its complexities and interconnections. 
 
Haraway (2015, 2016a, 2016b) develops the term Chthulucene to suggest 
“tentacular thinking” beyond the Anthropocene and around social, economic, 
environmental and political issues presented in our current context. That is to say 
that the Chthulucene supports an ongoing, systemic understanding of 
challenges, explored through a continuous process of wayfinding (Haraway, 
2016b, p. 2) and the creation of assemblages. Haraway says that our job is to 
make the Anthropocene “as short/thin as possible” (Haraway, 2015, p. 160) in 
order to make room for new epochs that support cultural and biological 
diversity. Chthulucene is one way of seeing beyond the Anthropocene. Through 
its processes of assemblage, Chthulucene recognises diversities of knowledges, 
impacts and responses to current issues that are experienced through different 
temporalities and different spatialities. This includes knowledges and 
experiences by other species. In contrast to the ‘Anthropocene’, Chthulucene is 
used to begin a discussion of multiplicity, to create a net or network. “The 
Chthulucene [is] a needed third story, a third netbag for collecting up what is 
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crucial for ongoing, for staying with the trouble” (Haraway, 2016b, p. 11).  
 
“Staying with the trouble”(Haraway, 2016a, 2016b) is an important concept that 
resonates with this research. It implies embracing friction (Tsing, 2004), which, as 
I will discuss in the section on nonscalability, supports new forms of 
understanding that exist at the margins of the dominant paradigm. It also implies 
supporting difference and agonism, which I will discuss further in the chapter on 
participation. In the context of situated: environments, the Chthulucene provides 
a key starting point for thinking about how friction might enable change to the 
narratives dominating contemporary sustainability discourse. The Chthulucene 
disrupts narratives that focus on globalisation and capitalism, and suggests the 
benefits of seeking knowledges gathered from humans and non-humans alike. 
The Chthulucene also embraces processes of exploration and experimentation in 
order to deal with uncertainty. As it is an ongoing, evolving process, the 
Chthulucene takes an approach of making relationships, as opposed to an 
approach of finding solutions.  
 
In the following sections I will discuss how the works that form this research 
facilitate explorations of the key themes arising from the emerging Anthropocene 
discourse. They provide timely and pertinent opportunities to rethink current 
narratives of human-natural relationships, understand and redesign complex 
interconnections of systems, and support evolved understandings of who is 
considered a stakeholder and what roles they play. I do this by referencing 
Donna Haraway’s Situated Knowledges (1988) and arguing in favour of situated 
understandings of sustainability. 
 
WICKED PROBLEMS: HISTORY OF THE TERM 
 
The anti-solutionism, tentacular thinking encouraged by the Chthulucene is 
particularly relevant to ‘wicked problems’. Urban planners Rittel and Webber 
(1973) applied the term “wicked problem” to describe loosely formulated, 
complex problems without an identified point at which the problem can be 
considered solved. ‘Wicked’ does not denote morality, but rather is used in 
opposition to ‘tame’ problems in which clear objectives of the issue are identified, 
and agreed upon criteria are established for determining at what point it has 
been solved (ibid., p. 160). An example of a tame problem might be a 
mathematical equation. The answer to the equation can only be ‘true’ or ‘false’. 
This is not possible with wicked problems such as crime or poverty. In such 
cases, responses can only be thought of in terms of  ‘good’ or ‘bad,’ ‘better’ or 
‘worse,’ since a clearly defined resolution is not possible (ibid., p. 163).  
 
Rittel and Webber offered the concept of wicked problems in response to 
growing concern that the professions were unable to address social concerns by 
applying empirical logic borrowed from the natural sciences (Coyne, 2005, p. 6). 
They joined Polanyi (1967), Schön (1963), and other critics of “a science of design” 
(Bertalanffy, 1969; H. A. Simon, 1969) that viewed the design process as modelled 
after logic and algorithmic methods (Coyne, 2005, p. 6). Informed by philosopher 
Karl Popper (Buchanan, 1992, p. 16) who argued in The Logic of Scientific Discovery 
(1959) that there are no definitive proofs or solutions to scientific hypotheses, 
only refutations, Rittel and Webber (1973) suggested that planning and design be 
understood as a way of framing, rather than solving, complex problems. In doing 
so they highlight the social component of wicked problems, and the politics 
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behind the questions used to articulate them. This resonates with more 
contemporary discussions of wicked problems, such as those posed by designer 
Richard Buchanan’s (1992) concept of “placements” versus “categories” in design 
thinking approaches to refer to a flexible framing of an issue and the need to 
understand the wider context that informs it.  
 
In their introduction of wicked problems, Rittel and Webber proposed ten 
characteristics,24 of which there are three key attributes that I highlight as integral 
to this thesis: wicked problems are relational by nature, the framing of wicked 
problems is political, and wicked problems are repeatedly “re-solved,” as 
opposed to being definitively solved (Rittel and Webber, 1973, p. 160). They 
describe how social processes are the links between systems and networks within 
the framework of wicked problems (1973, p. 159). In this way, it is difficult to 
pinpoint at what points the problem begins and ends. Wicked problems require 
constant revisiting and renegotiation (Grundmann, 2016, p. 562), and responses 
to them will vary depending on context. Brown and colleagues describe wicked 
problems as part of the society that created them, and as such any re-solution of 
the problem requires changes to be made within that society (Brown, Harris and 
Russell, 2010, p. 4). They continue to suggest that this will require new 
approaches to problem-solving that involve the inquirer and decision-maker to 
collaboratively explore a range of possible avenues. This implies the need to 
rethink expert-non-expert relationships in order to meet the challenges faced by 
wicked problems, and the need to bring together a variety of disciplinary 
traditions and knowledges (Coyne, 2005). 
 
Climate change as a wicked problem 
 
Using Rittel and Webber’s characterisation, one of the most ‘wicked’ problems 
we currently face is climate change (Hulme, 2009; Bhaskar et al., 2010; Brown, 
Harris and Russell, 2010). Climate change is generally understood as a wide scale 
alteration in the Earth’s climate systems, largely attributed to the burning of fossil 
fuels. Nevertheless, this definition fails to adequately express the implications 
and lived experiences of climate change. As the implications of climate change 
have grown in severity, it has become more of a social issue than just a scientific 
issue (Hulme, 2009, p. xxv). As Steve Rayner states in the introduction to Mike 
Hulme’s book Why We Disagree About Climate Change (2009), “It has become the 
key narrative within which political issues from the local to the global are 
framed” (ibid., xxiii). As a result of its reach, climate change discourse is 
therefore useful for understanding concepts of situated: environments, more 
generally, across radii of impact.  
 
One of the issues surrounding climate change discourse is that scientists and 
economists have primarily been the ones to shape it (Hulme, 2009; Urry, 2011; 
Usher, 2013). Climate scientists have contributed to the influential 
Intergovernmental Panel on Climate Change (IPCC) reports that have played a 
significant role in publicising the scientific data to the general public, and 
therefore influencing common understandings of climate change (Urry, 2011, p. 
2). Economists have also suggested the central role of economics in responding to 
the effects of climate change. The Stern Review (2006) urges a move towards a 

																																																								
24	For a full list of the characteristics, see Rittel, H.W.J. and Webber, M.M. (1973) ‘Dilemmas in a General 
Theory of Planning’, Policy Sciences, 4, pp. 155-169.	
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low-carbon economy in order to reduce carbon emissions and global 
temperatures. While climate science and economics are important perspectives to 
consider, there is a glaring lack of focus on the social context of climate change. 
John Urry (2011, p. 3) reminds us that economics are important, but in large part 
due to its social and political impacts, not merely economic effects. Changing to a 
low-carbon economy requires changing behaviours, trends, and markets. It also 
means disrupting social imaginaries, individuals’ habitus, and how people see 
themselves as connected to others across radii of impact. Returning to the idea of 
the Chthulucene, changing the economy also requires developing an inter-
species focus on climate change. 
 
This framing is important, as Rittel and Webber highlighted, because the ways in 
which questions of wicked problems are asked is critical to how they are 
approached. There is no a priori question or way of responding to the issue 
(Coyne, 2005, p. 13), so framing is everything. Climate scientist Mike Hulme 
(2009) positions climate change as an opportunity for innovation, and as a chance 
to radically challenge our priorities and the infrastructures that support these 
priorities. Over the following sections, I will begin to explore how a closer look at 
place attachments might reveal a better understanding of the social implications 
of climate change, as well as pathways to resistance. In addition, I will discuss 
the ways storytelling and narratives frame climate change and offer ways of 
dealing with the uncertainty it presents. Finally, I will suggest that Post-Normal 
Science approaches might create ways of engaging people more broadly in 
informing climate change discourse. 
 
Climate and place attachment: “Physical and Imaginative Encounters with 
Climate”25 
 
As a wicked problem, climate change shares many of the attributes of place as 
described in the previous chapter. Both place and climate change are relational, 
they can both be understood as ongoing, evolving processes, as opposed to being 
something fixed, and they both resist ideas of borders. They also require a sense 
of attachment, affect and responsibility that transverses radii of impact. 
 
Climate itself is “nested” (Knez, 2003a, 2005) within places, and therefore is 
virtually inseparable from how we form psychological conceptions of and 
emotional attachments to place (Knez, 2005; Hess, Malilay and Parkinson, 2008). 
It informs how we experience and remember places (Knez, 2003a), and how we 
assign meaning to them (Knez, 2003b).  Even if we have not been to a place, when 
we conjure it in our mind, climate inevitably plays a part in how we imagine it. 
Changes to climate can have a large impact on the physical geography, as well as 
the affect and social identity a place has (Tschakert et al., 2017, p. 7). Borrowing 
again from Casey (2001) and from Tim Ingold (2000) people mark place, and 
places mark people. Climate has a part in this. In addition to being a physical 
phenomenon, climate is an imagined construction whose meaning is enacted 
through cultural practice (Hulme, 2009, pp. 14–15). Mike Hulme describes in his 
book Why We Disagree About Climate Change that, “Climate is frequently bound 
up in our sense of national identity, threading its way into many aspects of our 
social memory, while climatic extremes are adopted as anchors for personal 

																																																								
25	Adger, W. N. et al. (2009) ‘Are there social limits to adaptation to climate change?’, Climatic Change, 93(3–
4), p. 336.	
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memory in both modern and traditional societies” (2009, p. 12). However, despite 
the strong associations between place and climate, much of the place literature 
neglects climate’s role in how we experience place (Knez, 2003a; Devine-Wright, 
2013), while literature on climate change policy equally lacks an adequate 
account of the importance of place attachment and the non-material impacts of 
climate change (Adger et al., 2011; Reser, Morrissey and Ellul, 2011; Tschakert et 
al., 2017). This point is critical as climate change presents a situation in which 
experiences and meanings of place might be disrupted, and there are growing 
concerns as to how these disruptions will ultimately affect communities and their 
resilience. As Urry argued that the economic aspects of climate change are only 
truly relevant in their social impacts (2011, p. 3), the threats of rising sea levels, 
poor water quality and the instability of physical and institutional aspects must 
be understood in terms of social and environmental costs. The resulting forced 
migration and displacement will undoubtedly impact the physical and emotional 
health of individuals and communities alike (Hess, Malilay and Parkinson, 2008, 
p. 467). This includes the challenges of having to adapt to new places, new 
lifestyles, new jobs (or unemployment), and establishing new social groups (ibid., 
p. 475). Displacement also means there is a risk of losing languages, and various 
forms of cultural practices including food procurement and traditional ecological 
knowledge (Adger et al., 2011, p. 8). 
 
As climate change is a wicked problem that spreads across radii of impact, and is 
interwoven with many other issues, one way in which it might be approached is 
through generating a “sense of planet” (Heise, 2008). Heise coins this term, 
referencing Massey’s “global sense of place,’ which speaks to the need to explore 
how attachment can be created between multiple places and across radii of 
impact (Devine-Wright, 2013, p. 63). Recent literature challenges the idea that 
“psychological distance” (Milfont, 2010), the degree to which an individual feels 
connected to climate change, prevents individuals from engaging with its 
impacts across radii of impact (Devine-Wright, 2013; Scannell and Gifford, 2013). 
While Mike Hulme suggests that constructing climate change as global and “un-
situated” may create difficulties for individuals to connect to the issue and 
change behaviours (Hulme, 2008, p. 8), when we refer back to Massey’s 
definition of place as relational, fluid, and without boundaries, global climate 
change can be understood as situated within the microcontext. Returning briefly 
to Casey’s descriptions of attachment in the previous chapter, places become 
valuable when some form of cultural association is made with them, whether by 
people with direct experience of the place, or even by people with no direct 
experience (Adger et al., 2011, p. 4). In terms of responsibility, Usher suggests that 
making climate change responses in the microcontext successful requires creating 
a sense of identity that crosses what I am referring to as radii of impact (Usher, 
2013, p. 813). I will argue over the coming sections that the climate change 
narratives in site-specific contexts provide the potential for greater sustainability.  
 
Narrative, storytelling, uncertainty 
 
Although climate change presents widespread, unprecedented changes, 
adaptation to climate is not a new phenomenon. In line with Mike Hulme’s 
assertion that climate change is an opportunity for innovation, Adger and 
colleagues provide examples of various ways humans have previously 
responded to environmental changes with ingenuity, citing irrigation, insurance 
and the concept of forecasting the weather as just a few ways that social practices 
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have evolved to deal with the unpredictability of climate (Adger et al., 2009, p. 
336).  
 
Stories of man facing nature’s challenges date back to Noah’s Ark, Thoreau’s 
Walden Park, and now an emerging genre of writing referred to as ‘cli-fi’, short for 
‘climate change fiction’ (Tuhus-Dubrow, 2013; Johns-Putra, 2016). While authors 
such as J.G. Ballard and Ursula K. LeGuin wrote fictional stories dealing with 
environmental chaos in the 1960s and 1970s, the prevalence of novels and 
authors dealing with this topic in the last decade or so has led to the suggestion 
that ‘cli-fi’ be identified as an official, distinct genre26 of literature (Johns-Putra, 
2016, p. 2). The overwhelming majority of novels included within this genre tend 
towards a dystopian or postapocalyptic context, in which social and economic 
collapses, failure of technology, and the quest for survival in a new paradigm are 
at the heart of the stories (ibid., p. 4). These stories reflect future concerns for the 
issues we are facing today.  
 
While science fiction has provided inspiration for science, technology and 
design27, it is hoped that climate fiction might equally provide ways for thinking 
about possible futures in order to mitigate and adapt to climate change. 
University programmes are beginning to include ‘cli fi’ in the curriculum to 
encourage students to think critically and broadly about how to approach climate 
change from the sciences and humanities. In light of the Trump administration’s 
decision to ban the term ‘climate change’ in favour of ‘weather extremes’28, there 
is a pushback that includes the creation of a Science Fiction Advisory Council 
(2017) that joins science fiction and climate fiction novelists, filmmakers and 
screenwriters with, “a mission to accelerate positive change in the world by 
bringing together those who can imagine a bold vision of the future with those 
who can innovate to get us there”29.  
 
Although fiction allows us to imagine possible worlds and reflect on whether or 
not they represent the world we want to inhabit, Rachel Carson’s nonfiction 
Silent Spring (1962) provides an example of how dangerous environmental issues 
might not be located in the future, but in our present. Carson’s Silent Spring 
(1962) detailed the long-term effects of pesticides such as DDT on food systems, 
and is credited as a “landmark in the emergence of modern environmentalism” 
(Macnaghten and Urry, 1999, p. 45). It played a significant role in bringing 
awareness to the issue of pesticides, which would eventually lead to DDT being 

																																																								
26 Johns-Putra lists examples including: Arthur Herzog’s Heat (1977), George Turner’s The Sea and the 
Summer (1987), Kim Stanley Robinson’s ‘Science in the Capital’ trilogy (2004, 2005, 2007), Paolo Bacigalupi’s 
The Windup Girl (2011), Robert Silverber’s Hot Sky at Midnight (1994), Bruce Sterling’s Heavy Weather (1994), 
Margaret Atwood’s MaddAdam trilogy (Oryx and Crake, 2003; The Year of the Flood, 2009; and MaddAdam, 
2013) 
27 Gunn, E. (2014) How America’s Leading Science Fiction Authors Are Shaping Your Life. Available at: 
http://www.smithsonianmag.com/arts-culture/how-americas-leading-science-fiction-authors-are-shaping-
your-future-180951169/?no-ist=&page=2/ (Accessed: 14 August 2017).  
28 McKibben, B. (2017) The Trump administration's solution to climate change: ban the term. Available at: 
https://www.theguardian.com/commentisfree/2017/aug/08/trump-administration-climate-change-ban-
usda/. (Accessed: 14 August 2017). 	
29 Xprize taps leading writers, filmmakers, creatives for science fiction advisory council (2017) Available at: 
http://www.xprize.org/press-release/xprize-taps-leading-writers-filmmakers-creatives-science-fiction-
advisory-council. (Accessed 14 August 2017). 
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banned in the US in 1972 by the Environmental Protection Agency30. There are 
many reasons why Silent Spring was so influential in igniting the environmental 
movement. Carson began the book with a chapter titled “A Fable for Tomorrow” 
that tells the story of an imaginary American town fallen prey to “a strange 
blight” that insects, birds, animals, as well as humans. The blight is a result of 
pesticides used by the town’s farmers. Opening with this fable allows readers to 
imagine that this is happening in his/her town (Detweiler, 2004, pp. 47–48). 
Carson is able to engage a wide and diverse audience because she weaves stories 
with scientific evidence, and translates complicated terms into everyday 
language (ibid., p. 46). Beyond this, Carson effectively challenged guiding 
principles set forth by the pesticide industry and government that chemical 
pesticides were essential for agriculture (ibid., p. 39), and demonstrated that they 
were both unsafe and directly linked to post-war modernisation efforts 
(Macnaghten and Urry, 1999, p. 45). 
 
Looking at Carson’s Silent Spring alongside the current trend of cli-fi provides a 
way of thinking about the roles narratives and social imaginaries play in 
approaching environmental issues. Silent Spring clarifies scientific terminology 
and demonstrates the systemic nature of pesticides, while cli-fi creates 
opportunities to suspend disbelief and create new worlds. Murphy and Lawless 
discuss current climate change narratives, and argue that “imaginative, 
transdisciplinary approaches, contextualized by our lived realities, grounded in 
environmental and social justice, and focused on processes rather than outcomes 
are the principles that should underpin climate change action plans” (2012, p. 
196). This resonates with the approach proposed by Haraway’s Chthulucene, and 
by Rittel and Webber’s wicked problems.  
 
There are many contemporary narratives about climate change that arise from a 
variety of sources, whether that is the IPCC, the fossil fuel industry, climate 
skeptics, or indigenous peoples (Murphy and Lawless, 2012, p. 197). What all of 
these narratives do is reflect and continue to shape our relationships to climate 
change. They are directly linked to how we view our obligations to changing 
behaviours and activities known to increase greenhouse gases (GHGs), how we 
imagine industrial processes moving forward, and what we understand as the 
best steps forward to manage climate change (Hulme, 2009). Climate change is an 
ongoing, changing narrative of nature can culture, of which the full story is one 
of “an idea and how the idea is changing the way we think, feel and act” (ibid., p. 
xxviii). 
 
How these narratives of climate change are framed, who is telling the story, and 
which language is used have major social and political consequences (Murphy 
and Lawless, 2012, p. 201). Hulme identifies four contrasting narratives that 
inform the contemporary discourse of climate change: climate change as a 
“battleground” between philosophies and sciences, as a “justification” for 
commodifying the atmosphere, as the “inspiration” for a global network of social 
movements, and as a “threat” to security (2009, p. xvii).  These various framings 
suggest the multiplicity of worldviews on the issue, while also revealing the 
complexity of how one approaches formulating an understanding and relevance 
of the issue in the microcontext. Hulme suggests that rather than asking how we 
																																																								
30 United States Environmental Protection Agency (no date) DDT - A Brief History and Status. Available at: 
https://www.epa.gov/ingredients-used-pesticide-products/ddt-brief-history-and-status. (Accessed: 14 
August 2017). 
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solve the problem of climate change, a more appropriate question is, “’How does 
the idea of climate change alter the way we arrive at and achieve our personal 
aspirations and our collective social goals?’” (ibid., p. xxvii).   
 
One way of doing this is to expand who is creating the narrative. As stated 
previously, climate change discourse has been primarily driven by the physical 
sciences, including climate modellers, and economists (Hulme, 2009; Urry, 2011). 
Climate data suggest the laboratory and creates a written, statistical language 
aimed at providing factual knowledge. On the other hand, weather knowledge is 
often spoken and embodied knowledge, gathered through everyday lived 
experience. Weather knowledge plays a significant role in forming place 
attachment, and therefore is a contributive factor to situated: environments 
(Cruikshank, 2001). It also forms part of a traditional knowledge that has an 
extensive history. Climate-change lore, however, is in its infancy and tends to 
refer to future anticipations, as opposed to reflecting knowledge from the past 
(Bray and Martinez, 2015, p. 55). 
 
An artwork that aims to create a forum for situated, daily experiences of climate 
change, and opening up who is considered a stakeholder, is Dear Climate (2014-
present), led by artist Marina Zurkow. The work draws upon the notion of 
weather knowledge, therefore calling upon diverse, personal accounts. The 
ongoing work exists in multiple forms that include gallery installations, agitprop 
posters and audioworks. Participants are invited to submit letters to the climate, 
which are published on the project’s website (http://www.dearclimate.net/), 
download and distribute the posters, or meditate to the various podcasts. The 
artist team behind the work state: 
 

We began Dear Climate by looking for a new way to talk about the weather. We wanted a 
different vocabulary from the one we were hearing from the “survival community”: 
instead of crisis and catastrophe, we wanted the familiar and ordinary; instead of 
desperation and heroism, playfulness and friendliness. Instead of imagining mass 
movements or calling for community action, we were interested in finding a more 
personal relationship to climate change. Remembering the Sixties slogan, “the personal is 
political,” we wondered if the politics of climate change had evaded the personal for too 
long? Of course we were well aware of the emphasis on personal responsibility in the 
environmental movement—the injunctions to practice simplicity, recycle paper and 
plastic, avoid waste, and reduce consumption. But what about deeper realms of the 
personal, like pleasure, fantasy, fear, desire, sensation, vision, imagination? 31 
 

While Dear Climate references the need to reflect personal experiences of climate 
change in the discourse, it also importantly highlights the need for new 
vocabulary. It also speaks to the need to create a variety of spaces for people to 
engage with climate change, not just through policy or institutionalised 
discourse. 
 
Murphy and Lawless (2012) refer to literary scholar J. Edward Chamberlin’s 
essay If This Is Your Land, Where Are Your Stories?: Finding Common Ground (2004), 
and his notion of “believe it and not” as a way of creating paths to talk about 
climate change across cultures. The idea of “believe it AND not” echoes Soja’s 
Thirdspace where subjective and objective, real and imagined, come together. 
Murphy and Lawless describe how Chamberlin’s common ground in the title 

																																																								
31	Zurkow et al. (2014) Dear Climate. Available at: http://www.dearclimate.net/#/what (Accessed 18 
November 2018).	
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refers to a state of mind in which distinctions between imagination and reality 
are blurred, much like the distinctions between “Them and Us” in the story 
(Murphy and Lawless, 2012, p. 198). When climate change narratives are viewed 
from this perspective of “and” as opposed to “or”, what were once seen as 
differences might be reframed as opportunities to fully understand the many 
sides of the issue, find creative ways to approach it (ibid., p. 207), and address 
uneven power geometries.  
 
As a wicked problem, climate change presents great uncertainty of how to take 
steps towards re-solving it. Part of the problem has been the dominant role of 
science and economics in framing climate change discourse. Lisa Stenmark (2015) 
suggests that an overemphasis on facts and figures, and the assumption that they 
provide the necessary information to make judgements, has the potential to lead 
to a dependence on what she refers to as the “myth of the Absolute”, or the idea 
that mistakes can somehow be avoided if action is taken based on the figures. 
Stenmark states that one of the risks of believing in an Absolute is that it 
promotes a desire for certainty, and therefore has the potential to lead to inaction 
(ibid., pp. 928-929). This sets up a “black and white” way of thinking that is in 
opposition to the gray nature of wicked problems. She suggests that myths of the 
Absolute restrict one’s agency, and that one way to deal with the Absolute is to 
couple it with storytelling (ibid., p. 931). Stenmark states that storytelling 
practices provide a platform for complexity of characters, plot, outcomes, and 
provides a vehicle for experimenting with multiple perspectives. She states that 
this multiplicity supports people in dealing with ambiguity (ibid., p. 931). 
Stenmark cites a 2013 study performed at the University of Toronto that suggests 
reading stories encourages people to place themselves in different positions, 
including ones they do not necessarily agree with, and therefore permitting them 
to try out different ways of approaching the issue (ibid., p. 932). Taking this as a 
departure point, Stenmark suggests the principle of “poking and prodding where 
the story isn’t” (ibid., p. 932) to explore and develop different versions of the 
story as a way of coping with uncertainty. 
 
Climate change does not present a universal experience, and as Stenmark 
suggests, putting oneself in another’s shoes, and “prodding where the story 
isn’t” provides ways of developing understanding and empathy. Willox (2012) 
proposes that one such frame for climate change is grief. Grief is universal, but 
the experience is deeply personal. Recognising grief is a critical part of the 
process of evaluating loss and damage. Whether in response to actual loss, or 
anticipated loss, grief places focus on the affective, social experience of climate 
change, not only scientific or economic factors. She suggests that, “reframing a 
movement such as climate change through mourning can populate the literature 
and discourse with the understanding that emotions and grief are meaningful 
and powerful aspects of climate change, and can recognize publicly the 
substantial impacts of climate change on those who mourn the changes” (ibid., p. 
153). Grief treats what is being damaged as something worthy of mourning (ibid., 
p. 141), and gives a clearer picture of situated responses to climate change. Willox 
highlights the precedence for accounting for the embodied and emotional 
responses to site-specific environmental disasters, such as drought (Albrecht et 
al., 2007; Berry et al., 2010; Speldewinde et al., 2009; Berry et al., 2011), hurricanes 
and oil spills (Palinkas et al., 1993; Havenaar et al., 2002; Picou and Hudson, 2010). 
Research is also taking place regarding loss and heritage in light of climate 
change (Tschakert et al., 2017; Alston, 2010; Convery et al., 2014). 
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Conceptualisations of loss and damage are intertwined with what people value, 
and what they hope to preserve. Taking a look at immaterial concepts of value 
creates the opportunity to shift the discourse away from an economic metric and 
toward diverse socio-spatial perspectives (Tschakert et al., 2017, p. 2). This sense 
of situated: environments is noticeably absent from climate change discourse 
(ibid., p. 3). 
 
POST-NORMAL SCIENCE & STAKEHOLDER RESPONSIBILITY 
 
In his book Risk Society (1992), Ulrich Beck describes a "reflexive modernization" 
in which environmental issues constitute some of society’s greatest risks. He 
argues that general environmental knowledge is now required as we are unable 
to sense whether there are toxins in our food or water, for example, and are 
therefore reliant upon scientific experts to tell us. However, these experts often 
work for the industries that are responsible for the toxins being there in the first 
place (Tonkinwise, 2011, p. 72). In the era of climate change, the degree of 
uncertainty and lack of clear paths forward brings into question the ‘science first’ 
attitude, and suggests the need for alternative, more democratic ways of 
knowledge creation.  
 
Funtowicz and Ravetz describe a “post-normal science” (PNS) as a means of 
democratising science and knowledge creation:  

 
The reductionist, analytical worldview which divides systems into ever smaller elements, 
studied by ever more esoteric specialism, is being replaced by a systemic, synthetic and 
humanistic approach. The old dichotomies of facts and values, and of knowledge and 
ignorance, are being transcended. Natural systems are recognized as dynamic and 
complex; those involving interactions with humanity are ‘emergent’, including properties 
of reflection and contradiction. The science appropriate to this new condition will be 
based on the assumptions of unpredictability, incomplete control, and a plurality of 
legitimate perspectives. At present, there is no agreed description of what the future will 
bring, but there is a general sense that much of our intellectual inheritance now lies 
firmly in the past (1993, p. 739). 

 
PNS is a participatory scientific model that is “issue-driven”, as opposed to 
“mission-oriented”, and evaluation criteria are opened to an “extended peer 
community” (ibid., p. 730). The term is derived from Thomas Kuhn's "normal 
science" (Kuhn 1962) for what we understand as traditional scientific research 
that builds upon previous scientific achievement. PNS complements traditional 
scientific enquiry and sits within a general trend toward participatory science 
practices including citizen science32 and citizen sensing. PNS supports the 
criticism and deconstruction of values and assumed ways of doing things by 
fostering an approach that embraces uncertainty and creates space for interactive 
dialogue (Funtowicz and Ravetz, 1993, p. 740). The extended peer community, 
consisting of all who have a stake in the issue, is central to this interactive 
dialogue. By extending the community, PNS, broadens the understanding of who 
is considered a stakeholder, and who has agency to inform the criteria used to 
evaluate scientific research (ibid., p. 739). Given the global reach of climate 
change, PNS offers a potential strategy for ways to involve individuals in data 
collection, and to bring the social component of climate change to the fore, which 

																																																								
32	In	addition	to	Funtowicz	and	Ravetz’s	discussions	on	PNS,	Bonney	et	al	(2009),	and	Wiggins	and	Crowston	
(2011)	also	offer	comprehensive	overviews	and	useful	references	for	various	typologies	for	participation	within	
citizen	science	initiatives	that	complicate	distinctions	between	‘expert’	and	‘non-expert’.	
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Urry (2011) suggests is absolutely necessary. The extended peer community also 
plays an important role in verifying data quality, as Funtowicz and Ravetz (1993) 
suggest that those with knowledge of site-specific conditions are perhaps better 
positioned to determine whether or not particular data sets reflect the experience 
of the specified context, how they may or may not be useful for policy, or 
potential re-solutions of the issue. The extended peer community will also be able 
to provide additional information including anecdotes that can give a greater 
picture to the data (ibid., p. 753). In the case of wicked problems like climate 
change, these so-called “soft values” might actually hold more importance than 
the traditional “hard facts” (ibid., p. 750). 
 
A powerful example of a move to a PNS approach is the development of the 
Mothers’ Radiation Lab Fukushima33, a non-profit, citizen-led lab founded after 
the 11 March 2011 earthquake in Fukushima, Japan that destroyed a 
neighbouring nuclear reactor. The lab was established by a group of concerned 
mothers, without previous scientific training, to monitor radiation in the city of 
Iwaki. It publishes its findings on a monthly basis. The findings include levels of 
radiation found in food products. In the way that Beck describes our inability to 
rely on our senses anymore, or the scientific institutes, the women of the 
Fukushima lab set up the lab as a way of trying to get a sense of control of the 
“invisible enemy” and because “people began to mistrust the nuclear 
contamination data provided by the government and by the Tokyo Electric 
Power Company (Tepco), which manages the nuclear plant.”34 
 
Bray and Martinez argue that PNS has given greater focus to local values and 
local perceptions of climate change, and that some of the local knowledge 
gathered has now become climate-change lore (2015, p. 58). Going back to the 
previous section, there appears to be a dynamic relationship in which situated 
climate change knowledge and climate change narratives are constantly re-
inscribing one another. The same can be said of PNS and its relationship with 
scientific practices and institutions (Funtowicz and Ravetz, 1993, p. 754). 
Therefore, it could be argued that involving more people in creating climate 
change knowledge through a PNS approach has the potential to reshape climate 
narratives, as well as inform the methods used to collect, evaluate and 
disseminate the knowledge. As mentioned earlier, Bray and Martinez distinguish 
between lore and traditional knowledge, with traditional knowledge being an 
accumulation of knowledge gathered over time through experiences and 
practices with the natural environment (practical/applied knowledge), whereas 
lore refers to the stories, poetry, artworks, beliefs and legends about a place and 
its weather, without necessarily having a practical element (2015, p. 55). Climate 
change lore lacks the history of applied practice that traditional knowledge has, 
but it does offer the opportunity to draw upon knowledge in order to speculate 
futures. Lore reflects value systems that make up social imaginaries, which are 
ultimately enacted at the individual level through habitus. As there are no 
certainties with how to proceed and protect against climate change, climate-
change lore and the importance it plays in social responses to climate change has 
the potential to influence policy (ibid., p. 57). If this is the case, how climate 

																																																								
33	Mother’s Radiation Lab Fukushima, Available at: http://www.iwakisokuteishitu.com/english/ (Accessed 
14 August 2017). 
34 Cerantola, A. (2016), The mothers who set up a radiation lab. Available at: 
http://www.bbc.com/news/magazine-35784923 (Accessed 14 August 2017).	



CHAPTER 3 – SITUATED: ENVIRONMENTS 
	

 54 

change is framed and who is involved in creating climate change knowledge is of 
increasing importance. Tonkinwise suggests that this is where design comes in - 
and where I argue that participatory art practices have much to contribute – as 
“design is the choosing of what to make necessary” and materialising it 
(Tonkinwise, 2011, p. 73). He argues that the question is not whether or not we 
need to act sustainably or engage with sustainable design, but instead the issue is 
how to frame sustainability as a desirable core value. Rather than a ‘one-size-fits-
all’ model, Tonkinwise (2011) advocates that sustainability becomes a positive 
choice rooted in one’s own personal values and connection to the issue, as 
opposed to a necessity that requires sacrifice. 
 
COMMENSURABILITY: PROCESSES WE TAKE TO FIND VALUE AND RE-
SOLVE PROBLEMS 
 
I have discussed throughout this chapter that wicked problems such as climate 
change present complex, difficult to define situations. They are intertwined with 
other issues, and require a process of ongoing re-solution, as opposed to a 
solution. Given this, climate scientist Mike Hulme asks, “What is the ultimate 
performance metric for the human species?” (2009, p. 336). This question asks us 
to clarify our aims, and rethink how we are determining ‘success’ along the way. 
As has been argued earlier, scientists and economists have failed to provide ways 
to fully account for the breadth of climate change experiences and potential 
responses. One of the challenges to global climate policy is the difficulty in 
creating universal value or a universal metric (Grundmann, 2016, p. 562), and 
knowing how to place a value on many of the immaterial experiences of life that 
are affected by climate change (Adger et al., 2011, p. 14). Earlier, I discussed how 
research suggests looking at context-specific narratives is one way of 
understanding values and approaches to situated: environments. Looking to the 
specific as opposed to the general might prove beneficial, revealing new 
perspectives and forms of knowledge. One way to do this is to embrace 
incommensurability. 
 
Anthropologist Anna L. Tsing describes how fellow anthropologist Marilyn 
Strathern adopts a “playful” and “serious” (Tsing, 2014) perspective on 
incommensurability, “ask[ing] us to patiently sit in a muddle, not trying to solve 
it, but to take the time to consider incommensurability” (Strathern, 1991 cited in 
Tsing, 2016). In doing so, we are able to assess situations in their complexity, 
embracing multiplicity. In this section I will discuss The 404th Wall and DIYwania 
works, along with works by artist Mika Rottenberg as they relate to processes of 
commensurability and situated: environments. I will also look at the works as 
boundary objects, enabling paths to knowledge exchange.  
 
A main feature of the collaboration between The 404th Wall and DIYwania works is 
the notion of commensuration. Espeland and Stevens define commensuration as 
a valuing system involving, “the transformation of different qualities into a 
common metric,” and they suggest that, “whether it takes the form of rankings, 
ratios, or elusive prices, whether it is used to inform consumers and judge 
competitors, assuage a guilty conscience, or represent disparate forms of value, 
commensuration is crucial to how we categorize and make sense of the world” 
(1998, p. 314). They give diverse examples of commensuration ranging from 
more concrete issues such as census statistics, university rankings, and 
commodity futures, to more abstract examples like freedom and commitment in 
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love, or career and family (ibid., pp. 315-316). The aim of commensuration is to 
provide a means of representing and comparing things of different natures. 
Espeland and Stevens (ibid.) note that various scholars have investigated the role 
of commensuration across economic, social and environmental issues (Porter, 
1995; Radin, 1996; Anderson, 1993; Espeland, 1992, 1998; Hurley, 1989; Sunstein, 
1994; Desrosières, 1990; Zelizer, 1994.) Central to each of these investigations is 
the socio-political nature of commensuration. The act of making things 
commensurate, or deeming them incommensurate, is a process of valuing and 
negotiation. As such, commensuration creates new relationships, new meanings 
and reveals underlying value systems. 
 
Espeland and Stevens refer to Marx to provide a familiar example of 
commensuration (1998, p. 320). For Marx, the development of capitalism’s 
relationships between labour, value, and commodity is a process of 
commensuration. Marx (1976, p. 992), as discussed by Espeland and Steven 
(1998, p. 320) suggests that labour is the common denominator between 
commodities, measured in labour-time. The video works of artist Mika 
Rottenberg provide a useful – and playful – means of interrogating Marx’s 
commensuration of labour. Rottenberg’s richly coloured video installations 
generally focus on issues of production, labour and the female body. Rottenberg 
casts women with distinctive physical attributes, or who have fetishised 
professions related to the body, to perform nonsensical, monotonous tasks 
arranged in an assembly line-like manner. The actions are set in unusual 
environments and lead to unanticipated product outcomes. Through this 
juxtaposition, Rottenberg creates highly imaginative systems that all have in 
common the labour of the female body. Although Rottenberg’s work references 
an industrial assembly line, there are resonances with current movements in the 
sustainability industry focusing on using the human body to create energy. 
Examples include health clubs in which members ride stationery bikes attached 
to generators that convert the energy produced during exercise into renewable 
energy powering the health club.35 
 
In her single-channel video installation Mary’s Cherries (2004, 5:50), Rottenberg 
creates a narrative system in which a bizarre vertical assembly line is set up in a 
close-quartered factory. The action passes between three rooms placed on top of 
one another. In each room a different woman on a pedal-power stationary bike is 
generating electricity for the overall system while being responsible for a 
designated action within the production line. The first action begins with the title 
character Mary growing long, red fingernails under a UV lamp. The nails are 
clipped and then fall through a hole to the next level where Barbara flattens 
them. Barbara then drops the nails to the third room where Rock Rose forms the 
nails into the final product of maraschino cherries. In another of Rottenberg’s 
single-channel video installations Tropical Breeze (2004, 3:20), Rottenberg uses a 
truck as a mobile factory driven by professional bodybuilder Heather Foster. As 
sweat forms on Foster’s face, dancer Felicia Ballos is in the back of the truck 
pedaling a device to collect Foster’s sweat. Ballos picks up facial tissues with her 
toes, chews gum that is used to adhere the tissues to a clothesline that is rotated 
by the bicycle device. Ballos pedals the tissues to Foster to wipe her face, and 

																																																								
35 The Green Revolution, Available at: http://www.gyre9.com/portfolio-item/the-green-revolution/ 
(Accessed 19 July 2017). 
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Foster sends them back to Ballos by returning them to the clothesline device. 
Ballos packages the tissues with Foster’s sweat to then be sold. 
 
In both examples Rottenberg combines seemingly unrelated elements using the 
carnivalesque (Castagnini, 2015) and what is often considered the abject in order 
to create products made valuable by the labour of the female body. Rottenberg 
speaks to the fictional narratives and biopower (Foucault, 2008) associated with 
capitalism and its practices of extracting value from life. This process of 
extracting value is a form of commensuration, which Rottenberg renders visible 
through the absurd combinations of activities and objects, much like a 
contemporary, political Rube Goldberg machine. Rottenberg’s works raise 
questions about the exploitation of the body – and in particular the female body - 
in capitalist value production, while revealing the, sometimes, absurd ways in 
which commensuration is created. Rottenberg states, “People might say that my 
work is absurd, but reality is even more so” (Kerr, 2007).  
 
While Rottenberg’s works interrogate commensuration in regard to capitalism, 
The 404th Wall and DIYwania take a broader look at how we create metrics of 
commensurability and the underlying value systems that support these 
processes. Although commensuration runs throughout these works as they 
experimented with various ways to make connections between Newcastle and 
Dubai, it is best exemplified by the activities conducted during the day in which 
Schrag and I used Calvino’s memo on ‘exactitude’ to navigate Dubai (see Refs. 
404.F and its corresponding DIY.6). We reflected on the concept of exactitude – 
what does it mean to be exact? How do we measure exactitude in this context? 
We came to the conclusion that exactitude could be understood in terms of things 
that appear regularly enough to chart, and through which we can create an 
equivalence. In response, we decided to create a bespoke measuring system that 
used recurring elements from our excursions around Dubai that included 
schwarma shops, document typing shops, and luxury car hire agencies (see figs. 
35-46, 48). There were two things that particularly stood out to us during our 
time in Dubai. One was the amount of time we spent in the car driving from 
place to place, and the other was the way the regularity of the call to prayer, or 
the Adhan, provided a certain rhythm to the day and how we related to time. We 
looked for ways of developing a metric that combined these two aspects in order 
to create a way of evaluating and translating our experiences in Dubai. Modeled 
after the formula for calculating speed in which distance is divided by time, 
Schrag and I added the total kilometres we had traveled in the car up to that 
point in our stay, which was 241.5. After discovering the average distance from 
the originating mosque the Adhan could be heard (5 km),36 we divided the 
distance travelled by the distance of the Adhan to reach the conclusion that we 
had travelled 48.3 Adhans during our stay in Dubai. 
 
The commensuration process we invented to create meaningful links between 
these standout elements of our experience in Dubai is similar in its absurdity to 
the video works of Mika Rottenberg. We combined two things that seem 
disparate and fabricated a new means of evaluating situations and therefore 
creating meaning. In addition to the Adhan calculation, we formulated similar 
metrics for the schwarma shops, typing shops and luxury car hire agencies. In 

																																																								
36 For an approximation of the distance, we consulted Wikipedia, available at: 
https://en.wikipedia.org/wiki/Loudspeakers_in_mosques. (Accessed 5 November 2014).  
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these cases we used the body as a mediating device and the producer of labour, 
similar to Rottenberg. As these metrics were to be used to make equivalences 
between our experiences in Dubai and the participants’ experiences in Newcastle, 
Schrag and I determined what we thought would be comparable elements in 
Newcastle to the selected elements from Dubai. We concluded that schwarmas 
could be compared to Greggs’ sausage rolls as common fast food items, and that 
the schwarma shops themselves could be compared to Greggs’ Pastry Shops; the 
typing shops in Dubai related to printing shops in Newcastle; the luxury car hire 
agencies shared a similar socio-economic status to jewellery shops; while the 
Adhan could be compared to the Goldsmith’s clocks in Newcastle city centre due 
to the volume and regularity of their chimes. We then created ratios based on the 
number of occurrences of each element in Dubai to the elements in Newcastle. 
Having developed the metrics, Schrag and I then linked via a livestream to the 
Extra Dimensional Explorer team of participants at the NewBridge Project Space 
in Newcastle where we tasked them with moving through the space using the 
system we formulated. In this activity, participants were asked to make 
connections between their place and another that they had not seen, and 
attempted to understand common points and their values by relating to the 
elements that were familiar to Newcastle. By adding in the additional component 
of time as understood via breaths, the participants’ bodies became the mediating 
devices for processing the understanding. The absurdity of the resulting system 
broke down expectations of how to navigate through the space, and created the 
opportunity to place familiar occurrences into different contexts, therefore 
creating different values. 
 
In transmitting them to the team in Newcastle, the measurements functioned as 
boundary objects, carrying information from Dubai, and made meaningful in 
their enactment in the project space. The methods that we as a group undertook 
in developing and enacting the metric relate to Espeland and Stevens’ suggestion 
that commensuration can be seen as a process of eliminating some information 
from a context and sorting the remaining information to create new forms and 
new meanings (1998, p. 317). This sorting process is political in nature. In the case 
of the collaboration between The 404th Wall and DIYwania, we chose elements 
based on regularity of occurrence, however, any system we could have used to 
make our selections would inevitably reveal our values and biases. This is 
particularly important when framing wicked problems such as climate change. 
Relating back to Tonkinwise’s (2011) argument that sustainability be framed as a 
desirable core value to which individuals connect via personal concerns, through 
commensuration the ‘exactitude’ activity suggests a way to reveal underlying 
value systems that inform how we might develop entry points to relate to wicked 
problems. 
 
NONSCALABILITY 
 
Anthropologist Anna L. Tsing offers a compelling way to think about the 
potential of incommensurability, difference and friction to provide alternatives to 
our dominant paradigm. She proposes a theory of nonscalability in which she 
suggests we must rethink ideas of scalability that have become associated with 
unlimited growth and global capitalism’s desire to turn objects into resources. 
Tsing suggests that our desire for precision and its relationship to the ability to 
scale production have had disastrous consequences (2012, p. 505), raising 
concerns about limited resources and threats to biodiversity and cultural 
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diversity. Scalability relies upon homogenous ‘building blocks’ that can be 
translated into different contexts. 
 
Our focus on scalability, or the potential to expand ad infinitum without having to 
modify basic forms or tenets, has been applied in business and manufacturing 
contexts, technology, in the “conquest of nature” and the construction of 
worldviews (Tsing, 2012, p. 505). One of the problems that Tsing identifies is how 
scalability reduces the ability to see, and our desire for, things that do not 
conform to the standardisation needed for scalability. Whereas boundary objects 
provide ways of exchanging knowledge while being modifiable to specific 
contexts, scalability aims to replicate the same model in different contexts 
without responding to the particularities of each site. As a result, scalability is 
unable to account for or support divergence from these models. We have become 
unable to see the richness of the nonscalable world and how it links to the 
scalable (Tsing, 2012, p. 516). Tsing suggests that much is missed out because of 
this, and proposes that in light of the complex issues we face, turning to ideas of 
nonscalability is crucial to shifting the way we conceive of and build the world 
(ibid., p. 524). 
 
Tsing references the pixel in the digital photography age. She points out that the 
pixel is designed for scalability, enabling us to zoom in and zoom out of an image 
due to the heterogeneity of the pixel itself as a building block. However, as any 
analogue photographer will attest, despite the benefits posed by digital 
technology the granularity associated with film is lost. Tsing coins the term 
‘nonsoel’ in the same way pixel is an abbreviation of picture (pix) and element 
(el). Nonsoel is derived from “nonsocial landscape elements” in which “elements 
of the social landscape (are) removed from formative social relations” (2012, p. 
508). She uses this term to describe nonscalable building blocks applied in the 
social context. Tsing challenges us to think about 15th-17th century European 
sugarcane plantations as a form of scalable nonsoel (2012, 2016), or “pixels for the 
land” (2012, 510). In creating plantations, living things (both the plants and the 
humans required to cultivate them), are reconfigured as resources and future 
assets by recontextualising them, “removing them from their life worlds” (Tsing, 
2016, p. 4) and enforcing a nature-culture divide. The process of creating 
nonsoels is akin to alienation (ibid.). Tsing describes that when we no longer see 
something or someone as a being with agency, but rather solely in terms of 
resources for scalability and assets, we produce the context for industrial 
replication. She goes on to say how this way of thinking is precisely what has 
made possible the environmental problems associated with what we refer to as 
the Anthropocene. In the case of sugarcane plantations, plants were cloned and 
planted in standardised formations in order to optimise production. However, 
what is most interesting about the plantation example is that it was not 
preconceived, but rather scalability was accidental. After much trial and error, 
and learning from Portuguese models used in Brazil, sugarcane plantations were 
able to scale (Tsing, 2012, p. 510). The plantation “stumbled into history and only 
afterward became a model for further scalable designs.  
 
Attention to their stumbling — that is, the contingencies and conjunctures that 
informed their design — is the “nonscalable” approach I take to seeing where 
their plans failed to meet their own expectations” (ibid.). I return briefly to the 
Earthrise and Whole Earth photographs taken during the Apollo missions. In 
addition to having become iconic images of a whole earth mentality, these 
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photographs and the way they were created speak directly to the potential of 
nonscalability approaches, and to boundary objects. The Apollo missions were 
primarily focused on finding and photographing potential lunar landing sites. 
During the Apollo 8 mission, astronauts were allotted 60 of 335 available film 
frames to document phenomena selected by the crew (Cosgrove, 1994, p. 274). 
“Ironically, if Earth photography was almost an afterthought in mission 
planning, it was these low-priority targets of opportunity that would yield some 
of the most enduring images of the entire Apollo program” (ibid.). What Tsing 
proposes we take from the example of the plantation, and what I propose we take 
from the example of the NASA photographs is the idea of the accident, the 
friction, or the glitch in the system that allows for potential scalability, but is 
embedded within the process of nonscalability.  
 
I wish to take forward this idea of nonscalability’s friction that creates 
opportunities to develop new knowledge. Tsing refers to the friction of open-
ended, transformative processes that result from difference and have the 
potential to create new, unexpected agendas (Tsing, 2012, p. 510). This is not 
dissimilar to how Mukerji describes the political potential of habitus as not in the 
repetition, but in how repetition creates room for the glitch. As Tsing mentioned, 
our reliance upon scalability has made it difficult to see, and certainly to accept, 
things that do not ‘fit neatly in the flat-pack box’. In the preceding section on 
Post-Normal Science, I discussed how PNS methods have been developed to 
create a more inclusive, participatory approach to scientific research and its 
applications. A key component of PNS is making room for situated knowledges, 
or knowledges that are contextual (Haraway, 1988), that would normally be 
overlooked or ruled out by traditional scientific methods, but are critical to 
understanding situated: environments. Nonscalability also operates in this way, 
supporting opportunities for knowledge production outside of standardised 
systems. In the chapter on place, I discussed Amin’s notion of propinquity and 
how places are developed through negotiations of difference. Nonscalability 
works in a comparable way. Place and nonscalability are relational and based on 
process, and thus they open us up to the transformative process Tsing describes 
as friction (2004). In embracing difference and looking at the links between 
systems, nonscalability supports ways of managing complexity and fostering 
adaptability, key skills identified within transformational learning that are 
needed to respond to our changing environment (Yukawa, 2015, p. 158). As 
discussed in the previous section on climate change narratives, there is much to 
be learned by looking at the many and various ways different places speak about 
and come to know climate. This includes different languages, vocabularies, 
taxonomies, and traditions. When we apply the lens of the Chthulucene, 
considerations of where knowledge can be gleaned and from which perspectives 
is extended beyond humans to include non-human ways of knowing. 
 
Artist Tega Brain’s work Coin-Operated Wetland (2011) exemplifies a way of 
thinking about both commensurability and nonscalability in the Chthulucene. Set 
in a gallery space, the artist interconnects laundromat washing machines with a 
wetland system, inviting visitors to wash their clothes. The water from the 
machines is pumped into the wetland, a natural filtration system, where it is 
cleaned and pumped back into the washing machines to be used again. Each day 
the artist washes and hangs an article of white clothing, providing a visual litmus 
test as to the quality of the water and the health of the system. Brain says of the 
work: 
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This project collapses the distance between human and environment, confusing concepts 
of upstream and downstream. By directly connecting human action with environmental 
health, the work poses questions around ecology, co-existence and the culture of 
engineering.37 

 
There is a sense of responsibility and accountability associated with the work. By 
washing their clothes, participants directly face the impacts of their behaviours 
on the natural environment. In our current systems, scalability often means that 
the direct relationship between human behaviour and environmental impacts is 
obscured from the individual’s view. Embracing the nonscalable by combining 
two seemingly incongruous systems, Brain creates space for friction in which 
new ways of thinking about the nature-culture relationship can occur. 
 
Equally, the speculative Life Support (2008) project by artist-designer team Revital 
Cohen and Tuur Van Balen is a working example of nonscalability that I 
frequently showed in the context of the BWK-BCN working sessions. Similarly to 
Brain’s Laundromat-wetland system, Life Support is a conceptual project that 
poses questions around human-nature relationships. In the case of Life Support, 
Cohen and Van Balen propose a system in which retired greyhounds used for 
commercial purposes are given a new role as an assistance animal by providing 
lung power for humans with respiratory ailments. The dogs are placed on a 
treadmill that has attached to it a toy rabbit used in greyhound races. Attached to 
the dog is a mechanical ventilation harness that uses the movement from the 
dog’s chest to pump air into the human’s lungs. The work calls into question a 
variety of economic and moral values – how the dog loses economic value at a 
certain age within the context of racing, but gains value in the healthcare sector; 
how humans value relationships with animals. It also creates a niche in-between 
the seemingly unrelated racing and healthcare systems. Life Support addresses 
particularity, not mass scalability, but it is intended to work around scalable 
systems. 
 
In line with Brain’s, and Cohen and Van Balen’s works, Tsing discusses the 
matsutake mushroom as an example of nonscalability, and a model for how we 
can make “kin” with other species (Haraway, 2015). The matsutake resists 
cultivation, and can only be found in the wild. This is part of what creates its 
value. Matsutake demonstrate a transformational relationship as suggested by 
Brain’s Coin-Operated Wetland. Matsutake thrive in forests that have been 
disturbed by natural means such as glacier activity, or by humans, and in which 
the nutrient-rich humus has been removed (Tsing, 2012, p. 523). They form a 
symbiotic relationship with tree roots, nourishing the trees in the poor soil 
conditions. Tsing suggests that the matsutake refuses to become a ‘nonsoel’ and 
illustrates the kind of collaborative, cross-species relationships that are needed 
for our collective survival (ibid.). Both the matsutake itself and the labour force 
that collects it model ways of being outside our dominant global capitalism 
system. Since the mushroom cannot be industrially produced, scalable labour 
forces found in factories are not applicable. Instead, matsutake collection creates 
a labour force of pickers that exist inbetween scalable models. Tsing suggests that 
through nonscalability theory we can begin to understand how these 
relationships work and what can be learned from them.   

																																																								
37 Brain, T. (2011). Coin Operated Wetland. Available at: http://tegabrain.com/Coin-Operated-Wetland. 
(Accessed 17 July 2017). 
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Nonscalability theory provides an apparatus to change our current ways of 
thinking about knowledge, which is embedded in notions of production (Tsing, 
2012, p. 522). Nonscalability supports difference and incommensurability, and 
creates a space for that which does not fit into conventional categories. It calls for 
a view of interdependence amongst human and non-human species, and 
suggests that transformational relationships are only possible when we embrace 
the new and unexpected. 
 
BWK-BCN– A SITUATED: ENVIRONMENT 
 
The first works conducted as part of this research, The 404th Wall and DIYwania, 
were very much rooted in ideas of commensurability. They functioned as 
boundary objects, exploring the particularities of Dubai, Newcastle and other 
sites in the Northeast of England, and engaging participants in a process of 
comparison and translation. When I began the third work in this research, BWK-
BCN, I continued with the theme of commensurability, finding connections in 
order to understand what is valued in a place, and how knowledge can be 
created through recontextualising aspects of one site to another. In reflecting on 
my own learning from the first two works in order to develop BWK-BCN, I 
revisited the role that climate played in our experience in Dubai. For one thing, 
the extreme heat meant that many shops and businesses would open early in the 
morning, and close for most of the afternoon before reopening in the evening. 
They would stay open until midnight or so, which meant that streets were 
relatively empty in the daytime, and Dubai could be experienced through a lively 
nightlife. Schrag and I adjusted when we conducted our interventions in public 
space, setting up the tent around 7am in order to engage locals. In contrast, when 
scheduling interventions in the Northeast, Schrag and I always had to ensure a 
back-up indoor site, and how this might alter the interactions we were hoping to 
have, in case it rained. 
 
While in Dubai, I regularly drew comparisons between my experience there and 
the time I lived and worked for three months in Saudi Arabia in 2013. During my 
time in Saudi, I was teaching on the compound of an oil company. The 
compound had a mixture of American and Saudi influences. It was much more 
liberal than life outside the compound, yet there were still strict rules according 
to Saudi tradition, and during Muslim prayer times various facilities would close. 
There were a few things that stood out for me while I was on the compound. The 
houses for expats in the residential section of the camp resembled American 
suburban homes that were very familiar to me from my childhood. The homes 
had grass lawns, and the landscaping contained shrubs and flowers that would 
normally grow in a much more temperate zone. The landscaping around the 
office buildings on the compound similarly had plants that required consistent 
watering in the desert heat. The plants represented an attempt to make the camp 
more ‘Americanised’ for the expat community. I compared this relationship to 
the desert climate with living in the high desert of New Mexico (USA), where 
architect Mike Reynolds developed the earthship38 construction movement. 
Reynolds created a form of sustainable housing that uses recycled materials, and 
builds into the earth itself as a form of natural heating and cooling system. 
 

																																																								
38	Earthship Global, Available at: https://www.earthshipglobal.com/ (Accessed 16 August 2017). 
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These thoughts and memories were at the forefront of my mind as I started plans 
for BWK-BCN. The work began with a playful proposition where I toyed with an 
admittedly terrible pun. I took ‘climate change’ as a verb and wondered what it 
might be like if we could create a device that would temporarily change the 
climate of a small area of Berwick’s beach to match the climate of Barcelona. As 
suggested previously, climate plays a significant role in how we relate to place, 
remember place, and attach meaning to place (Knez, 2005). Climate scientist Mike 
Hulme argues that in order to truly begin to tackle climate change, we must alter 
our framing so that it is seen as “an idea of the imagination rather than as a 
problem to be solved” (2009, p. 340). BWK-BCN attempts to do just that. 
 
The imagined climate-changing device that initiated BWK-BCN falls within the 
current trend of real and speculative attempts to control the climate. Artist Olafur 
Eliasson’s The Weather Project (2003) transformed the Tate Modern’s Turbine Hall 
in London into a weather installation consisting of representations of the sun and 
sky, and a fine mist that would create cloud-like formations throughout the day. 
Dutch artist Berndnaut Smilde’s Nimbus photography series (2012-ongoing) 
documents ephemeral clouds that he creates in unlikely outdoor spaces and 
building interiors. These artworks sit alongside geoengineering suggestions of 
cloud seeding to alter the size of ice crystals in cirrus clouds in order to reduce 
reflectivity and keep the climate cooler (Mitchell and Finnegan, 2009). However, 
a closer example to the proposed BWK-BCN device is Massachusetts Institute of 
Technology Media Lab’s Open Agriculture Initiative39 (OpenAg). OpenAg seeks 
to bring together stakeholders from a variety of industry, government and 
scientific backgrounds to create an open-source food technology ecosystem. This 
implies creating technologies that are open for public use and modification, as 
well as reframing who is considered a food producer. Among the projects that 
OpenAg is currently researching is the Personal Food Computer40. It is a 
computerised, miniature food-growing environment that allows the user to 
programme climate variables according to a plant’s specific, ideal growing 
conditions. The context of the BWK-BCN device is related to OpenAg’s ethos, that 
of facilitating individuals to create microclimates. 
 
I initiated the work with a pilot working session (Ref. BWK.1, fig.55) in October 
2015. The invited participants included an artist and lifelong resident of Berwick, 
a director of a Newcastle-based arts organisation, and a fellow PhD researcher in 
poetry. All of them had been recommended to me by colleagues as people who 
would be interested in the project, and who would provide useful feedback from 
different perspectives. The working session took place in the artist residence 
room at an art space in Berwick. Working within the fictional scenario that the 
Berwick airport had closed and budget airlines were no longer flying to Spain, I 
discussed how we had all been invited by the airline to consult on possible new 
business ventures. The working session theme was, “If we can’t take passengers 
to Barcelona, let’s bring Barcelona to Berwick”. 
 
Although the initial focus was on how to construct a climate-changing device, we 
actually spoke very little about the device itself and concentrated more on social 

																																																								
39 Open Agriculture Initiative, Available at: https://www.media.mit.edu/groups/open-agriculture-
openag/overview/ (Accessed 16 August 2017) 
40 OpenAg Personal Food Computer, Available at: https://www.media.mit.edu/projects/personal-food-
computer/overview/ (Accessed 16 August 2017).	
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and political relationships to climate that the device might raise. The process of 
the working session involved a slideshow I put together that introduced the 
reasons for needing to create the device (i.e. no longer flying to Spain), why I was 
linking Barcelona with Berwick (cultural and geographic borders, history as vital 
ports, tourism as form of economic regeneration), and provocations for 
discussion of how climate affects and effects experiences. The table had a roll of 
paper, markers and props, which included a pink flamingo ornament, stones, 
seashells and seaweed from Berwick’s beach. Along with a slide presentation that 
gave context for budget airlines no longer flying to Spain, these items functioned 
in a similar manner to what Gaver et al. (1999; 2004) term Cultural probes. 
Cultural probes are materials designed to elicit data from participants for the 
designer to use in developing designs. They encourage a process of dialogue and 
discovery, aiming to find “inspirational data” to activate the design process as 
opposed to data to define problems (Gaver, Dunne and Pacenti, 1999, p. 25). 
While my intention is not to use the information in order to design a final object, I 
do use them to prompt and probe individuals’ reflections on the issue of 
climate’s relevance to place. In this case, the materials used in the pilot were 
applied to trigger responses and conversations about travel and holidays from 
the participants. The participants began sharing stories and thoughts about travel 
and climate. One participant shared,  
 

I’m thinking of the first time I went abroad as an adult, cus we didn’t travel much as kids. 
So when I first went to Egypt and got off the plane and the heat just hits you, and it’s that 
smell of being somewhere else. The air’s completely different. It was dry, completely dry. 

 
Another participant responded with, “I had a similar experience going outside 
the Singapore airport, but it was damp. You felt like you had just walked out the 
shower, really.” They talked about differences in scents, lights, and the 
“uniform” of clothes bought and worn specifically on holidays. “My mum, as an 
older woman, always had a white handbag for going on holidays, and it would 
always be brought out for that,” stated the arts director. They also discussed how 
climate dictated expectations of how to spend time, as one participant discussed 
having lived in a sunny place and waiting for a rainy day to do housework 
because she felt justified staying indoors, whereas on a sunny day one wouldn’t 
want to waste it being inside because, “It seems wrong.” However, another 
participant spoke about the disappointment that occurs when going on holiday 
to a place and it rains, saying that she has the feeling of, “This isn’t what I paid 
for!” The group also discussed domestic holiday experiences, and the Victorian 
idea that coastal dwellers were healthier and that taking in the sea air was 
beneficial. Neighbouring Spittal was actually a Victorian seaside town that 
benefitted from this marketing.  
 
Sharing holiday experiences opened the discussion to how Barcelona relates to 
Berwick, and how a sense of attachment can be created across distance. The 
participating artist from Berwick mentioned how he was reminded of 
Sunderland while on a trip to Bilbao because of the industrial nature of both 
places. He also recounted a tale of working with a man from Aberdeen who was 
a fisherman, like the artist’s family had been, and how he felt he had more in 
common with this man from 200 miles away than he would with someone just 
five miles inland from Berwick in a rural farming community. The artist reflected 
that work and lifestyle could facilitate these points of connection more than 
geographic proximity. This led to a discussion of how things can be 
commoditised to represent a place’s location, such as Lindisfarne oysters, which 
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are collected locally and exported to other places. Again, the artist commented 
that, “I’ve seen a lorry in Santander (Spain) from Berwick shipping live lobsters,” 
and raised the question of how this suggests a place’s value. He also mentioned 
seeing fishing boats come into the port in Bilbao, and how people were cheering. 
“We had a strong fishing industry in Berwick, but we never had people 
cheering.” 
 
Bringing these two themes together, that of experiences from holidays and the 
role climate played, and connections between geographically separated places, 
the participants adopted the personae of four roles of potential stakeholders in 
the decision to create the climate changing device in Berwick: a citizen scientist, a 
local business owner, a representative from the Berwick tourism department, and 
an environmental policy maker (the artist, me, the poet, and the arts director, 
respectively). Below is a transcript excerpt from the conversation the group had 
with one another to begin to imagine how this device might be developed: 
 
Tourism department representative (TD): “Who do we define as tourists?” 
 
Environmental Policymaker (EP):  

“I will be the environmental policymaker because this is so far removed from the 
person I am, and I will have to think differently.” 

 
TD:  “How are they going to get a sense of place, is there something that draws them in? 

Visit Berwick via Barcelona – a marketing thing? How do we see Barcelona from 
here that is marketable, interesting, attractive to want to visit this microcosm of 
Barcelona? What do we need to know about Barcelona to develop this marketing?” 

 
Citizen Scientist (CS):  

“The whole thing of twin towns was a big thing when I was a kid, maybe when there 
was more money flying around. The idea of a cultural exchange, I went on two free 
funded trips to the two twin towns just to play football. We went to Haan in 
Germany, quite industrial, and it was great, at 12-13, and I’ve always remembered it. 
The Internet has made everything more accessible, but it hasn’t, it’s no substitute for 
the actual thing.” 
 

******** 
 

EP :  “I think that why it’s hard for me is because I think the environmental policy maker 
is principally going to be about protection, whereas I know in real life my natural 
persona is quite happy about the concept of change, and this is acknowledging that 
there is change while protecting the ecology. So any concept of some device coming 
onto the beach, I’m going to be like ‘whoah!’ I’m likely to be the person who’s 
stopping this.“ 

 
TD:  “Policy is generally a bad thing.” 
 
EP:  “It could be, but it shouldn’t be, it should be creative, so that’s really two questions. 

Am I going to be stopping, or am I going to be enabling while protecting?” 
 
Alexia Local Business Owner (LB):  

“And what are the arguments that are going to be pushing you either way?” 
 
EP:   “Absolutely, and I think I’m going to be listening to all 3 of you. Again, I’m not 

likely to be independent unlike the citizen scientist, it is likely to come from 
government someplace, somewhere, so very nervous about all the people who are 
protesting against the wind farms. I’m nervous about the press coverage, it’s a 
constant working out of what is the right thing to do.” 

 
LB:  “I want to make sure I have a job and can feed my family, so if you can demonstrate 

to me that buying into your tourism scheme, or look at different energies because it 
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will bring in revenue, I’m willing to listen. Perhaps I can also use some of my 
experience to help” 

 
TD:  “I’m just thinking of the business we’ve just been in, the wedding shop company 

[artist participant’s mother’s wedding dress shop], how many of those dresses start 
their life there and then go elsewhere. You know, they don’t stay in Berwick so what 
if we could create something where people could go and get married in a Barcelona 
climate, on the beach, cus isn’t that the dream wedding thing you go and get married 
on the beach, it’s hot, and you’re in your wedding dress, and everything looks 
beautiful, like today that wouldn’t have happened, would it, you wouldn’t get the 
photos that you quite expected of your wedding, so maybe that would be something 
that a business would be attracted by.” 

 
CS:  “You’re on to something!” 
 
EP:  “Yeah, we’re guaranteeing the climate” 
 
CS:  “There’s so much focus on the past, but what are we doing for the future, what does 

the future look like?” 
 
CS:   “Heated pop-up booths for football fans watching the game.” 
 
This excerpt from the participants’ conversation highlights key processes that 
have been discussed throughout this chapter. Firstly, the participants were 
drawing upon their own personal experiences of travel and place attachment. 
They were also exploring the complexity of the issue of creating the device. It 
wasn’t simply an issue of constructing a climate-changing machine, but required 
them taking the perspectives of a variety of stakeholders to imagine how they 
might respond to the issue. In particular, the participant who took on the role of 
the environmental policymaker chose to take a perspective that she found 
contradictory to her normal views, and recognised the difficult position she was 
in having to balance ideas of conservation and progression. This resonates with 
ideas of ‘sustainable development’ discussed earlier in this chapter. The 
discussion also raised a feeling that policy is not necessarily helpful. In terms of 
global sustainability policy, the participants’ responses that policy should be 
creative but is often seen as an obstacle, indicate potential sources of resistance to 
applying the policy in local contexts. Finally, in imagining a context for the 
device, the participants started with something familiar and locally situated – the 
wedding dress shop – and linked it to a potential existing service of beach 
weddings. This is in line with much of the literature that indicates pathways to 
sustainability require local connection (Scannell and Gifford, 2013; Stenmark, 
2015; Tschakert, 2017; Adger et al., 2011). 
 
The group continued by questioning how we might be able to see what we 
experience in our local context as novel and special. One participant spoke about 
Centre Parks as a traditional UK domestic holiday, and suggested that we could 
perhaps build one in Barcelona that replicated the Berwick climate in order to 
provide residents of Barcelona relief from the heat. They suggested that this 
could be important in the case of climate change, as warm places would become 
even hotter.  
 
Towards the end of the discussion, I asked the group what questions we needed 
to ask, and what kind of ‘data’ we might need moving forward.  The participant 
who had taken on the role of citizen scientist stated: 
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Well, earlier on I was talking about dolphins and saying there must be a reason why 
they’re coming here. The ecostructure of…the plankton, herons, and the mackerel, the 
dolphins are coming in to feed on the mackerel, so it seems the reason they’re coming 
into these waters is because it’s getting warmer. I think it is, because that’s where schools 
of fish are coming, that’s actually a visual thing you can see. I’d say the cliffs, you can see 
the erosion, the rocks coming away, the tides have, yeah, that’s having an impact, not 
really on houses because there aren’t many along here but on parts of, you see on the 
news like East Yorkshire. 

 
This speaks to a process of recognising anecdotes as integral to situated 
knowledge and localising climate change effects. The participant in the role of 
tourism department representative asked the group what would be an authentic 
Barcelona experience, and would this device be framed as tourism for Berwick or 
Barcelona, or both. The group suggested it could be for both.  
 
While the pilot did not result in the design of an actual device, I have gone into 
considerable detail here because it set the trajectory for the work’s subsequent 
development. The working session revealed how the device would not exist in 
isolation, but rather would be integrally linked to a variety of systems and 
contexts, highlighting the connections between climate, place and culture. It 
equally pointed to the value of relating personal, situated experiences to the 
global climate change discourse. As the work developed iteratively, after 
reflecting upon the pilot session, I decided to conduct a similar session with a 
group of youth at the Berwick Youth Project (Ref. BWK.2). Whereas the pilot 
addressed the context of the device, I framed the session with the youth 
participants to focus more on how the device might be created and implemented 
in Berwick. They speculated on a variety of devices, including biodomes, 
underground heating systems warming water from the North Sea and placed 
under sand slabs, and a device similar to a vacuum to “inhale” the climate from 
Barcelona and deposit it in Berwick (see figs. 56-57). Two of the participants 
designed devices that are very much in line with the tentactular thinking 
proposed by Haraway’s Chthulucene. In one case, the participant recalled from a 
school lesson that when female whales are pregnant their body temperature 
increases. He imagined a device that would involve penning pregnant whales in 
an area of the North Sea to heat a pool of water, which could then be used as a 
heating source for the town (see Whale Pen in the BWK-BCN toolkit pamphlet). 
Another participant’s device involved building umbrella structures on buoys to 
be placed in the River Tweed (see fig. 74, also in the BWK-BCN toolkit pamphlet). 
The participant said that she built the prototype because salmon, which have 
played an important part in the town’s fishing history, live in cold water. Her 
concern was that climate change would increase the river’s temperatures to a 
point that would harm the salmon. The umbrella buoys are designed to provide 
shade for the fish. These two designs take the multi-species perspective central to 
the Chthulucene and nonscalability theory approaches. They also emphasise the 
local knowledge the participants used as a starting point for developing their 
response. Only one of the participants made a direct relationship to Barcelona 
(the climate vacuum device). This represented a shift from applying the specifics 
of Barcelona to a way of thinking about situated: environments more generally.  
 
After completing the pilot working session and the following session at the 
Berwick Youth Project, I understood that the creation of a device was not the 
actual focus of the work, but rather it had served as a catalyst for speculative, 
abstract thinking about how climate change could be understood within 
particular contexts. In response to this realisation, I advanced the work to the 
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next phase that concentrated on developing prompts for participants to 
reimagine the town of Berwick with Barcelona’s climate. The work went from 
changing the climate of one square metre of Berwick’s beach to imagining the 
workings of the entire town should it have Barcelona’s Mediterranean climate. 
Over the next three working sessions, I experimented with this model with 
retired businessmen in the Probus Club (Ref. BWK.5), students at the Longridge 
School (Ref. BWK.6), and the 56 Degrees North artist collective (Ref. BWK.4). In 
each of the sessions the context remained the same, however each group brought 
their own particular experiences. The students at the Longridge School were 
divided into approximately 10 groups of between 3 and 5 students. Each group 
was given a series of prompt cards that served as Cultural Probes as a starting 
point for them to think about what life might be like in Berwick should it have 
Barcelona’s climate (see fig.64). The questions on the cards included asking what 
sounds might be heard, what new forms of transportation might we have, what 
species would inhabit Berwick, and what purpose monuments would serve. 
Some groups developed translation devices that would make it easier to 
communicate between the different languages spoken by new climate refugees, 
while others imagined new forms of housing designed from sustainable 
materials. As opposed to the two Berwick Youth Project participants, these 
students did not tend to draw upon the local context of Berwick, but rather 
considered climate change more broadly. This could be due in part because many 
of the students are boarders from elsewhere in the country and abroad. 
 
The working sessions conducted with the 56 Degrees North group and the 
Probus Club members, however, did focus on the particulars of Berwick, and 
offered perhaps the biggest surprise for me. When I began the session with the 
artist group I had the expectation that they would come up with the most 
creative and risk-taking suggestions. Despite the intention of creating a fictitious 
environment, participants tended to focus on what they felt is presently wrong 
with Berwick. I worked with the participants to use these issues as a starting 
point, but challenged them to imagine what they might also like to see in the 
future, and whether or not climate change might affect the issues they were 
currently raising. One way I suggested doing this was to take the perspective of a 
non-human species to imagine what they might experience as an issue, and how 
their viewpoints might suggest new paths forward. I also encouraged the 
participants to borrow from artist Tega Brain’s discussion of “Parafunctional 
Systems.”41 Brain refers to Anthony Dunne's discussion of "para-functionality" 
(Dunne, 2005) to describe systems that function through “poetic misbehavior” 
and create opportunities to confront failure and reimagine our systems by 
reframing problems. I put forward additional prompt cards of “intra”, “inter”, 
“infra” and “para” to encourage participants to consider different forms of 
structures and different relationships between Berwick residents, the town’s 
governing structures, traditional activities, and a changing relationship to the 
natural environment. 
 
Although the discussion was very lively, most of the group’s suggestions 
reverted to a past version of Berwick, for example, that the warmer weather 
would bring people back to the beach as they had done in the 1950s. They also 
wanted to retain the monuments, and when asked why, responded, “Because 
																																																								
41	Brain, T. (2015) Eccentric Engineering: Thoughts for the Anthropocene, Available at: 
https://tedxsydney.com/talk/eccentric-engineering-thoughts-for-the-anthropocene (Accessed: 19 July 
2017).	
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they are old and have always been here.” This opened up interesting 
conversations around the role monuments play for us, and how we experience 
ideas of heritage. Although one suggestion was that Bridge Street, an important 
shopping area, would be expanded with more local shops occupying the high 
street, there was little critique of the future role of the high street. They did, 
however, imagine importing culinary traditions, food growing practices, and 
outdoor eating from Barcelona as a way of changing practices in Berwick. 
 
In contrast, the Probus Club participants were much more willing to suspend 
disbelief, but also related their actual life experiences. As this was a larger group 
of 29 participants, I divided them into smaller groups, similar to the Longridge 
School session. They were intrigued by the examples of art and design projects 
that I showed in the slideshow, and were quite interested in some of the 
speculative works that use the emerging technology of synthetic biology 
practices to create different relationships with natural systems. In particular, they 
enjoyed Cohen and Van Balen’s Pigeon d’Or (2010) which proposes genetically 
modifying a bacteria in pigeons’ food to cause them to defecate detergent. One 
group in particular thought this would be a delightful solution to the seagull 
problem in Berwick. Rather than modifying the bacteria in the birds’ food, they 
suggested feeding them birth control to manage their population size, and 
through their excrement, managing the population of invasive species. One of the 
group members suggested this would not work because as a result of climate 
change, “the seagulls would be off to Iceland, we’d have different birds!” The 
group embraced tentacular and nonscalability thinking, looking for connections 
between systems, between what currently exists and what could be repurposed. 
Some groups embraced the idea of hydroponic farming that was presented in the 
slide show, and suggested repurposing the town hall as a hydroponic farm. 
Others suggested reactivating the town’s underground ice caves for either food 
storage, or for cooler housing. This is comparable to the earthship concept 
pioneered in the New Mexican desert. 
 
Perhaps most poignantly, this group, who had an average membership age of 80, 
reflected on the fact that most of the members are unlikely to personally 
experience the effects of climate change, but they were concerned for their 
children and grandchildren. They also expressed that they were delighted to be 
presented with an opportunity to think about these issues in a challenging way, 
as often they felt their age group would be overlooked in these conversations. Of 
all of the groups who engaged with the working sessions, this group was most 
willing to embrace daring and speculative futures, yet they also contributed a 
great deal of life experience. One participant shared his experience of seeing 
desalination plants in Iran and suggested that could be an option to create fresh 
water from the North Sea. Another group was hesitant at first to consider 
repurposing the Berwick walls because they are the town’s most iconic 
monument, however, when they imagined that the grass which currently covers 
them might not survive higher temperatures, they were open to thinking about 
new functions.  
 
In response to the working sessions, I also developed prototypes as prompts. I 
will discuss the specifics in greater detail in the Methodology chapter; however, 
the role the prototypes played in regard to this chapter was to challenge an 
anthropocentric way of thinking about sustainability. The prototypes include the 
Seed Suit (Ref. BWK. 10), which I briefly mentioned previously, consists of a boiler 
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suit that holds seed on one side and an irrigation system using invasive species to 
create condensation on the other. It is designed on the principle that clothing 
must provide an environmental function as well as protect the body. As the 
wearer walks, s/he drops and waters seeds, and feeds the birds. Another 
prototype, Seed Cycle (Ref. BWK.11) uses a funnel and gear attached to the front of 
the bike (see fig. 79). Seeds are dropped into the funnel where they fall along the 
path that the user is riding. The rear wheels of the bike roll over the seeds that 
require scarification to germinate. In this example, transportation and agriculture 
are linked in a way that echoes nonscalability. Food is grown not in planned 
grids, but randomly according to movement of the rider. 
 
Having run several working sessions, I organised a Citizen Science Beach Walk 
(Ref. BWK.3) to the Berwick beach. The walk was done in collaboration with 
Northumberland Wildlife Trust’s Marine Life Officer, and therefore brought 
experts and non-experts together to seek and record species found in intertidal 
rock pools. The aim was to familiarise ourselves with local marine species, 
contribute to an active citizen science project, and to begin to question how we 
understand categories of ‘native’ versus ‘invasive’ species (see fig. 58). Berwick’s 
coastline is part of a EU protected marine site, and citizen science plays a 
significant role in relaying data to local organisations and charities who are 
reliant upon this form of data collection due to limited staff and resources. While 
literature suggests that engaging people in climate change discussions is difficult 
due to the perception that it is not yet happening (Scannell and Gifford, 2013, p. 
61), bringing participants into an active citizen science project creates the 
opportunity to make the issue personally relevant. 
 
During the activity participants were asked to locate and count the different 
species they found. We spoke about the concepts of native and invasive species 
with the Marine Life Officer. Invasive species are understood as species that 
originate in other ecosystems and risk taking over native species. However, as 
was raised during our tour, some species that are originally from other places 
have been in the local ecosystem long enough that they are now considered 
native, and some biologists argue that there is a need to reconsider the potential 
benefits offered by non-native species (Schlaepfer, Sax and Olden, 2011). 
Participants were asked to discuss with one another their own personal 
definitions and scales of native vs. invasive, and were given a quadrant to mark 
an area of the beach where they would use orange and white surveying flags to 
mark where they were finding native and invasive species, respectively. In 
addition, they would note these findings on a chart that was provided (see fig. 
59). Coincidentally, the flag colours were selected to coordinate with easyJet’s 
branding, which provided the inspiration for the work. The aim of the activity 
was to reframe how we see our relationships to non-human species, and consider 
how this reframing might allow for new knowledge to be created – much like 
Tsing suggested how the matsutake mushroom could teach us about 
collaborative living systems. Some participants chose to create a scale based on 
their personal familiarity with the given species (i.e. the more familiar they were, 
personally, the more native they labeled the species), while others related this 
scale to their understandings of the impacts of changing species populations. The 
process of developing these scales relied more on affect, engrained cultural 
preferences and familiarity with species from childhood, than it did on scientific 
definitions.  
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What I see as the failure of this exercise led to the development of the next stage 
of BWK-BCN’s development. While the activity was interesting and very 
enjoyable, the group was less able to critically engage with labeling species as 
native or invasive. Many felt uncomfortable straying from the standard 
definitions, and said they would need more time to reflect on the terms. The 
Marine Life Officer had brought various field guides with her for the group to 
look through when trying to identify species, and the participants really enjoyed 
looking through them and learning more about the species. I began to think 
about the possibility of creating a tangible object, like a field guide, that would be 
used during the participatory activities in order to create reference points and 
serve as prompts for discussion. It would also facilitate participation beyond a 
working session or organised activity such as the walk, since participants would 
be able to use the guide at any point. 
 
The final, and ongoing, component of BWK-BCN is its toolkit (Ref. BWK.20, figs. 
69-73), and it is a culmination of all the previous elements of the work. From the 
working sessions I wanted to take forward prompts that would create 
opportunities for participants to think about how changing climates would 
impact on various natural and manmade systems, and their interconnections. I 
also wanted to create opportunities to uncover local knowledge and ways of 
making climate change relevant within specific contexts. In addition, I was 
interested in how linking different places enabled thinking about one’s own 
context by reflecting on another context. Finally, I was interested in how I could 
create an ongoing process of re-solving climate change beyond the working 
session or activity format. The work’s focus shifted from imagining Berwick with 
Barcelona’s climate to creating a fictional conurbation that merges Berwick with 
Barcelona as a means of adapting to Barcelona flooding from rising sea levels. 
Barcelona and Berwick are twinned for the same reasons that I originally linked 
them, but the toolkit takes the notion of ‘twinning’ further. It merges the two 
sites into the new town of BWK-BCN, and asks participants to design every 
element of it, while also considering sustainable development from the 
perspective of non-human species. As discussed in detail in previous sections, 
place attachment and social connection play a significant role in climate change 
adaptation (Adger et al., 2011; Tschakert et al., 2017). Feitelson (1991) contends 
that it is possible for an individual to feel attachment to places geographically 
near them, as well as across distance. As a result, affect might be cultivated for 
places beyond one’s backyard in order to encourage global stewardship. “Place 
detachment” is also used to describe a process of gradual retreat, a relaxing of 
ties to a place and the simultaneous development of attachments to a new one in 
anticipation of climate change impacts (Tschakert et al., 2017, p. 9). BWK-BCN’s 
development into the speculative design of a climate change conurbation could 
be understood in these terms. The conurbation as a new place aims to allow 
Berwickers to suspend disbelief and feel comfortable making alterations to the 
town, while also allowing those not familiar with Berwick to engage in the 
activity of worldmaking.  
 
Participants develop the conurbation using the BWK-BCN toolkit, which consists 
of a pamphlet and box of cards (see figs. 68, 70). The cards are informed by the 
prompt cards used in the working sessions, while the pamphlet takes the form 
of a field guide, documenting some of the suggested designs from the working 
sessions, along with real and speculative designs from other sources. The toolkit 
functions somewhat like a game and is “resource-centred” (Urry, 2011, p. 37), as 
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opposed to being growth focused. The BWK-BCN conurbation sits in dialogue 
with existing initiatives such as the Covenant of Mayors for Climate and 
Energy,42an organisation aimed at assisting mayors to reach EU climate goals, 
and the Transition Town Network,43 a global network of towns joining forces to 
create new world visions. While these organisations support new ways of 
thinking about sustainability, the BWK-BCN toolkit creates a critical platform for 
individuals to find their connections to sustainability issues, and experiment with 
redesigning relationships between systems. The toolkit asks participants to assist 
in designing all facets of the new town – infrastructures, tools, technologies, 
celebrations, policies, etc. To do this, participants select an objective card, and 
cards from the categories of infrastructure, environmental systems, and socio-
cultural systems. The aim is to work towards the objective by creating links 
between the selected systems. An example might be reaching a policy objective 
by combining healthcare systems with the ways forests communicate through a 
symbiotic relationship with mushrooms. In this way, BWK-BCN is very much in 
line with Haraway’s Chthulucene and tentacular thinking, along with Tsing’s 
theory of nonscalability.  
 
Whereas I have facilitated group sessions, participants are also invited to use the 
toolkit individually. Toolkits are available to borrow from several organisations, 
and they are also available through the project’s website, http://bwk-bcn.systems. 
Participants are asked to document their process with using the toolkit, and the 
documentation will be added to the project’s site. This aspect of the project is 
designed to allow more people to use it, and to experiment with ongoing 
activation of a socially-engaged work, which will be discussed in the 
Methodology chapter. The toolkit also supports a process of re-solving that is 
critical to how wicked problems like climate change need to be addressed. There 
is no end point to the design, and unlike a game, there is no winner. The toolkit 
supports suspending disbelief and provides ways for individuals to contribute 
knowledge that is specific to their contexts in order to design the BWK-BCN 
conurbation. Vos suggests that through practicing ideas of sustainability and 
testing the definitions, that we can gain a better understanding of what it actually 
means (2007, p. 39). BWK-BCN creates a space for anecdotes and personal 
knowledge that lie outside traditional science categories, to support individuals 
and communities in developing their own meaning of situated: environments 
(Tschakert et al., 2017, p. 7). 
 
The activities that comprise BWK-BCN aim to explore how understandings of 
situated: environments are developed by providing a context for individuals to 
voice fears, share experiences, and become active participants in shaping 
sustainability discourse. The work embraces a Post Normal Science ethos, taking 
climate change out of the realm of scientists and economists, and redefines who 
constitutes a stakeholder by asking laypeople to experiment with re-solving the 
issue. BWK-BCN becomes the context in which subjective knowledge is given a 
place. The work creates opportunities to form place attachment with the local 
context, as well as places at a distance, and imaginary places. As a global 
phenomenon, climate change serves as a method for investigating how we relate 
to places, what we value, and how we negotiate difference. 

																																																								
42 Covenant of Mayors for Climate & Energy, Available at: http://www.covenantofmayors.eu/ (Accessed 18 
August 2017). 
43 Transition Network, Available at: https://transitionnetwork.org/ (Accessed 18 August 2017).	
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CONCLUSION  
 
This chapter has argued for situated understandings of global metanarratives 
that account for ecological concerns, but equally include questions of what we 
want to sustain of our heritage and culture, who we are as humans, and how we 
want to sustain this. Through this research, situated: environments is seen as an 
ongoing process of re-solving that broadens the understanding of who is a 
stakeholder in wicked problems by linking local knowledges and narratives to a 
global agenda. The works explore the potential of linking systems in new ways in 
order to form new narratives of place and sustainability. This is done by drawing 
on place attachment across radii of impact, and creating boundary objects that 
aim to translate knowledge across various milieus. 
 
In the context of challenge-led and SDG approaches in which engagement with 
the public is seen as integral to dealing with the complexity and uncertainty 
presented by global challenges, situated approaches are critical to making the 
issues relevant to individuals, while gathering critical knowledge embedded 
within local environments. This, therefore, requires a consideration of how best 
to engage individuals. While this chapter has argued the value of narrative and 
embracing the non-scalable as a means to begin to create understanding of global 
metanarratives, what is also needed are platforms that support individuals in 
entering the discussions. In the following chapter, I look at issues of 
participation, and how participatory practices might create settings for the 
development of active citizenry. 
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CHAPTER 4 – PARTICIPATION 
 
INTRODUCTION 
 
Making Sense44 is a citizen sensing45 project funded by the European Union’s 
Horizon 2020 Collective Awareness Platforms for Sustainability and Social 
Innovation (CAPS) initiative, which is designed to support: 
 

Collective awareness platforms… such as collaborative consumption, getting 
facts/evidence from citizens for better decision making, driving sustainable behaviours 
and lifestyles, or developing alternative collaborative approaches to problem solving.46  
 

Initiating pilots in Amsterdam, Barcelona and Pristina, the project employed 
digital sensors to involve citizens in collecting data on various environmental 
pollutants, including air pollution, noise levels, water pollution, and soil 
pollution. The project’s name reflects its mission of assisting citizens in not only 
gathering digital data on environmental issues directly affecting them, but 
‘making sense’ of the data and what they mean for people’s daily lives. With the 
support of the Northern Bridge Doctoral Training Partnership Placement 
Scheme, I developed a 5-month placement collaborating with the Making Sense 
team at Fab Lab Barcelona to look at the potential of participatory art 
methodologies to inform citizen science initiatives. I was interested in how my 
artistic practice might complement the way this project was engaging citizens as 
participants, and how this might lead to different understandings of the potential 
roles of artists. 
 
As a result of the project’s reach across three cities in three countries, Making 
Sense demonstrates how environmental issues can link geographically separate 
regions. Participants in Barcelona who are using sensors to understand noise 
pollution are able to see how participants in Amsterdam and Pristina are using 
sensors to gain a deeper appreciation of the impacts of air and water pollution. 
By pairing digital data with situated knowledge, participants in Barcelona 
investigated connections between noise pollution in a city square, regulations for 
local traders, tourism, municipal waste collection, and other elements.  
 
As a citizen sensing project, Making Sense falls within the PNS tradition of 
extending the peer network for scientific research, blurring the line between 
expert and non-expert, and exploring situated knowledge. Crucially for this 
thesis, Making Sense is an example of making a direct correlation between the 
concepts of participant and citizen by exploring new possibilities for 
participatory governance, data ownership and empowering individuals to collect 
and make use of the data in their environments in order to catalyse the changes 
they would like to see. Linking participation and citizenship, however, raises 
questions about who has the right to engage in decision-making practices, and 
who grants this right; whether citizenship is a legal status granted by the state or 
“claimed ‘from below’” (Mohan, 2007, p. 791). This points to Gaventa’s concern 

																																																								
44 Making Sense, Available at: http://making-sense.eu/ (Accessed 11 November 2017). 
45	Balestrini et al. (2017) and Gabrys, J. (2014) offer useful overviews of citizen sensing within the urban 
context. 	
46 European Commission ((2017) Collective Awareness Platforms for Sustainability and Social Innovation (CAPS), 
Available at: https://ec.europa.eu/programmes/horizon2020/en/h2020-section/collective-awareness-
platforms-sustainability-and-social-innovation-caps (Accessed: 11 November 2017) 
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that despite the proliferation of discussions on rights and citizenship, there is still 
the need to understand what these proposed models entail, and how they might 
be implemented (2002, p. 2). 
 
The relationship between participation and citizenship is of vital importance to 
this research, in particular looking towards the notion of the active citizen as a 
participant expressing agency. The previous chapters have critically explored the 
context of situated and relational environments, and have included a discussion 
of the works across the themes of place and situated:environments. Through the 
additive formation of this thesis, this chapter interrogates what it means to be an 
active citizen engaging with issues of concern. In terms of structure, this chapter 
takes a slightly different tack. It serves as a metaphorical and literal hinge for this 
thesis whose interrogations centre on issues of participation. It discusses the 
complexity of citizen and participant within participatory art practice, providing 
a review of the key literature and theories of participation that inform this thesis, 
and interrogating key contexts to which this thesis makes a contribution. 
However, due to the intertwined nature of explorations of participation and the 
emerging methodology, a full discussion of how the works in this research 
approach participation and its associated issues is reserved for the following 
Methodology Chapter. 
 
I begin this chapter by looking at various ways participation has been employed 
across different disciplines through what has been called the ‘Participatory Turn,’ 
and suggest that seeing participation as occurring across a network in a socio-
material assemblage opens the possibility to refine how participation and 
citizenship are connected in the context of re-solving wicked problems. 
Furthermore, I look at the potential of bringing together elements of Participatory 
Design with participatory art in an attempt to gain a more nuanced 
understanding of the complexity of the artist’s and participant’s roles, while also 
seeking ways for participants to discover their own connections to issues of 
concern. 
 
CITIZENSHIP AND PARTICIPATION 
 
Within the context of democratic systems, there are various roles that citizens 
might play. These include: the citizen as a voter in a representative system, the 
citizen as a client in an administrative system where the focus is on cost-effective 
efficiency, the citizen as an advocate for a particular interest group within a 
pluralist system, the citizen as a volunteer in civic life, and citizen as a co-learner 
in a deliberative democracy model where citizens collaboratively solve problems 
through dialogue (Roberts, 2004, pp. 427–430). The variations in definitions 
indicate that democracy as a concept is not fixed, and open for multiple 
meanings (Carpentier, 2012, p. 165). It is for this reason that participation, and by 
extension citizenship, must be considered as situated phenomena that are 
realised through practice, in context (Mohan, 2007, pp. 793–794). Therefore, how 
citizenship is characterised and the platforms created to perform it become of 
utmost importance. For example, while citizenship is typically linked to 
geographic sites, there are several artist projects that seek to challenge and 
unravel this assumption. As I mentioned in my introduction to place, the 
Lokönenie work I created as part of the WRMC Collaborative explored changing 
notions of citizenship in a digital age, linking citizenship not to territory but to 
the choice to support open source ideology. Similarly, the Slovenian artist 
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collective NSK (Neue Slowenische Kunst) (1984-present) created the NSK State 
(1992-present). Like Lokönenie, NSK State does not have its own territory, but is an 
“inherently transnational,”47 symbolic state. It supports ‘embassy’ and 
‘consulate’ events in cities around the world where the artists issue passports to 
anyone who supports the work’s founding principles of non-territoriality. At the 
events, citizens are invited to record data, stamps, signatures, etc. on the passport 
pages. The work was created in the context of the breakup of Yugoslavia in 
which old nation states were dissolved and new ones created, along with the 
bureaucracy that had conferred citizenship and identification. NSK State coopted 
the aesthetics of official passports to subvert these processes of legitimization and 
authorisation generally attributed to the state (Wilmer, 2012). 
 
Also questioning citizenship, territory and belonging was Nowhereisland (2011-
2012)48, a project by artist Alex Hartley and commissioned by Bristol-based 
Situations as part of Arts Council England’s Cultural Olympiad during the 2012 
London Olympic Games. Hartley had previously procured an island in the Arctic 
region of Svalbard from the Norwegian government. He used material from this 
island to create a sculptural replica that traveled to the South West of England on 
a yearlong journey between September 2011 and September 2012. It traveled via 
international waters, and was declared a new nation in response to global 
failures of the nation-state, with “citizenship open to all”.49 Over the course of its 
journey, 23,000 people registered on the project’s website for citizenship, and 
contributed 2,678 propositions to the nation’s “cumulative and consensual” 
digital constitution, including: “Mortgage debt is forbidden. People desiring 
homes will build them themselves from their own funds & the help of friends”, 
“Skiing is voluntary”, and “A decision will never be taken by government, that 
the citizens themselves have not ratified”. The island also had an embassy that 
served as a mobile archive of the project and “Resident Thinkers”, supporting the 
educational aspect of the work (Zaroulia, 2013, p. 556). Critiques have been made 
against Nowhereisland, suggesting that it merely perpetuated “dominant 
representations of Britishness and celebrating banal cosmopolitanism” (ibid., p. 
554), and that the political value of its participation was unclear and potentially 
instrumentalising (ibid., p. 557). 
 
This model of redefining citizenship extends beyond the art context. The social 
media company LADbible, along with Plastic Oceans Foundation, began a 
crowdsourcing campaign in September 2017 to legally make the Great Pacific 
Garbage Patch50 the world’s 196th country called Trash Isles51. They have 
submitted a “Declaration of Independence” to the United Nations to appeal for 
this status. LADbible states that in becoming a legal country, the UN’s 
Environmental Charters will require other countries to help take responsibility to 
clean up the rubbish. As part of their initiative, LADbible has set up on their 

																																																								
47 NSK (2017) The NSK State Available at: https://passport.nsk.si/en/about_us (Accessed: 22 September 
2017). 
48 Nowhereisland (2012) Available at: http://nowhereisland.org/ (Accessed 22 September 2017). 
49 Nowhereisland (2012) Available at: http://nowhereisland.org/#!/about/ (Accessed 22 September 2017). 
50 The Great Pacific Garbage Patch refers to a vortex of waste and debris that has gathered in the Pacific 
Ocean.  
51 LADbible (2017) Trash Isles. Available at: http://www.ladbible.com/trashisles/welcome (Accessed 19 
November 2017). 
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website a citizenship application, which asks you to sign the petition52 that will 
be taken to the UN. The Trash Isles’ first citizen was Al Gore, former US Vice-
President known for his campaigning against climate change.  
 
Each of the examples given challenges territory-based concepts of citizenship, 
and instead offers alternative, global models. This is echoed in Amin’s 
suggestions of a politics of propinquity and a politics of programme that deny 
the separation between ‘local’ and ‘global’ issues, instead looking towards a form 
of governance that recognises interdependence. This will be discussed in detail 
later in this chapter. By removing a territorial claim to citizenship, these examples 
reaffirm Anderson’s suggestion that nations are imagined communities (1983). 
NSK State and Nowhereisland speak to citizenship as performed, and create 
various platforms for this participation that range from attending events, to 
online contributions to governance documents. They also call attention to some 
of the concerns raised within the participatory turn in the social sciences and in 
the arts as to whom is able to participate, and whether or not the participation 
merely supports the hegemonic agendas versus creating opportunities for 
political agency. In the case of LADbible’s Trash Isles the digital participation 
model of crowdsourcing is employed as a means of asserting and claiming 
citizenship from below. Citizenship is then exploited to enforce policy. 
 
Sociologist Nico Carpentier identifies key characteristics of contemporary 
participation that are useful to consider when formulating a deeper 
understanding of links between participation and citizenship. He suggests that 
participation is about power; participation is situated in particular contexts with 
particular participants; participation is not a fixed concept and is open for debate; 
participation is not to be seen as replacing, but rather complementing, 
institutional structures; and participation is invitational and not obligatory (2012, 
pp. 170–172). It should be noted that many of these characteristics overlap with 
characteristics of place as proposed by Massey, therefore making a stronger case 
for understanding participation as situated.  
 
What Carpentier emphasises as central to participation that differentiates it from 
similar terms such as engagement and interaction is power. Here it is worth 
considering Foucault’s description of power as something that needs to be 
exercised as opposed to being owned (Gallagher, 2008, p. 397). Gallagher uses the 
example of voting, that power only exists through the action of voting; if one 
does not vote, one does not have power, but rather an unrealised potential (ibid.). 
In regard to the works in this research, there is a similar notion of potentiality of 
those engaging with the environments the works create to express their own 
agency. Foucault asserts that power exists within a network, not within 
individuals (2003, p. 29), and that, “we can analyze [apparatuses of domination] 
only if we try to see how they interact, how they support one another, and how 
this apparatus defines a certain number of global strategies on the basis of 
multiple subjugations…” (ibid, p.  45). Carpentier echoes this importance of the 
network when he suggests that we need to understand that participation is 
embedded throughout society, not specifically in institutionalised politics (2012, 
p. 165). 
																																																								
52 Change.org (2017) Accept the Trash Isles as an official country & help protect our oceans. Available at: 
https://www.change.org/p/un-secretary-general-ant%C3%B3nio-guterres-accept-the-trash-isles-as-an-
official-country-help-protect-our-oceans (Accessed 19 November 2017). 
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In relation to the art context, power quite often exists with the artist. In an effort 
to explore how participatory practice might create platforms for individuals to 
express their own agency, this research, therefore, draws on Foucault’s 
suggestion that power is distributed and comes into being through enaction. Due 
to their distribution and embeddedness, power and participation can be best 
understood in terms of socio-material assemblage. Borrowing from Deleuze and 
Guattari’s notion of agencement, assemblage implies an “in connection with” 
condition (Phillips, 2006, p. 108), whereby individual elements can only be 
appreciated via their relationships with other elements. In the case of global 
metanarratives like wicked problems that span radii of impact, new 
understandings of rights and models of citizenship are developing that reflect the 
changing landscape of who is represented and how they participate in shaping 
agendas across these radii (Gaventa, 2002, pp. 11–12) and across assemblages. 
This includes new questions as to the role of individuals in ensuring rights are 
upheld and civic responsibility is carried out, whether that be citizens playing a 
vital role in enforcing corporate responsibility (ibid., p. 10), or ensuring the 
implementation of local sustainability policies.  
 
One model for engaging individuals in the decision-making process is 
deliberative democracy. With deliberative democracy, the decision-making 
process centres on discussion between those who are affected by the particular 
issue, or those who represent the citizens impacted (Carpentier, 2012, p. 168). 
Habermas provides the inspiration for this model of deliberative democracy, 
where participation is understood as “multidirectional”, that is to say that the 
public is a “warning system with sensors that, though unspecified, are sensitive 
throughout society” (1996, p. 359). I find this metaphor fitting in relation to the 
recent trend in citizen sensing projects like Making Sense, which quite literally 
enable citizens to be sensors in their communities. As Habermas argues, the 
public is able to sense and bring to the fore various issues, and then take them to 
the formal institutions to be debated and decisions made.  
 
Habermas is often critiqued, however, for emphasising consensus (Mouffe, 2000; 
2013) when he discusses the public sphere, and failing to recognise that despite 
his suggestion that “access is guaranteed to all citizens” through social relations 
(Habermas, J., Lennox, S., Lennox, 1974), those who are marginalised do not 
necessarily have the same access to these relations (Fraser, 1990; Warner, 2002). 
Mouffe counters Habermas’ focus on consensus, stating that: 
 

Society is permeated by contingency and any order is of an hegemonic nature, i.e. it is 
always the expression of power relations. In the field of politics, this means that the 
search for a consensus without exclusion and the hope for a perfectly reconciled and 
harmonious society have to be abandoned (2013, p. xi). 
 

 
Mouffe advocates for an “agonistic pluralism” that sees dissensus as the core of 
democracy (1999, pp. 755–756). She argues that difference and productive conflict 
are essential in order to prevent authoritarian rule (ibid., p. 756), and therefore 
proposes a radical democracy (Laclau and Mouffe, 1985) to counter Habermas’ 
deliberative democracy. Radical democracy supports a multiplicity of co-existing 
subjectivities and opinions to be debated without the aim of arriving at a unified 
position. Agonism is not to be confused with antagonism. Mouffe defines 
antagonism as conflict between enemies, while agonism is conflict between 



CHAPTER 4 - PARTICIPATION 
	

 78 

adversaries who agree on democratic principles, but disagree on their 
interpretations (Mouffe, 2013, p. 7).  

Agonism implies an understanding of ‘public’ as heterogeneous. John Dewey 
(1927) similarly supported the concept of a dynamic, heterogeneous public but 
for him the public consists of individuals united around an issue. Although 
Dewey refers to the public in the singular, it serves as a collective term. In reality, 
Dewey espouses that there are multiple publics that comprise the heterogeneous 
‘public’, each brought together by a particular concern. He argues that it is 
possible for an individual to belong to more than one public, based upon one’s 
interest in or affiliation to an issue (Narayan, 2016). Belonging to one community 
or interest group does not impede supporting another interest group. This 
resonates with Mouffe and Holdengräber who state that “we are in fact always 
multiple and contradictory subjects, inhabitants of a diversity of 
communities…constructed by a variety of discourses and precariously and 
temporarily sutured at the intersection of those subject-positions” (1989, p. 44). It 
is through these discourses and power structures that citizens are created 
(Cruikshank, 1999, p. 3). Ostensibly, the particular issue then serves as both an 
adhesive and as a metaphorical contact zone (Askins and Pain, 2011; Mayblin et 
al., 2015; Mayblin, Valentine and Andersson, 2016) in which a multiplicity of 
opinions and approaches can be shared, as well as a sense of shared 
responsibility. 

Taking agonism together with Dewey’s notion of a public as formed around a 
common issue of concern suggests a way of thinking about how Amin’s politics 
of propinquity, politics of connectivity and politics of programme become 
relevant to considering how the shift from participant to active citizen might 
occur. While I previously discussed agonism’s relationship to politics of 
propinquity in their mutual support of difference, politics of propinquity extends 
difference across geographic areas, challenging distinctions between ‘local’ and 
‘global’ issues. If publics are formed, as Dewey suggests, through shared issues 
of concern, the lens of politics of propinquity suggests that individuals might not 
only connect over these issues, but might also contribute to governance related to 
these issues, regardless of the individual’s location. This speaks to the distributed 
nature of power, as described by Foucault, and alludes to the inadequacy of 
current place-based notions of citizenship.  

What the artworks described in this section, and PNS projects like Making Sense 
do by equating participation and citizenship, is ask us to do as Mouffe suggests: 
to imagine the types of political communities we want to create (1993, p. 115). 
Taking forward Cruikshank’s suggestion that citizens are created, in the 
following sections I will explore how this relates to the phenomenon of the 
Participatory Turn, and the relationship between participation and citizenship. 

ORIGINS AND DEVELOPMENT OF THE PARTICIPATORY TURN 
 
Matthew Leighninger (2006), former Executive Director of the Deliberative 
Democracy Consortium, describes a move in forms of governance from “rule by 
experts” to shared governance. This is not a new occurrence. Since the 1960s 
there has been a discernable shift across disciplines and sectors towards public 
engagement that reflects changing epistemologies (Bherer, Dufour and 
Montambeault, 2016). Participation has been seen as a way to fill the ‘democratic 
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deficit’ and make policy more transparent and accessible to the layperson 
(Mohan, 2007), as well as to hold elected representative leaders accountable 
(Fung and Wright, 2003). There are various types of participation, and various 
reasons for them, ranging from participation as a means to an end, to 
participation being the end itself. Some projects employ participation as a form of 
‘best practice’ that is urged by funders (Marinetto, 2003, p. 104; Bherer, Dufour 
and Montambeault, 2016, p. 226),or as a way to ensure community support, 
while others use participation to facilitate knowledge exchange, or as a tool for 
social transformation and empowerment in decision-making processes (Mohan, 
2007, p. 781). Mohan suggests that there has been a trend of popular participation 
that started in the 1970s and developed into community development in the 
1980s, stakeholder participation in the 1990s, and now has evolved into ideas of 
citizenship (ibid.). At the heart of the Participatory Turn is a fundamental critique 
of how democracy is understood and practised, calling for pluralism and 
providing a voice for marginalised groups (Mouffe and Holdengraber, 1989; 
Irwin, 2006; Mouffe, 2013; Polletta, 2016).  
 
The Participatory Turn has been commonly seen in participatory development, 
especially the Participatory Rural Appraisal (PRA) method that came to the fore 
in the 1980s and 1990s. This method seeks to include local knowledge in the 
development process through activities such as consultation and focus groups 
(Cooke and Kothari, 2001; Mohan, 2007). The World Bank (1994) famously issued 
a report on development and participation, stating the importance of involving 
local citizens and stakeholders in development activities. At the same time, the 
sciences also underwent a turn to participation. This entailed a move from 
policies and programmes of Public Understanding of Science, which played an 
educational role whereby scientific experts relayed information to citizens, to 
Public Engagement with Science, which infers a more ‘hands-on’, bilateral 
approach to knowledge exchange between experts and non-experts (Felt and 
Fochler, 2008; Michael, 2012) as seen in the trend of citizen science (Irwin, 1995). 
Nowotny et al (2001) refer to this as “Mode 2” science, with “Mode 1” as the 
traditional scientific research methods. Mode 2 can be compared to PNS, co-
creating knowledge across fields of expertise and accountability. The result is 
that scientists have the responsibility to be aware of the social impact of their 
research, while citizens have the responsibility to contribute to and become more 
aware of how scientific discoveries and technologies affect the social realm (Felt 
and Fochler, 2008, pp. 490–491). This change in how science is understood 
indicates a mutually informative and dependent relationship between science 
and society. 
 
Despite this widespread adoption of participation, much critique has been 
launched against its practice, and skepticism expressed of its impact. Some have 
referred to participation as a “tyranny” (Cooke and Kothari, 2001), suggesting 
that rather than truly giving agency to individuals these practices mute 
dissensus, and serve to reinforce the dominant hegemony and neoliberal agendas 
(Stadler, 1995; Swyngedouw, 2005; Kerr, Cunningham-Burley and Tutton, 2006; 
Felt et al., 2009; Mouffe, 2013; Ganuza, Baiocchi and Summers, 2016). Some argue 
that following this neoliberal model, governments are forming “an 
entrepreneurial citizen” (Ganuza, Baiocchi and Summers, 2016, p. 330) who is 
called upon to take care of his/her own problems as opposed to relying upon the 
state (Li, 2005; Ong, 2006). This was evidenced by the case in the UK with the 
“Big Society” plan (2010), which shifted responsibility, tasking local authorities 
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and community groups with providing local services once under the 
responsibility of the government (Kisby, 2010). Rose refers to this as 
“government through community” (1996, p. 332), while Cruikshank (1994) calls it 
a “technology of citizenship” that promotes self-reliance without providing the 
necessary support. There have also been concerns that participatory engagement 
does not accurately reflect the diversity of viewpoints held within communities 
(Michael, 2009, 2012; Ganuza, Baiocchi and Summers, 2016) and risks being little 
more than a public relations act (Beder, 1999; Davies, 2006) that leads to “ordered 
change” (Allegretti, 2014).  
 
There are three key aspects of the Participatory Turn that I highlight as important 
to this thesis. Firstly, the Participatory Turn raises questions about what 
citizenship means and how it is performed. This requires defining the rights and 
responsibilities of citizens to make decisions on issues facing them. Participation 
as a form of citizenship is particularly relevant in the context of wicked problems, 
as it raises the questions of who participates in addressing these issues, how they 
approach them, and why. This, in turn, demands rethinking categories such as 
‘expert’ and ‘non-expert’ when it comes to knowledge production. While the 
correlation between participation and citizenship has happened more naturally 
in other discourses, it has not been a natural one in participatory art. It is for this 
reason that I am taking a broader, interdisciplinary view of the Participatory 
Turn in an effort to understand and challenge this. This point leads to the second 
aspect of the Participatory Turn that I draw attention to, which is how platforms 
and infrastructures associated with active citizenry are shaped to support these 
new forms of participation (Polletta, 2016). Digital technologies have played a 
significant role with channels such as crowdsourcing for funding - or even 
crowdsourcing Finland’s constitution (Castells, 2010) - and the growing Fab 
Lab53 movement enabling localised production through sharing of open source 
digital files. To show just how variable this is, and with varying degrees of 
controversy, its effects can be seen in the emergence of the sharing economy with 
companies such as Airbnb, Uber and TaskRabbit enabling peer-to-peer exchange 
and consumption through decentralisation, and in the proliferation of digital 
user-generated content platforms like YouTube and Vimeo. However, offline 
platforms such as participatory budget planning, town meetings, and municipal 
health councils provide examples of how organisational structures have 
developed to support participatory and ‘do-it-yourself’ practices, resulting in “an 
institutional field of citizen participation” (Polletta, 2016, p. 233). The third aspect 
of the Participatory Turn speaks to how risk is understood and responsibility 
assigned. As Beck (1992) describes, our transition from an industrial society to a 
risk society requires rethinking the processes and infrastructures for decision-
making. This entails a clearer understanding of the social, material and affective 
elements involved. It equally requires creating opportunities for individuals to 
discover their own personal connections to the issues presented.  
 
THE SOCIAL TURN IN ART: CONFLICTING VIEWPOINTS 
 
Just as the Participatory Turn occurred in planning, development and the 
																																																								
53	The Fab Lab (Fabrication Laboratory) movement that began at Massachusetts Institute of Technology’s 
(USA) Center for Bits and Atoms as an outreach project to facilitate widespread access to machines used in 
contemporary innovation and production. For more information, see Fab Labs, Available at: 
https://www.fablabs.io/ (accessed 18 December 2017) 
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sciences, a similar turn took place in art and design. It raised many of the same 
questions and concerns, particularly around the potential of instrumentalising 
participatory practices to reaffirm political agendas (Belfiore, 2004; Belfiore and 
Bennett, 2007; Bishop, 2012). In this section, I will outline how art historian Claire 
Bishop describes the shift towards participation as a ‘social turn,’ and how her 
positioning of social practices led to the primary debate that has informed the 
discourse and development of contemporary participatory art. 
 
In her 2006 Artforum article, ‘The Social Turn: Collaboration and Its Discontents,’ 
Bishop gave an account of recent art practices that focused on collaboration, and 
how “the intersubjective space” that these works formed served as both the 
content and artistic medium (Bishop, 2006, p. 179). While for the most part in this 
article Bishop refers to practices that date from the 1990s - at much the same time 
as PNS and citizen science - with examples such as the Superflex art collective’s 
Tenantspin (1999) in which elderly residents of a Liverpool housing project ran an 
Internet TV station; Chicago-based collective Temporary Service’s Construction 
Site (2005) that turned an empty parking lot in Los Angeles’ Echo Park 
neighbourhood into a temporary space for community activities; and the Turkish 
collective Oda Projesi’s work transforming an apartment in Istanbul into a 
platform for community projects, in Bishop’s later text Artificial Hells she actually 
suggests that these practices are a “return” to the social (2012, p. 3).  
 
Bishop (2012) tracks a comprehensive lineage in Western contemporary art 
history where artists have attempted to collectively rethink art and its political 
role. She attributes the current trend of participatory practice to three significant 
moments from the avant-garde and their links to political and social upheaval. 
First, she cites the avant-garde movement in Europe around 1917 in which the 
Futurists embraced war and espoused technology over tradition, issuing a 
manifesto calling for the modernisation and industrialisation of Italy. Conversely, 
the Dadaists responded to World War I and the logic of capitalist society by 
creating absurdist, irrational works to challenge the hegemony they saw as 
contributing to the war. Secondly, Bishop refers to the new avant-garde 
movement leading to the events of May 1968. This period saw the development 
of Fluxus, the Community Arts Movement in Britain and then in the US, and the 
Artist Placement Group in the UK. Each of these movements questioned 
potential social and political roles for artists, and challenged the idea of passive 
spectatorship (Bishop, 2012, p. 44). Finally, she suggests that the fall of the Berlin 
Wall and communism in 1989 presupposed the trend of participatory art 
practices from the 1990s (ibid., p. 3). These practices have expanded even further, 
with the artist often performing roles similar to an ethnographer (Foster, 1995), a 
geographer (Hawkins, 2012), or even social worker (Kester, 1999, 2004; Belfiore, 
2006). In each of these diverse contexts, participation has been seen as a way to 
contest the dominant means of making and discussing art (Bishop, 2012, p. 3). 
Given the uncertainties and tensions raised in our current context due to issues 
such as climate change and Brexit, it is not surprising that participatory practices 
are again at the fore of contemporary practice. 
 
The ‘return’ that Bishop speaks of is reflected in the growing number of artworks 
that focus on the social, the growing number of dedicated social practice degree 
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programmes and prizes, as well as academic journals.54 In fact, the 2015 Turner 
Prize was won, quite controversially, by the architecture collective Assemble for 
undertaking a socially-engaged project in the Granby Four Streets, a once-
thriving area of Toxteth, Liverpool, in which all but four streets of Victorian 
terraces have been demolished in regeneration initiatives.2 Assemble worked 
with local residents to refurbish houses and gardens, as well as to set up a social 
enterprise that makes and sells homeware items. Awarding the Turner Prize – 
one of the most significant art prizes in the UK – to an architecture collective for a 
socially engaged work has challenged what many people understand as art, art’s 
role, and the position of the artist. Assemble’s win underscores the prominence of 
social practices in the contemporary scene.   
 
The publication of Bishop’s 2006 article sparked an important argument between 
Bishop and theorist Grant H. Kester as two of the most recognised authorities on 
art practices rooted in the social context. In a fierce criticism of social art 
practices, Bishop strongly argues that the criticality of socially engaged practices 
is greatly hindered by an “ethical turn” in which artists attempt to surrender 
authorship in favour of a more truly collaborative approach (Charnley, 2011, p. 
37). She observes that, “..these practices are less interested in a relational aesthetic 
than in the creative rewards of collective activity” (Bishop, 2006, p. 179), and 
questions the assumption that art premised on dialogue is inherently democratic 
(Bishop, 2004, 2012). She raises concerns that if participatory practices are 
evaluated in ethical versus aesthetic terms, they risk being instrumentalised to 
fulfill socio-political agendas. Bishop references the precedence of such 
programmes such as New Labour’s (1997-2010) policies in the UK, which looked 
to the arts to facilitate social inclusion, David Cameron’s ‘Big Society’ and its 
proposition of a volunteerism culture, and the recent turn to the economic 
potential of art and the creative industries (2012, pp. 13–15). This cooption of 
practice towards social engineering agendas can also be seen with the Arts 
Council England’s Creative People and Places (CPP) scheme in which 
participatory programming was set up in “areas where there are fewer 
opportunities to get involved with the arts, and where, “91% of our audience 
come from neighbourhoods with low and medium levels of arts 
engagement.”55This raises serious questions and concerns as to what is 
considered engagement with art, what type of art is being referenced, how art 
engagement is often seen as ameliorative. To offer a counter to this type of 
instrumentalisation, Bishop refers to Rancière’s definition of aesthetics as the 
ability to “think contradiction” to argue that this “productive contradiction” 
between art and the social implies that the way in which art informs social 
change is by remaining autonomous rather than ameliorative (Bishop, 2012, p. 
29). That is to say, art’s autonomy supports dissensus and therefore a multiplicity 
of subjectivities that amelioration prohibits.  
 

																																																								
54	Just	a	few	examples	include:	FIELD	is	an	online	journal	started	in	2015	by	Grant	Kester,	its	founder	and	lead	
editor,	along	with	his	students	at	University	of	California	San	Diego		(http://field-journal.com/)	accessed	14	
January	2018;	MA	degree	in	Social	Practice	at	Middlesex	University,	UK	
(http://www.mdx.ac.uk/courses/postgraduate/art-and-social-practice),	accessed	14	January	2018;	A	Blade	of	
Grass,	a	fund	dedicated	to	socially	engaged	art	in	the	US	(http://www.abladeofgrass.org/),	accessed	14	January	
2018	
55 Creative People and Places (2017). Available at: http://www.creativepeopleplaces.org.uk/ (Accessed 9 
February 2018). 
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Kester (2004), on the other hand, argues that the ethics of the work and the 
artist’s role as co-creator are central to participatory practices, and that the artist 
must take an ethical approach and recognise his/her privilege in this situation. 
Specifically, Kester refers to an “orthopedic aesthetic” that stems from modern 
art, an aesthetic that either disregards the viewer or sees the viewer as 
“inherently flawed” and in need of the artist to “lift the veil”(ibid., pp. 87–88). 
His position in this debate around ethics is that the political potential of socially-
engaged artworks (or the aesthetics) lies in a dialogical process that occurs 
between the artist, and non-artist participants from the community in which the 
work is based. He pulls his understanding of the dialogical from Russian literary 
theorist Mikhail Bakhtin, who stated that an artwork could be understood as a 
conversation in which different meanings and interpretations converge (Kester, 
2004, p. 10). Based on this, Kester suggests that social practices require a new 
understanding of art that is not focused on the individual’s immediate 
experience, but is focused on “art as a process – a locus of discursive exchange 
and negotiation” that takes place over a period of time (ibid., p. 12).  
 
Principally, Kester is concerned not with the object itself, but rather the 
relationships that art can catalyse (2004, p. 90). Many of the works that Kester 
describes can be confused with social or political activism (ibid., p. 11), and are 
often aligned with an ameliorative understanding of working with communities, 
much like social workers assisting groups of people in need (1995, p. 6). A 
current example would be Tania Bruguera’s Immigrant Movement International 
(IMI)56 (2010-ongoing), a long-term Arte Utíl (useful art) project-cum-socio-
political movement that explores contemporary immigration issues. The work 
has launched immigration awareness campaigns, developed a manifesto, 
supported arts and craft classes, along with citizenship classes and English as a 
second language workshops. In many respects, the work can be seen as provided 
services that are not unlike legal aid organisations or community centres. 
Although it brings into critique immigration issues and the marginalisation of 
immigrants, IMI can be seen as supporting a particular understanding of 
immigration as opposed to creating a context in which participants and viewers 
explore their own relationship to the subject. Going back to Bishop, she states, “If 
ethical criteria have become the norm for judging this art, then we also need to 
question what ethics are being advocated” (2012, p. 23). Chantal Mouffe’s 
discussion of agonism and the political offers valuable insight on the relationship 
between ethics and social transformation: 
 

The ‘political’ refers to this dimension of antagonism which can take many forms and can 
emerge in diverse social relations. It is a dimension that can never be eradicated. 
‘Politics’, on the other hand, refers to the ensemble of practices, discourses and 
institutions that seeks to establish a certain order and to organize human coexistence in 
conditions which are always potentially conflicting, since they are affected by the 
dimension of ‘the political’ (2013, pp. 2–3). 

 
Mouffe makes an important distinction between ‘politics’ and the ‘political’. In 
applying this definition to artworks, those that operate under ‘politics’ can be 
understood as supporting, and reinscribing a specific a priori agenda. This is what 
concerns some of the earlier critiques lodged at participatory initiatives, in 
particular instrumentalisation, whereby the works are appropriated to 

																																																								
56 Bruguera, T. (2011) Immigrant Movement International. Available at: http://immigrant-movement.us/ 
(Accessed 22 September 2017). 
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implement a worldview. However, works that ascribe to the ‘political’ support 
dissensus, which Mouffe deems integral to true democracy, as discussed earlier. 
This suggests that the works support an investigation, an unearthing, an airing of 
multiple viewpoints and perspectives, as opposed to championing a unique 
vantage point. When we apply this differentiation between ‘politics’ and 
‘political’ to the Kester/Bishop debate, we gain a clearer understanding of the 
question of ethics. Despite engaging audiences outside of the art context, most of 
the works that Kester declares as examples of successful socially-engaged works 
have ethical considerations that tend toward a particular leftist politics. I suggest 
that IMI falls into this category, and argue that if we are to use Mouffe’s 
understanding of politics, these works promote a particular viewpoint, and 
therefore do not support dissensus. However, in the case of Bishop, despite 
arguing that the aesthetic is inherently political, the works she describes 
generally have an audience limited to the monolithic artworld and fail to 
represent the scope and complexity of the social (Charnley, 2011, p. 41).  
 
While both Bishop and Kester problematise ethics and the role of the artist, these 
binary approaches are limiting and centre on issues of audiencing vs. 
participation, perpetuating top-down, theoretical stances that suggest clear 
distinctions between artist and participant. Although I agree with Kester’s 
suggestion of a dialogical process that supports shared authorship with 
participants, I uphold Bishop’s contention that the work not be evaluated in 
terms of ethics. That is not to say, however, that the work remains entirely 
autonomous, or that it be evaluated only in aesthetic terms. From my experience 
as a practitioner, these distinctions are not clear-cut, as the roles and positions of 
both the artist and participant are fluid, and at certain points in the work, each 
one can be framed as collaborator, participant, facilitator, etc.  
 
The Bishop-Kester debate raises several pertinent questions for me. How might a 
more nuanced understanding of the complex relationship between artist and 
participant be created? How might participants be reframed as citizens within a 
participatory art context? How might participatory art be understood as a 
catalyst in a wider context, rather than as a discrete event? This is where a return 
to Lind’s (2007) definition of participation as the creation of a context in which 
another can impact is a useful starting point to begin reframing the debate, and is 
of relevance to how this research begins to make connections between citizenship 
and participation. Also thinking back to Carpentier’s (2012) definition of 
participation as power, Lind’s description shares this understanding that 
participation goes beyond merely interacting or engaging, but requires the ability 
to make changes. In terms of authorship, from Lind’s description we can infer 
that the artist serves as initiator, but since the process is open participants have 
the opportunity to assert their agency, ostensibly becoming co-authors of the 
work. Key to this research, Lind speaks to participation’s objective of creating a 
context for action to take place. This offers an alternative perspective to the ethics 
debate set forth by Bishop and Kester. While Kester and Bishop suggest that art 
either should or should not make change, respectively, I draw upon Lind and 
Carpentier to suggest that, instead, participatory art be understood as 
establishing a context for the potential for change. To explore this from another 
angle, I will introduce Scandinavian Participatory Design (PD) in the sections 
below. 
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PARTICIPATORY DESIGN – BLURRING THE LINES & CO-CREATION 
 
Bishop referred in Artificial Hells to the need to bring in theories and terminology 
borrowed from other disciplines in order to discuss participatory art practices, 
specifically from political philosophy, performance studies, cultural policy and 
architecture (2012, p. 7). Following on from this, I suggest that PD brings added 
value to the participatory art discourse for three primary reasons. Firstly, both 
PD and participatory art are concerned with co-creation processes (Holt, 2015) 
and a fundamental issue shared between participatory art and PD practices is the 
question of who is “drawn into participation” (Pollock and Sharp, 2012). While 
the use of the term ‘stakeholder’ is a common, if not problematic, one in design 
that has links to organisational contexts and assumes preformed subjects with 
pre-identified stakes (Binder et al., 2015, p. 161), what is applicable to this 
research is the inference of one having a vested interest in the issue at hand. I 
suggest that by eliding participant from art discourse with stakeholder from 
design discourse creates a space in which individuals might critically interrogate 
their relationships to issues of concern, including wicked problems. Secondly, the 
Scandinavian tradition of PD, which this research aligns itself with, is socio-
politically motivated and focuses on making links between democracy and 
citizenship. Thirdly, PD challenges the distinction between designer and 
participant, while recognising the complex and fluid roles designers play in 
organising and facilitating PD works. This provides a useful contrast to the 
Bishop-Kester debate that is of relevance to the works in this thesis. 
 
Participatory design emerged in Scandinavia in the 1970s when co-creation was 
adopted as a means to involve workers in negotiating the changes and challenges 
associated with implementing new technology systems in 
workplaces (Greenbaum and Kyng, 1991; Schuler and Namioka, 1993; 
Björgvinsson, Ehn and Hillgren, 2012). This was an attempt to democratise the 
workplace by including those who would be working with the technology in the 
design and decision-making processes. In doing so, designers gained a better 
understanding of how the technology would be used by its end-users, and 
potential pitfalls and design flaws might be avoided. The PD process responded 
to the socio-economic issue of automation replacing workforces, and created 
agonistic spaces for discussion and negotiation between workers and 
management (Binder et al., 2015, p. 155). Importantly, workers were represented 
as active participants with agency, as opposed to victims of technological 
development (ibid.). Notable PD designers and researchers 
Björgvinsson, Ehn and Hillgren point to two values that guided early PD that 
remain key to the process: first, the value of democracy in the design process, and 
second, the value of participants’ tacit knowledge to the design process (2012, p. 
103). These intrinsic values have led to a PD trajectory that supports and 
encourages the blurring of functions performed by designer and participant. It 
should be noted that in the case of this research, the blurring of functions extends 
to the roles of the artists collaborating on The 404th Wall and DIYwania. While I 
was the ‘lead artist’ in both works, each of the collaborating artists brought their 
own expertise and strengths to shape the direction of the work. As the lead artist, 
I established a frame for the works, but the invited artists actively pushed against 
it and took the works in new directions. This way of working is in line with the 
emergence of Co-Design, where “the roles get mixed up,” and the participant is 
seen as “expert of his/her experience” (Sanders and Stappers, 2008, p. 12), 
collaborating with the designer in a mutually informative process. Sanders and 
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Stappers refer to this as a move from a “designing of” products to “designing 
for” needs, emotions, and sustainability, etc. (ibid., p.  11).  
 
PD’s blurring of roles, therefore, provides a different vantage point to the 
understanding of the power dynamics between artist and participant and 
authorship within participatory artworks put forth by the Bishop-Kester debate. 
Although PD is ultimately focused on the co-creation of something, versus the 
openness of participatory art processes, its intentional support and considered 
understanding of the interplays between designer and participant offer 
productive ways to consider the complexities of participatory practice, and how 
participants’ agency might be fostered. 
 
INCIDENTAL PERSON, OPEN BRIEF AND CONTEXT 
 
While PD offers a new lens for the designer-participant relationship, I suggest 
revisiting the Artist Placement Group’s (APG) models of the ‘Incidental Person’ 
and ‘Open Brief,’ as a way of reframing the role of the artist as conceptualised 
within the Bishop-Kester debate. In addition, APG’s motto of ‘the context is half 
the work’ refers to the importance of thinking about works as situated. I argue 
that this is a critical component to how participation might be understood in 
terms of citizenship. 
 
Artists Barbara Steveni and John Latham formed the Artist Placement Group 
(APG) in Britain in 196657. According to Steveni, she came up with the idea for 
APG in 1965 after collecting debris outside the Slough Trading Estate for Fluxus 
artists Robert Filliou and Daniel Spoerri. “She realised that it might be more 
socially useful for artists to work inside these factories rather than to use the 
materials abandoned outside them” (Bishop, 2012, p. 164). APG can be 
understood as part of a wider post-studio tradition that emerged in the late 1960s 
when artists such as Robert Rauschenberg and John Cage brought audiences into 
the work by engaging the site where the work was situated (ibid., p. 166), and the 
Situationist International’s “constructed situations” that were aimed at activating 
passive spectators into becoming the “radical subject [that] demands to construct 
the situations in which it lived” (Plant, 1992, p. 39). However, as opposed to 
Rauschenberg and Cage’s attempts to bring audiences into the work, APG 
brought the artist into the social context (Bishop, 2012, p. 166).  
 
From her insight about the relative position of the artist to industry and the 
motto of ‘the context is half the work,’ Steveni and Latham established APG as a 
sort of broker, facilitating placements in which artists would create work within, 
and in response to, various organisations. Artists were placed as residents within 
private and public institutions, including the Hille Furniture Company, British 
Steel Corporation, British Rail, and the Department of Health, to name a few. The 
organisation gained what APG called an ‘Incidental Person’ – an outsider who 
would offer a creative take on the organisation and its components from the shop 
floor to the boardroom. The main characteristic of the ‘Incidental Person’ is that 
s/he is not employed by the organisation, and therefore can act independently. 
As an ‘Incidental Person’, the assigned artist would undertake an ‘Open Brief’ to 
explore the context of the organisation – it’s location, and the socio-material 

																																																								
57 APG operated from 1966 until 1989 when the group changed its name to O+I (Organisation + 
Imagination) (Bishop, 2012, p. 164).  
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assemblages that comprised it. The ‘Open Brief’ meant that rather than being 
commissioned to produce a predefined object or performance, the artist was 
instead invited to observe, interact and respond to the entirety of the 
organisation, including, most importantly, its social context. The placements 
were based on the premise that an artist could contribute to society not simply by 
making art objects, but through a dialogical process (Bishop 2012: 164). In this 
way, the meaning of the work was constructed through the interaction between 
the artist, the participants and the organisation with all of its visible and 
underlying modes of operation. 
 
In contrast to APG, the other significant social art movement of the time was the 
Community Arts Movement (CAM), a trend of community-focused projects 
headed by a variety of artists and groups across the UK working with non-artist 
community groups. Although both initiatives had in common the material and 
context of ‘people and time’ (Steveni as quoted in Bishop, 2012, p. 177), and both 
present a complex understanding of authorship (ibid., p. 165), their fundamental 
ideologies about art’s relationship to the social differed quite dramatically. APG 
was interested in intervening within the thinking and operations of corporations 
and government organisations, whereas CAM’s primary interest was to impact 
the community using grassroots, participatory practice to empower the everyday 
person and opposing the hegemony (ibid., p. 177). In the context of CAM, the 
artist often served as a facilitator of social action. An example of a CAM project is 
the Docklands Community Poster Project (1981-1991) headed up by artists Lorraine 
Leeson and Peter Dunn in East London58. In response to the proposed 
redevelopment project of the East London docks, Leeson and Dunn collaborated 
with other artists and residents of East London to create a series of large-scale 
posters that simultaneously documented the docks before the ensuing changes, 
and campaigned against the redevelopment by private investors. 
 
While at first glance my research could be seen as more akin to the lineage of the 
Community Arts Movement due to the fact that the works have primarily taken 
place in community rather than institutional settings, and the research’s interest 
in engaging individuals with issues of concern, I align my practice with APG. 
Rather than seeking to empower individuals in opposition to the hegemony 
through an activist approach that promotes a particular politics, as was CAM’s 
impetus, my practice aims to engage participants in critically investigating socio-
material assemblages in order to discover where hegemony is created and 
reproduced (see Mouffe, 2012). It does this by creating platforms for participants 
to discover their own potential to respond. However, what I see as the most 
important element of APG’s placements to this research is the positioning of the 
artist as an ‘Incidental Person’ and the ‘Open Brief’. ‘Incidental Person’ speaks to 
agency, and suggests that the artist occupies multiple roles, ranging from 
independent observer, to facilitator, researcher and collaborator, while occupying 
every layer of the host institution. In doing so, s/he takes a systemic, holistic 
view of the organisation, bringing attention to its socio-material assemblages. 
Working towards an ‘Open Brief’ supports the artist in responding to the given 
context through an open process, and thereby subverting instrumentalisation; a 
fear raised by Bishop. Instead, artists are free to respond in whatever ways they 
feel are suited. This may or may not take the form of a traditional art medium. 

																																																								
58 cSPACE (2017), Docklands Community Poster Project. Available at: 
http://cspace.org.uk/archive/docklands-community-poster-project/ (Accessed 19 November 2017). 
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APG artist Ian Breakwell’s residency in the Department for Health and Social 
Security culminated in a co-written report suggesting managerial reform in the 
daily operations of the Broadmoor hospital for mentally-ill patients.59 This 
research builds on this precedence, and takes the idea of the ‘Open Brief’ one step 
further to look towards the potential of creating an ongoing process of 
experimentation without a necessary outcome, which will be discussed in the 
methodology chapter. 
 
JOSEPH BEUYS – SOCIAL SCULPTURE  
 
As APG’s practice suggests new ways of thinking about the roles for the artist 
within participatory works, Joseph Beuys’s ‘social sculpture’ offers a different 
way of conceptualising the participant. Often heralded as the precursor for 
contemporary social art practices (Bishop, 2012; Gyorody, 2014), ‘social sculpture’ 
merges art and life, and art and the political with the motto that “everyone is an 
artist.” Beuys called for erweiterte Kunstbegriff (expanded notion of art), and an 
expanded understanding of art’s role in society (Gyorody, 2014, p. 121). Social 
sculpture suggests that art is where social transformation starts (Biddle, 2014, p. 
31) by creating platforms supporting public participation, communication and 
collaboration (ibid., p. 28). In his 1974 statement “I Am Searching for Field 
Character”, Beuys called for this expanded understanding of art to “build A 
SOCIAL ORGANISM AS A WORK OF ART” (capitals in the original) (1992, p. 
903). He continued to say that: 
 

This most modern art discipline – Social Sculpture/Social Architecture – will only reach 
fruition when every living person becomes a creator, a sculptor, or architect of the social 
organism. Only then would the insistence on participation of the action art of FLUXUS 
and Happening be fulfilled; only then would democracy be fully realized. Only a 
conception of art revolutionized to this degree can turn into a politically productive force, 
coursing through each person, and shaping history” (ibid.) 

 
These provocations provide a useful backdrop for thinking about the relationship 
between art and politics, and the artist and participants. Like artists in the Fluxus 
movement and Allan Kaprow’s Happenings, Beuys was interested in the 
potential of a collaborative, interdisciplinary art practice. By opening the creative 
process to “every living person”, Beuys not only conveys a sense of widespread 
agency for people to apply creativity to transforming the social landscape, but he 
also implies the responsibility of every person to take action. I draw upon 
Bishop’s insights mentioned earlier that the turn to participation in art practice is 
often paralleled by moments of political and social unrest. Beuys’ work was 
evidently influenced by the post-war context in which it took place, however, his 
unique blend of art and politics provides a useful example for thinking about 
relationships between creativity and active citizenry that are applicable today. He 
implies that to be an active citizen is to be a creator, and vice versa, thereby 
bringing politics into the realm of art, and art into the realm of politics, Beuys 
collapses the perceived separations between different fields of activity (Gyorody, 
2014, p. 123). That is to say, Beuys opens issues to be approached aesthetically 
and politically. He went one step further to blur the distinction between art and 
politics by creating the Deutsche Studentenpartei [German Student Party] (DSP) 
political party in 1967 (ibid., p. 122), which would ultimately provide the basis 

																																																								
59 Sperlinger, M. (no date) Ian Breakwell . Available at: 
http://www.luxonline.org.uk/artists/ian_breakwell/essay(4).html (Accessed 14 January 2018). 
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for the Green Party that Beuys was part of creating a decade after (ibid., p. 123), 
running for public office three times, and forming an office for the Orgnanization 
for Direct Demoracy by Referendum (1972) at Documenta 5. He also blurred art and 
education in establishing the Free International University for Creativity and 
Interdisciplinary Research (FIU) (1973). In these cases, Beuys uses the forms of 
democracy and education as his artistic medium and subject matter in order to 
create spaces to interrogate them as systems of power. In many respects, Beuys’ 
organisations and FIU can be compared to Paulo Freire’s Pedagogy of the 
Oppressed (1968), which created an educational methodology for marginalised 
groups to recognise their oppression and take action to free themselves and their 
oppressors. By involving people in democratic and educational organisations, 
they are given the opportunity to explore their own relations to these systems.  
 
I would like to briefly return to Mouffe’s argument for the separation of politics 
and the political. I previously discussed how I see Tania Bruguera’s IMI as 
potentially closing off the possibility for dissensus by promoting a particular left-
wing view of immigration. Beuys’ works can undoubtedly be seen in the same 
way, prescribing a particular way of participating, and indeed a particular 
politics. However, I raise Beuys’ social sculpture because of its focus on the direct 
relationship he calls for between art and decision-making processes, and how 
this reframes participants as active citizens. When considered in parallel with 
APG’s ‘Incidental Person’ and ‘Open Brief,’ ‘social sculpture’ suggests a pathway 
to thinking about how to support the transition from participant to active citizen. 
While the ‘Incidental Person’ and ‘Open Brief’ support the artist’s agency to 
create critical contexts, ‘social sculpture’ recasts the participant as able, if not 
required, to take action and make change. However, as I mentioned, Beuys’ 
position on this is problematic due to his a priori politics. For this reason, an 
alternative approach to engaging participants as active citizens is needed. One 
such alternative approach involves a return to PD discourse, via a stop back at 
Public Engagement with Science (PES). 
 
ENTANGLEMENTS 
 
Sociologist Mike Michael contrasts the ways that publics are characterised within 
PES initiatives that seek to involve people in the social sciences with the ways the 
public engages with design objects. He suggests that PES initiatives and their 
associated mechanisms are aimed at “a doing of citizenliness”, clarifiying and 
debating issues, capturing people’s voices, and then channeling these voices 
upwards in order to include them in policy making (Michael, 2012, p. 541). 
Although he does caution that this ‘packaging’ might in fact be a 
misrepresentation of the public voice, PES tends to imply a diversity of 
perspectives in order to solve a given problem. However, when Michael 
compares PES to how design engages people, he suggests that: 
 

…the public seems to be composed of more or less fully rounded persons, more or less 
able to confront with cognitive and emotional maturity (for want of a better phrase) their 
novel—indeed, ‘‘idiotic’’—designerly artifacts. What is particularly interesting is that this 
‘‘maturity’’ is characterized by a capacity to entertain, deal with, and explore the 
confusion, ambiguity, blurriness of the issues associated with these objects. This is a tacit 
model of the public where its members suffer neither from intellectual deficit nor 
citizenly shortcomings—rather, it is a constituency whose role is not to be ‘‘citizenly’’ 
(whatever form that might take) within a context of policy making, but thoughtful within 
a context of complexity (ibid.). 
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Michael’s comparison raises two important points around ideas of participation 
and public. He links PES’s focus on problem-solving to ideas of “citizenliness”. 
PES involves identifying an issue, debating it, and then suggesting ways forward 
in the form of policy. Publics are developed through this process of engaging 
with the issue, as opposed to already existing. On the other hand, design assumes 
a pre-defined public that appears to have a preexisting understanding of how to 
engage with the design object. That is to say, they have already been familiarised 
with the language and symbols associated with design. The way that Michael 
describes expectations of design publics is comparable to how art publics are 
described. This is at the heart of critiques against Relational Aesthetics, and 
Kester’s argument that artists must be aware of their privilege. However, where 
Michael suggests creative disciplines such as art and design might contribute to 
issue-centred publics is in their approach to the issue itself. He speaks of the 
creative process of exploring socio-material assemblies and bringing together 
seemingly unrelated elements as a way to challenge the idea of problem-solving, 
and instead to ask the public to see the issue as amorphous (Michael, 2012, p. 
542). He borrows from Fraser (2009), characterising this as employing a practice 
of “inventive problem-making” (Michael, 2012, p. 542). Fraser takes a Deleuzian 
approach to inventive problem-making which seeks to extend rather than delimit 
a problem. She describes the intention of this, stating that, ”The (ethical) 
obligation here, in other words, is not to solve a problem, or to explain it away 
but rather to try to enable it to ‘speak’ or to pose it in terms that enable it to play 
itself out in productively creative ways” (2009, p. 78).  
 
While creative practice facilitates a process of deconstructing complex issues, 
Marres (2007), drawing on Barad (2007), reminds us of the importance and 
political implications of how issues are defined and framed, and the socio-
material ‘entanglements’ between subjects and objects. Many theorists have 
argued the importance of issue formation because it often determines who can be 
involved in political agenda setting (Schattschneider, 1960; Lukes, 1974; 
Baumgartner and Jones, 1993). This is critical as issues, as opposed to political 
parties, are increasingly seen as the link between people who share different 
political leanings, as well as between people who live across geographic 
distances (Bennett, 1998; Norris, 2002; Held, 2004). Rather than discussing how 
issues are ‘framed’, Marres proposes discussing how individuals are ‘entangled’ 
with issues from a Science and Technology Studies (STS) perspective. Marres 
draws upon Dewey’s assertion that people engage with an issue in as far as they 
see that they are implicated in it (Marres, 2007, p. 768). In this way, she argues the 
importance of the individual’s relationship to a given issue. Marres distinguishes 
entanglements from external frames in which frames are seen as “relatively 
stable entities – established ideas, values, symbols or institutional devices – that 
are relied upon to set limits for unstable things” (ibid., p. 774), and are applied 
externally (ibid.). As a result, Marres states that frames fail to take into account 
the role that public engagement with the issue plays in defining the issue (ibid.). 
Instead of frames, Marres proposes considering individuals’ “entanglements”, 
“Indeed, by approaching issues as particular entanglements of actors’ 
attachments, it becomes possible to credit these entanglements as sources and 
resources for enacting of public involvement in controversy” (ibid., 775). In other 
words, in order to fully understand an issue and the potential of the public’s 
involvement in it, we need to recognise both the framing of the given issue and 
people’s own entanglements. This has the potential to provide a more 
comprehensive picture of the issue, while also revealing avenues to engage 
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people politically, i.e. ways to reveal their implications.  
 
The shift to understanding entanglements resonates with Mouffe and 
Holdengräber’s assertion in their call for a radical democracy that, “what is 
needed is a new kind of articulation between the universal and the particular” 
(1989, p. 36). Mouffe and Holdengräber state that this requires a recognition that 
the individual subject is: 
 

a decentered, detotalized agent, a subject constructed at the point of intersection of a 
multiplicity of subject-positions between which there exists no a priori or necessary 
relation and whose articulation is the result of hegemonic practices. Consequently, no 
identity is ever definitively established, there always being a certain degree of openness 
and ambiguity in the way the different subject-positions are articulated. What emerges 
are entirely new perspectives for political action...(ibid., p. 35). 

 
An individual’s entanglements, therefore, must be seen as part of a socio-material 
assemblage that is not fixed, but rather constantly changing and evolving. What 
is needed, then, is an approach that provides a context in which changing 
entanglements can be explored and revealed.  
 
BECOMING THE RESPONSE-ABLE STAKEHOLDER 
 
It is for this reason that I call attention to designers and researchers Lindström 
and Ståhl’s (2016) proposal of the concept of “becoming response-able 
stakeholders” in which individuals become stakeholders of a given issue by 
discovering their own entanglements. Rather than working with pre-identified 
stakeholders, Lindström and Ståhl propose a design context that sees 
stakeholders as “continuously emerging,” fostering their ability to respond and 
see their agency in the issue (ibid., p. 41). They reference Donna Haraway’s 
notion of response-ability, which she defines as:  
 

Response-ability is not something you have toward some kind of demand made on you 
 by the world or by an ethical system or by a political commitment. Response-ability is not 
 something you respond to, as if it’s there already. Rather, it’s the cultivation of the 
 capacity of response in the context of living and dying in worlds for which one is for, 
 with others (2015, p. 257). 
 
Response-ability suggests an active process of discovery and wayfinding, and of 
not yet having the answers. It also speaks of identifying the socio-material 
assemblages in which one is involved. Lindström and Ståhl’s ideas are influenced 
by Marre’s account of entanglements, which suggests that we might realise our 
own entanglements through our everyday, material experiences (Lindström and 
Ståhl, 2016, p. 42). The focus on materiality relates to Ingold’s “thinking through 
making” (2013) in which the process of direct engagement and making leads to 
knowledge production. To illustrate this, they describe a research experiment in 
which they worked with a group of participants on a prototype for a plastic 
composter involving earthworms.  
 
We can think of the response-able stakeholder as part of the broader context of 
recent shifts in design from the user to entanglement. Kevin Slavin (2016) 
describes how previously, design focused on creating things for a particular user, 
with particular interests, needing particular interfaces. However, he discusses 
that what is occurring now is that designers are challenging this notion of an 
individual at the centre in favour of seeing all of us as participants in complex 
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systems. As he says in his article, “You’re not stuck in traffic, you are traffic” 
(2016). Slavin continues that in this new trend of participation, designers are 
focused on revealing as opposed to concealing friction. 
 
Examining a potential issue through the lens of personal, lived entanglements 
facilitates the public to reveal and deconstruct the political relevance of the issue, 
as opposed to understanding the issue via the external frames imposed on it. 
That is to say, facilitating opportunities for stakeholders to explore their 
individual relationships to a potential issue serves to reveal their political 
potential to share their voices, make transformations, and cultivate response-
ability. Additionally, bringing a potential issue to the personal level democratises 
the issue itself, challenging the notion that it is only the professional or expert 
that can solve it with a top-down approach. It should be noted, however, that 
Lindström and Ståhl are not proposing the process of becoming a response-able 
stakeholder as a form of problem-solving. Instead, they maintain that it is about 
“sensitizing oneself” to one’s agency and responsibility for the issue, which while 
it, “…can be engaging, it can also be messy, worrisome and a burden to carry and 
care for” (2016, p. 41). 
 
The concept of becoming the response-able stakeholder resonates with this 
research’s interest in facilitating a way of thinking about how participation and 
citizenship come together at the level of the individual. Its emphasis on 
‘becoming’ suggests a longer-term approach to individuals discovering their 
entanglements, and by extension, the need for frameworks and infrastructures to 
support this process. All three of the works in this research have taken an 
approach to participation that can be compared to establishing the context for the 
response-able stakeholder to emerge. By creating this context, the works support 
the potential for change to occur, without dictating the type of change, nor the 
need for change, and instead put these decisions in the hands of the participant.  
 
CONCLUSION 
 
There is an assumption within participatory art practice that there is a correlation 
between participation and citizenship. While this is true in some practices, it is 
certainly not the case in all participatory works. In taking a broader look at 
participation across the contexts and literatures of development, citizen science 
and design, this research recognises the complexity of the concepts of citizen and 
participant, while highlighting potential connections. Within contemporary art 
discourse, the primary debate on issues of participation, set forth by Bishop and 
Kester, centres on questions of ethics. While the importance of the debate is 
undeniable, I contend that it paints a limited picture of both the reality of and 
potentiality embedded within participatory practice. The argument pertains to 
the power dynamics between participants and the artist, and concerns over 
potential instrumentalisation, which is to say, to what end participation is 
employed.  
 
For my own position, the interrelation of participation and citizenship is of 
particular importance. In looking toward the concept of becoming the response-
able stakeholder, the works in this research create critical platforms where 
participants can explore and express their own agency through a process of 
discovery. In the case of The 404th Wall and DIYwania, this is framed as a literal 
and metaphorical process of discovery. The EDEs and the rest of the team voyage 
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into unknown spaces, and explore their own relationships to the new contexts, 
and their roles in shaping them. With BWK-BCN, the speculative proposition to 
create a new town provides a framework for participants to deconstruct 
relationships between various systems, and the impact of climate change on 
them. Consequently, as the town’s ‘planners’, the participants engage a similar 
process to participants of the other works whereby they begin to recognise their 
own implications in the issues presented. While the works can be agonistic, their 
focus is not just to create a space for differing ideas or opinions, but instead to 
create a space in which individuals can discover their own entanglements with a 
given issue through a playful, co-learning scenario. This process aims to facilitate 
the transformation from a participant, i.e. one who is taking part and has the 
potential to make an impact, to an active citizen, i.e. one who is expressing 
her/his agency. 
 
In the following chapter I will discuss the methodology of infrastructuring that I 
employed in this research as a means to link the ideological of active citizen and 
the response-able stakeholder with the pragmatic. 
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CHAPTER 5 - METHODOLOGY 
 
INTRODUCTION 
 
In order for the active citizen to express his her/his agency, the appropriate 
platforms and context need to be put in place. This chapter discusses the 
methodology for this research used to explore how these platforms and contexts 
for active citizenry might be created within participatory art practice. As opposed 
to starting the research by applying a particular methodology, the methodology, 
instead, naturally emerged in response to a line of questioning for how to best 
create these contexts. The process for developing the methodology began with 
the learnings and challenges faced during the Mellor Management in Pontypool 
work, as discussed in the introductory chapter, and my dissatisfaction after the 
initial phase of DIYwania in which I wanted a means of funneling the discussions 
the tent facilitated into a new outlet. One of the most successful aspects of Mellor 
Management in Pontypool was the iterative nature through which the work 
developed in a process of thinking-through-doing, and making ideas tangible in 
order to then trial them. As I will discuss below in the section on prototypes, my 
use of the term ‘iterative’ differs from general understandings of a refinement 
process of an object, and instead refers to the development of an infrastructure in 
which components can be reconfigured for ongoing revisioning, reframing, and 
re-solving of issues of concern. Using this approach in Pontypool, I was able to 
create opportunities for participants to share their tacit knowledge, which 
revealed a wealth of resources and ideas that were existent in the community and 
could be acted upon. As a result, I sought ways for this research to equally 
facilitate iterative making, while creating a space for participants to discover their 
own entanglements with issues of concern. 
 
Just as I turned to Scandinavian Participatory Design to broaden discussions of 
participation, I also looked towards it in my methodology. Its roots in the 
workplace reflect this tradition’s emphasis on social change as much as its 
emphasis on technological and organisational change (Gregory, 2003, p. 63). 
Social scientist Judith Gregory identifies three core elements of this PD trajectory 
are also in line with this research: a clear focus on democratisation, the 
recognition of values as embedded in design and its role in speculative futures, 
and its consideration of conflict – or friction – as valuable to the design process 
(ibid.). This research draws upon these elements in order to create a productive 
space for revealing and critiquing social imaginaries.  
 
In particular, this research employs the Scandinavian PD approach of 
infrastructuring as its methodology. Infrastructuring is a process that seeks to 
reveal embedded infrastructures, bringing them to the fore to be considered and 
challenged. It calls for a long-term and open-ended process that remains open to 
future users’ modifications. As such, there is an element of ‘potentiality’ at the 
core of infrastructuring that is critical to this research’s interest in developing 
platforms for engagement, and in challenging how the legacy, or durability, of 
participatory works is conceptualised.  
 
Following Sanders et al.’s (2010) framework for organising, this research makes a 
distinction between the methodology of infrastructuring that this research uses, 
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and the methods “strategically put together60” (ibid., p. 196) to support 
infrastructuring. In the following sections I discuss the development of 
infrastructuring in PD, and how I have subsequently brought it into 
participatory art discourse. After providing this context, I detail the methods I 
used towards this methodology, and their successes and limitations in facilitating 
platforms for engagement.  
 
INTRODUCTION TO INFRASTRUCTURING: ROOTS IN 
INFRASTRUCTURE 
 
FROM INFRASTRUCTURE TO INFRASTRUCTURING 
 
Infrastructure might conjure images of sewage pipes, broadband networks, and 
road systems. These are made of resources that can be reconfigured according to 
purpose. Therefore, in their discussion of infrastructure, Neumann and Star draw 
upon previous Science and Technology Studies (STS) research that speaks to the 
relational qualities of infrastructure, as opposed to focusing on its objecthood 
(Jewett and Kling, 1991; Star and Ruhleder, 1994, 1996). Star and Ruhleder 
emphasise this, stating that infrastructure is “fundamentally and always a 
relation, never a thing” (1994, p. 253), and propose several key characteristics to 
define it: embeddedness, transparency, reach or scope (spatial and temporal), 
learned as part of membership, links with conventions of practice, embodiment 
of standards, built on an installed base, and becomes visible upon breakdown 
(1996, p. 113). There is a strong correlation that I wish to highlight between these 
characteristics of infrastructure and how social imaginaries function. As 
previously established, social imaginaries, and their enaction through habitus, 
are relational. They are embedded, learned, and become evident when disrupted. 
Therefore, this research explores the potential of an “infrastructural inversion” 
(Bowker, 1994) in which “substrate becomes substance” (Star and Ruhleder, 1994, 
p. 253), and infrastructures are brought to the fore. In doing so, it explores how 
this might provide an effective way in which to interrogate and reimagine 
situated sustainability. 
 
One way in which infrastructure can be reimagined is to pose the question that 
Star and Ruhleder asked, “When is an infrastructure?” (1996, p. 112). The 
wordplay references Yrjö Engeström’s article “When Is a Tool?” (1990), that 
suggests tools only become tools when they are used in practice by someone for a 
particular activity. In regard to infrastructure, asking ‘when?’ foregrounds 
infrastructure as a dynamic socio-material assemblage whose meaning changes 
according to who is interacting with it, and in what context. Star and Bowker 
provide the example of how certain infrastructures labeled by able-bodied people 
as ‘wheelchair accessible’ might actually be experienced as barriers by those in 
wheelchairs (2002, p. 151). By drawing attention to how the meaning of 
infrastructure changes according to one’s perspective, Star and Bowker (ibid.) 
highlight the embedded politics within infrastructure that might only come into 
view when it fails. They argue that: 
 

 […]the most important thing is for the user of the infrastructure to first 
become aware of the social and political work that the infrastructure is 
doing and then seek ways to modify it (locally or globally) as need be. 

																																																								
60	Sanders et al define a method as “a combination of tools, toolkits, techniques and/or games that are 
strategically put together to address defined goals within the research plan” (2010, p. 196).	
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Infrastructures subtend complex ecologies: their design process should 
always be tentative, flexible and open  (ibid., p. 160). 

 
This statement points to infrastructures as pluralistic, innately political, and 
underlying complex issues. Star and Bowker suggest that the dynamic nature of 
infrastructures requires a long-term view of the design process, one that remains 
open to modification and responsive to changing contexts.  
 
Neumann and Star refer to the complexities and political nature of infrastructure 
in their seminal article “Making Infrastructure: The Dream of a Common 
Language” (1996), which describes their experience of co-developing the 
infrastructure of a large-scale digital library project by using PD methods. They 
focused on creating a relationship between the designers, social scientists and 
users of the digital library, and used iterative prototypes to respond to the given 
context (1996, p. 232). One of their findings was the inherent contradiction they 
faced of applying PD to infrastructure design, pointing out that “good working 
infrastructure is transparent to use, yet good participatory design makes the 
problematics of use visible” (ibid., p. 231). While notions and practices of PD 
were used to inform infrastructure development, Star and colleagues have been 
integral to adding an ‘infrastructuring’ perspective into PD approaches. 
 
The concept of infrastructuring has developed to refer to a design approach that 
highlights the political potential of an ongoing, open process and places 
stakeholders at the core. Karasti and Syrjänen (2004) coined the term in their 
article “Artful Infrastructuring” when they combined Star and colleagues’ 
discussions of information infrastructure in STS with Lucy Suchman’s concept of 
“artful integration” (2000) in which technology design is conceived as an 
ongoing, everyday activity bringing together different actors. Infrastructuring 
has since moved beyond an initial focus on technology and has been applied to 
various forms of PD that operate across radii of impact, ranging from 
explorations of the community and publics (Ehn, 2008; DiSalvo, Clement and 
Pipek, 2012; le Dantec and DiSalvo, 2013), to societal-scale systems (Clement et 
al., 2012). In addition, there is emerging research into the relationship between 
PD and the design of the “commons”, or what is described as shared resources or 
resource systems that “are vulnerable to social dilemmas” (Hess and Ostrom, 
2007). These include physical resources such as national parks and clean water, 
information, as well as the creative commons (Björgvinsson, 2014). Although a 
detailed investigation of the commons is outside the scope of this research, I 
mention it here because the growing discourse around the commons in PD raises 
important questions as to who and how the commons are governed, and how 
response-ability might be understood. It also presents the opportunity to 
investigate how infrastructuring might be applied at a larger spatial radius of 
impact; a subject that has received little consideration to-date in PD discourse 
(Karasti, 2014, p. 147). 
 
The increased use of infrastructuring across PD is in line with what Björgvinsson 
et al.(2012) describe as a transition from design “things” (objects) to design 
“Things” (socio-material assemblies). This shift acknowledges design Things as 
both existing within and helping to shape complex social contexts (ibid., p. 105) 
as opposed to being discrete objects, just as Star and colleagues described 
infrastructures. It simultaneously supports working with stakeholders to imagine 
and test design Things in their anticipated contexts before implementation, while 
taking a “design-after-design” (Redström, 2008) approach that leaves the design 
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and process open to future stakeholders to modify. In order to reflect the 
continuous design process that infrastructuring implies, Björgvinsson and 
colleagues (2012) advocate for the need to change how we speak about design 
works. In general, design is typically thought of in terms of projects with stages, 
specific briefs, identified timelines that require iterative stages and milestones, 
particular processes, particular stakeholders, and an end date at which 
implementation occurs (ibid., p. 104). Björgvinsson et al refer to this as a 
“projecting” perspective. The drawbacks of projecting are that it is inflexible, 
finite, and very often supports a linear, hierarchical approach (ibid.) that is 
contradictory to PD. It is for this reason that throughout this thesis I refer to the 
research as “works” as opposed to “projects”, since the aim is to explore a 
continuous process of co-creation and response. 
 
Infrastructuring in participatory art 
 
Despite the fact that infrastructuring has been used extensively within PD, there 
has been little discussion of its application in participatory art. Given PD and 
participatory art’s shared interest in co-creation, I was keen to explore how 
introducing infrastructuring as a methodology into participatory art might offer 
alternative considerations of legacy within participatory works, while at the same 
time producing a useful space for critically re-solving wicked problems. 
 
Over the following sections I will outline how I developed methods informed by 
PD to support this inquiry into infrastructuring within a participatory art 
practice. The methods include working sessions, prototypes, and toolkits, each 
designed to support the infrastructuring process in different ways, but each 
sharing the central elements of humour, play and fiction. Rather than using 
these methods to address specific matters of concern, as is common in PD 
practice, I have applied them to support the development of active citizenry. 
Each method creates an open-ended investigation that can be compared to 
Fraser’s discussions of “inventive problem-making” (2009). In doing this, 
participants engage in a process of discovery to find their own entanglements, to 
reveal alternative questions about this initial issue presented, and to connect 
situated knowledge across radii of impact. 
 
METHODS 
 
While I will detail the individual methods used in this research below, I first wish 
to discuss the elements that are common to all of the components of all three 
works. 
 
DESIGN 
 
Herb Simon (1969) proclaimed that design focuses on imagining the world as it 
could be, as opposed to describing how the world currently is. The methods used 
within this research borrow heavily from design in a trend blurring the 
boundaries between art and design that Alex Coles terms “designart” (2005, 2007, 
2012). Whereas design tends to focus on the material object within socio-material 
assemblages, this research uses the material in order to better understand the 
social. Bringing together elements from design with participatory art proved 
useful for exploring different ways of dealing with complex, wicked problems. 
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Malpass (2013) developed a taxonomy of design practices that provides a 
constructive way of thinking about how designers have applied design as a 
critical tool. The practices he describes sit in parallel to PD and other design 
practices that focus on co-creation (ibid., p. 335), and it is for this reason that the 
taxonomy proves useful for situating the methods developed in this research. 
Malpass identifies satire, rationality and narrative as core elements of critical 
design practices. From this he suggests three categories of critical design 
practices that employ these elements in different ways. Firstly, Malpass classifies 
associative design, which has a relationship with conceptual art practices (ibid., 
p. 336), and involves modifying or recontextualising familiar objects. Speculative 
design is often linked with science and technology where designers create 
speculative, future-focused narratives based on emerging science. Finally, 
Malpass describes the category specifically labelled ‘critical design’ as stemming 
from human-computer interaction studies and focuses on the social and current, 
everyday technologies and issues. It proposes scenarios that ask the viewer to 
question the ideologies that might support such a situation to exist. Related to 
critical and speculative design is design fiction. Highly linked to science fiction, 
design fiction describes a process of using prototypes and narrative to embed 
objects in potential futures; questioning what future we would like to see 
(Bleecker, 2009). The design fiction objects operate like probes and conversation 
starters to encourage participants to flesh out their own narratives, and the socio-
material assemblages that will be part of this future world.  
 
HUMOUR AND PARODY/PLAY 
 
This research shares with critical design practices the aim of engaging 
participants in imagining future scenarios and their socio-material assemblages 
through the use of prototypes and toolkits as prompts. It also employs humour 
and parody as a means to bring existing norms into question. Humour has been 
described as a “guerrilla tactic” (Teune, 2007), as “intimately related to conflict” 
(Hiller, 1983, p. 256), and therefore political. It has also been described as a 
coping mechanism (Nezlek and Derks, 2001) to deal with difficult situations. 
These characteristics of humour offer valuable ways to counter the complexity 
and difficulty of approaching wicked problems by creating entry points for 
participants, which is why it plays a central role in each of the works of this 
research.  
 
There is a long tradition of using humour, parody and play in fine art, 
particularly in reaction to political upheaval. Most notable in its bearing on this 
research is the use of humour and play within Dada and Fluxus. Both of these 
movements used games, absurdity and humour to address social and political 
strife (Pearce et al., 2007, p. 262). Yoko Ono’s White Chess Set (1966) springs to 
mind, which bears similarities to the interdimensional draughts game played as 
part of The 404th Wall. Reflective of Ono’s own anti-war stance, White Chess Set 
consists of an all-white board with all-white pieces. Players are tasked with 
remembering their pieces, which are ultimately indistinguishable from their 
opponents, or they can reinvent the rule set and work collaboratively versus 
against one another. Similarly, The New Games movement, formed in the early 
1970s in the US by Stewart Brand, founder of the Whole Earth Catalog, was created 
as a response to the Vietnam War (Pearce et al., 2007). It provided a variety of 
large-scale, public games intended as learning strategies in order to bring about 
social change. Specifically, though, the use of humour and play in this research is 
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perhaps most comparable to Fluxus whose use of game structures and open-
endedness have led it to be called “infinite play” (Smith, 2005, p. 128). Fluxus 
artists utlised play to bring together the everyday world with spaces to challenge 
the status quo. Smith describes this: 
 

What Fluxus picks up on from games is not just the immediacy of humor, but a more 
general importance of play as a kind of model for open-ended discourse that stresses 
relations rather than a linear production and communication of discrete pieces of 
information (ibid., p. 128). 

 
The notion of play as relational chimes with artist and game designer Mary 
Flanagan’s assertion that games function as an ordering logic that creates social 
relations (2009, p. 9), and because they work through rule sets, games are useful 
for subversion (ibid., p. 11). Flanagan (2010) discusses the use value of games in 
regard to complex issues in that they foster a sense of discovery for the player 
(participant), offering insights into new ways of seeing and thinking, and 
imagining new possibilities by challenging existing worldviews. She points to 
Csikszentmihalyi, who stated that, “what play shows over and over again is the 
possibility of changing goals and therefore restructuring reality” 
(Csikszentmihalyi, 1979, p. 17). 
 
Contemporary artists The Yes Men and Andrea Fraser have similarly adopted 
play and humour to challenge the status quo and suggest new realities. They 
have each applied what Carrie Lambert-Beatty (2009) terms “parafiction” to 
launch institutional critique. She uses as a prime example of parafiction The Yes 
Men’s work in which they famously posed as a representative of Dow Chemical 
in an interview on the BBC about the Bhopal chemical spill in India61. The line 
was so blurred between fact and fiction that they were able to secure an 
interview with a leading news organisation to publicly apologise for the 
corporation’s involvement in the environmental disaster. 
 
The 404th Wall, DIYwania and BWK-BCN each apply humour and elements 
associated with critical play and critical design practices. The 404th Wall and 
DIYwania use wordplay to introduce participants to the objectives of the works. 
The 404th Wall’s direct reference to Diderot’s notion of breaking the fourth wall in 
theatre and the 404 Internet error code provides the framework for the activities 
that take place as part of the work. DIYwania’s play on the Kuwaiti term dewania 
highlights the do-it-yourself ethos of creating a critical contact zone. Oversized 
pencils, lab coats, and other props all created a feeling of merging the real-and-
imagined. These frameworks immediately set the stage for participants to 
suspend disbelief, and create the “magic circle” by implying that humour and 
play are at the heart of the works. As a speculative work, BWK-BCN adopts 
parafiction, appropriating the aesthetics of easyJet airlines in order to reference 
the influence of budget holidays on experiences of place, and on climate change. 
It draws attention to the expectations we have of traveling abroad for our 
holidays and the consumption of place, as well as the socio-economic 
implications in tourist destinations such as Barcelona. All three of the works 
																																																								
61	Wells, M. and Ramesh, D. (2004) ‘BBC reputation hit by Bhopal interview hoax’, The Guardian, 4 
December, Available at: https://www.theguardian.com/media/2004/dec/04/india.broadcasting (Accessed 
30 March 2018). 
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make use of recontextualisation and apply absurdity in order to subvert 
everyday logic and suggest new cultural narratives. 
 
Having provided a contextual overview of the relationship to critical design 
practices, and the use of humour and play within each work, I will now outline 
the various methods used to investigate how infrastructuring might be applied 
within a participatory art context. 
 
WORKING SESSIONS, TOOLKIT AND KIT   
 
What is a working session? 
 
Working sessions are a central component to all three works that form this 
research. The sessions operate as contact spaces in which participants engage a 
process of inventive problem-making, as put forth by Fraser (2009). I use the term 
as opposed to ‘workshop’ in order to emphasise the ongoing nature of the work, 
and how the sessions are events within the overall work. Workshops are 
common in both participatory art and design practices, and often involve 
bringing people together to work collectively toward a shared objective. 
Workshops employed in design and research contexts tend to have specific 
questions, objectives, and have identified particular stakeholders. Working 
sessions, on the other hand, attempt to challenge this dynamic by remaining 
open to ongoing creative working, and open to anyone who wants to be 
involved. They can be understood as catalysts, with the intention that 
participants will continue some form of the activity beyond the session, whether 
that is formally or informally. That is to say that although a framework is applied 
to give structure, the working session is aimed at creating a space for 
participants to drive the investigation and lead it in any direction they wish, 
without the need to accomplish a particular objective within a particular 
timeframe. Although working sessions are individual events, they are not 
discrete. They are part of the ecosystem of the work, each component informing 
the other. It is also for this reason that I have resisted the term ‘workshop’, which 
generally has a fixed time associated with it.  
 
Working sessions in The 404th Wall and DIYwania 
 
The 404th Wall and DIYwania began my experimentation with an iterative process. 
I drew my inspiration for iterative working from design thinking principles, 
which have garnered much attention since Stanford University’s renowned 
design department the d.School, design consultancy IDEO, and Eric Ries’ book 
The Lean Startup (2011) made them popular. While design thinking has come 
under critique, particularly in its more recent application in organisational and 
management settings, for failing to consider the wider context in which it is being 
conducted and privileging designers as “key interpreters” of what users need 
and want (Kimbell, 2011), its application towards complex issues (Buchanan, 
1992), and its iterative approach are relevant to this research. Similar to 
Björgvinsson and colleagues’ call for a shift from design things to design Things, 
design thinking proposes design as a way of thinking (Brown, 2009) as opposed 
to focusing specifically on objects. Ideation is one of the core tenets of design 
thinking as a means of generating and testing ideas (Brown and Wyatt, 2010, p. 
33). Ries applies design thinking’s use of iteration to business models, suggesting 
that businesses rapidly iterate in order to gather as much learning and refining 
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within the making process as possible. However, despite its support of constant 
iteration design thinking has an ‘implementation’ stage in which a final product 
is the objective. This is where my use of iteration differs. As the motivation for 
this research was to apply infrastructuring to a participatory art context in order 
to see what learning might be gleaned from continuous making, the iteration is 
not aimed at a particular end goal, instead it is a process of continuous ‘feeding-
in’ and accretion. 
 
The iterative working sessions took various forms in The 404th Wall and 
DIYwania, yet, as suggested by the iterative approach, each session built upon 
previous ones. The sessions shared similar structures – a guiding question or 
provocation, and data gathered from DIYwania in Dubai. DIYwania obtained this 
data through interventions that also had a common format. The process of 
pitching the tent was made completely visible to the public, and participants 
were invited in to engage in dialogue and activities that were relevant to the 
particular site and context. During each session with the tent, refreshments were 
offered to participants in order to create a comfortable and welcoming 
environment. In the NewBridge Project Space, collaborating artist Dominic Smith 
and volunteers performed as hosts and facilitators for the participants. They 
opened the ‘magic circle’, introducing participants to the context of the works, 
their roles as Extra Dimensional Explorers (EDEs), and explaining how the 
working sessions would function. Smith ensured the technology was working, 
and coordinated between the invited artists, the EDEs, and Schrag and I in 
Dubai. Once this coordination had occurred, participants used the various 
components (the space, remnants from previous working sessions, the data 
provided from Dubai, the elements created by the participating artists, etc.) in 
order to create their responses, to create new questions, and to direct the work. It 
should be noted that at this point the term ‘participant’ took an expanded 
meaning, not only referring to the EDEs, but including Smith, Schrag, 
participating artists and myself. As discussed previously, artist roles and 
participant roles were fluid, and although we were the initiators of the work, we 
equally became co-learners as much as the EDEs and invited artists. 
Collaboratively, we all responded to the material in order to create something 
new that would subsequently be added to the work for the next working 
session, and for other components for the overall work.  
 
Working sessions in BWK-BCN 
 
BWK-BCN’s initial pilot working session (Ref. BWK.1) served as the starting 
point for the overall work. Like with the DIYwania and The 404th Wall working 
sessions, the BWK-BCN sessions emphasised dialogue and learning through 
doing, as opposed to the creation of a final product. As BWK-BCN is more 
longitudinal than The 404th Wall and DIYwania, I was able to space out the 
working sessions over a longer period of time. This enabled me to test out ideas 
in multiple formats and contexts, and led to the development of prototypes, 
which I will discuss in an upcoming section. The longitudinal aspect of the work 
also led to a refashioning of the work itself. As a result of several working 
sessions, I redirected the work from a focus on designing a climate-changing 
device (Ref. BWK.1-2), to imagining Berwick with Barcelona’s climate (Ref. 
BWK.3-7), and ultimately to designing a new town merging Berwick with 
Barcelona (Ref. BWK.8-20). The working sessions began to operate for me in a 
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similar way to an artist’s studio space. They created a space for idea generation, 
testing, questioning, binning, and starting over again. 
 
I frame the Citizen Science Beach Walk activity as another form of working 
session. Instead of a session held indoors and focused on a conceptual approach 
that relied on sketching, the beach walk involved participants moving through 
place in order to bring in new knowledge obtained through their interactions 
with the environment and the Marine Life Officer. The link between walking and 
knowledge production has been explored extensively62 and the activity of then 
identifying species and observing them through new categories of native and 
invasive speaks to Ingold’s concept of thinking through making. While the 
working sessions held at the Berwick Youth Project, the Probus Club and 
Historic Towns Forum involved a more speculative approach, the Citizen Science 
Beach Walk quite firmly situated the discussion of native vs. invasive species 
within the participants’ physical surroundings and drew on haptic knowledge. 
 
Kits 
 
Kits and toolkits have a significant history in design practices, and have a lineage 
within arts practice, again linking back to Dada, and most pertinent to this work, 
Fluxus. As a movement, Fluxus embraced a “do it yourself” approach (Friedman, 
2012, p. 373) that Fluxkits supported. The kits were made of a variety of low-cost, 
low-fi objects and instructions that were reasonably priced in order to allow for 
mass distribution, and not meant to be kept, but rather used, disposed or passed 
on (Smith, 2005, p. 125). The objects were gathered and compiled from a variety 
of different Fluxus artists, and participants were invited to play with them, 
making their own connections and meanings. Due to the almost inconsequential 
nature of the physical kits, they are best understood as facilitating a network 
between the objects, artists and participants (Rothman, 2015, p. 315). As Rothman 
states, “Fluxus seeks not to dismantle, but to assemble” (ibid., p. 310), and the 
kits functioned as a tool in order to highlight the relational.   
 
Drawing upon Fluxkits, DIYwania uses the format of a kit in order to support 
replicability and usability within diverse contexts. The kit provides a general 
framework that can be modified according to the particularities of where and 
when it is employed, and operates as a starting point for participants to create 
their own interventions. In addition to the art historical context of Fluxus, The 
DIYwania kit sits within the current trend of the DIY and maker movements 
which seek to democratise and politicise making practices. It contains the work’s 
flag, which has a modified IKEA instruction illustration as its emblem in order to 
playfully highlight ideas of DIY and ‘flat pack’ culture. It also contains the tent, 
which can be made from materials and in the form that are relevant to the 
participant’s context; refreshments for invited guests; and materials to instigate 
dialogue and play with other participants during an intervention. The kit is a 
catalyst to support individuals in active citizenry. 
 
While the DIYwania kit was developed in order to create the interventions, the 
BWK-BCN toolkit is the result of the iterative process of the working sessions. In 
their framework for organising PD practices, Sanders, Brandt and Binder define a 
																																																								
62	See De Certeau, M. (1988) The practice of everyday life. Berkeley: University of California Press; Ingold, T., 
and Vergunst, J. L. (eds.) (2008) Ways of Walking - Ethnography and Practice on Foot (Anthropological studies of 
creativity and perception). Hampshire: Ashgate Publishing.	
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toolkit as, “a collection of tools that are used in combination to serve a specific 
purpose (2010, p. 196). Toolkits often have the connotation of a set of tools or 
practices that are designed to be used across a variety of contexts, operating 
much like a set of instructions. However, the BWK-BCN toolkit is aimed more at 
facilitating the creation of a context as opposed to being aimed at a specific 
purpose. The distinction might be subtle, but it is important. While the toolkit 
does have standard elements (11 Objective cards, 11 Socio-Cultural Systems 
cards, 11 Infrastructure cards, and 11 Environmental Systems cards, along with a 
map and instructions), these operate as a framework for participants to modify, 
without the expectation of arriving at a particular outcome. Compared to the 
DIYwania toolkit, which was developed at the outset of the work, the BWK-BCN 
toolkit developed naturally from the learnings gained from previous working 
sessions. It is available for future participants to use, and can be borrowed from 
host institutions, some of which previously hosted working sessions (Newcastle 
University Institute for Social Renewal, Newcastle University Institute for 
Sustainability, Berwick-upon-Tweed Record Office, Longridge School), requested 
via the work’s website, or passed on from previous users. Participants are asked 
to contribute to the work by sharing the cards they selected, their location, and 
the outcome of their process. This information is then added to the work’s 
website (http://bwk-bcn.systems), which serves as an ongoing repository. In 
this way, the BWK-BCN toolkit, as well as the DIYwania kit, traverse boundaries. 
 
PROTOTYPES – PROVOKE AND RESPOND 
 
What is a Prototype? 
 
Prototypes are generally understood as initial versions of a final product. They 
are perhaps most associated with design and engineering practices where ‘beta’ 
versions of objects, services or technologies are created as a tool to make ideas 
tangible and to test them (Carleton and Cockayne, 2009), to facilitate 
collaboration and knowledge sharing (Schrage, 1993), and as supporting active 
citizenry by directly involving individuals in creating responses to issues of 
concern through a process of thinking by making (Kera, 2013; Seravalli, 2013). 
Prototypes have also been utilised in PD practices in order to elicit participant 
contributions (Bødker and Grønbæk, 1991). Within the plastic arts, prototyping 
has a tradition in the form of sketches, mock-ups and maquettes that assist the 
artist in visualising an object that will ultimately exist at a larger scale. Recent 
scholarship has also looked at the role of artistic prototypes in new media art 
practices where they are valued in and of themselves as an open entity, without 
the expectation of further developments (Arrigoni and Schofield, 2015; Arrigoni, 
2017). The link between prototypes and new media art makes sense given the 
latter’s use of technology, however, there has been very little attention paid to 
how prototyping might be applied to participatory art practices despite each 
one’s process-based focus.  
 
I argue that participatory art’s emphasis on process provides an ideal context in 
which to consider the potential of iterative, open prototyping in the development 
of responses to wicked problems. Lucy Suchman et al. (2002) speak about 
prototypes from the perspective of theorising information technology, but their 
reflections are equally useful to considering prototypes within participatory art. 
They argue that technologies develop within and from the socio-material 
contexts in which they are created, and that technology prototypes are 



CHAPTER 5 - METHODOLOGY 
	

 104 

“performative artefacts” that bring together the social and material (ibid., pp. 
176, 164). In this way, Suchman et al. shift the understanding of how technologies 
and technology prototypes emerge from a particular event to an ongoing socio-
material process (ibid., p. 163). The ongoing socio-material process of 
prototyping makes it a valuable tool for exploring infrastructuring. Although 
prototypes are typically created to support the development of a final product, in 
the case of this research the prototype exists as a snapshot of an ongoing process 
that is open to multiple possibilities.  
 
Prototyping and the Works 
 
My interest in a form of prototyping came about after my dissatisfaction with the 
DIYwania interventions in Dubai. Seeking to take the learnings from the 
dialogical sessions in the tent further, I looked at the possibility of developing 
objects that reflected this learning, but also could be utilised in additional 
interventions as a means of initiating conversations beyond the original work’s 
remit. However, I did not create these objects as part of DIYwania, instead I 
developed the idea within BWK-BCN. Though I was not interested in using the 
working sessions as material to make a final art object, I was interested in how I 
might develop ‘perpetually beta’63 objects that could be reinserted into the work. 
They are not independent of any other element of BWK-BCN, but instead 
represent part of the creative thinking-response process. The prototypes were 
taken out into public space to test the ideas and start new conversations, as well 
as used in the toolkit as examples of ways of thinking about the themes of 
recombining systems. In this way, the prototypes have a relationship with 
Cultural probes (Gaver et al. 1999; 2004), as they are designed to elicit responses 
from participant stakeholders, rather than functioning as a kind of maquette for a 
final product. Arguably, though, the BWK-BCN prototypes are better conceived 
as occupying a space somewhere in-between prototypes, Cultural probes and 
boundary objects, as they serve to investigate, to catalyse dialogue, and to 
translate experiences, but without needing a final version or product. This ‘in-
betweenness’ recalls the “and/or also” aspect of Thirdspace in which 
subjectivities emerge. 
 
In their discussion of artistic prototypes in new media practices, Arrigoni and 
Schofield (2015) developed a conceptual framework for understanding how 
artistic prototypes function that I feel is equally relevant to this research. In this 
framework they identified two key characteristics, “Openness” and 
“Fictionality” (ibid., pp. 31-32), which reflect artistic prototypes’ ability to assist 
both research and activist agendas through facilitating participation, generative 
processes, critique and testing (ibid., p. 32). Openness and fictionality are also 
core to the BWK-BCN prototypes. Openness subverts the linear model that 
accompanies traditional prototyping in which improvements and modifications 
are sequentially made in the process towards a final product. It promotes a 
deliberate incompleteness, and fallibility. Fictionality fosters an imaginative 
space for experimentation without the confines of reality. Combining openness 
and fictionality, the BWK-BCN prototypes function as tools for participants to 
critically and playfully explore their entanglements with the multiple issues 
associated with redesigning a town as an adaptation to climate change. 
																																																								
63	This	notion	of	‘perpetually	beta’	is	informed	by	Alberto	Corsín	Jiménez’s	suggestion	that	the	key	characteristic	
of	the	prototype	is	its	“permanent	‘beta’	condition”	(2014,	p.	343).	I	use	perpetually	vs.	permanent	to	emphasise	
the	ongoing,	non-linear	motion	and	interplay	of	the	prototypes.		
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Chindogu –Art of the Unuseless  
 
The BWK-BCN prototypes can be compared to the Japanese art of chindogu, or 
“weird tool”64. Chindogu was developed in the 1980s by Kenji Kawakeni and 
describes a practice of creating tools and gadgets that are termed “unuseless,” 
occupying a space somewhere in-between ‘useful’ and ‘useless’ (Rosenbak, 2014). 
Examples include miniature umbrellas attached to the front of shoes, or a “Hay 
Fever Hat” that involves attaching a roll of toilet paper to a hat that is then worn 
by allergy sufferers so that they always have tissue available. The concept of 
unuseless is intriguing, as it challenges us to think about how we define use-
value, and according to whose guidelines. While chindogu and the related 
Catalogue d’objets introuvables (Catalogue of unfindable objects) developed by 
Jacques Carelman (1984) can be said to playfully critique consumer culture’s 
focus on ever-more convenient solutions to problems (Rosenbak, 2014, p. 5.11), 
they also provide an opportunity to uncover the elements of the socio-material 
assemblage in which the object is embedded and reassess the values it reflects. 
 
Chindogu has a set of tenets that state that the object must solve one problem 
while creating other issues (Blythe et al., 2016, p. 4971) As a result, chindogu can 
be seen as a playful, useful means of beginning to approach wicked problems, 
which as I have established, defy solution because of the fact that any attempt to 
tackle one aspect of the problem inevitably triggers other problems. It could be 
argued that chindogu practices reflect Edward de Bono’s (1967) concept of lateral 
thinking that looks at using not immediately obvious logic in order to solve 
problems obliquely. It is from this position that I developed the BWK-BCN 
prototypes. 
 
The Seed Suit (Ref. BWK.10), Seed Cycle (Ref. BWK.11) and Windowsill Ocean 
Deacidifier (Ref. BWK.12) prototypes demonstrate the ‘unuselessness’ of the 
chindogu practice. Through their absurdity and playfulness, the prototypes 
facilitate opportunities to question how we might rethink potential connections 
between seemingly disparate systems, and what roles the individual might play 
in change-making. The BWK-BCN prototypes position everyone as a potential 
farmer, and suggest that agricultural processes might take place throughout a 
town or city, as opposed to in designated areas. They also suggest that 
transportation is an integral part to the agricultural process, not simply to 
distribute food once it has been grown. By repurposing invasive plant species, 
the Seed Suit proposes new roles for and relationships with the plants in the 
ecosystem, while Windowsill Ocean Deacidifier (fig. 80) looks at alternative kitchen 
windowsill herbs that are linked to drainage systems as a means to deacidify the 
ocean. 
 
The prototypes might be compared to diegetic prototypes. Developed by David 
A. Kirby (2010), diegetic prototypes describe the process of testing out 
speculative technologies in science fiction films. Embedding the prototype 
within the narrative of the film allows it to be ‘tested out’, and to explore 
potential uses and contexts for the prototype (Bleecker, 2009, p. 39). In many 
respects, the BWK-BCN prototypes operate in a similar manner, making visible 
the interconnections of systems and issues presented by wicked problems, with 
the aim of experimenting with possible responses. Their ‘unuselessness’ supports 

																																																								
64	Chindogu Available at: https://www.chindogu.com (Accessed 23 October 2017).	
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the openness and fictionality that Arrigoni and Schofield describe in their 
framework. The prototypes exist within the fictional narrative of BWK-BCN, 
which allows participants to suspend disbelief, and their openness to 
modification invites participants to push the narratives and create their own. 
This process helps participants to see and revision their entanglements to the 
issues presented by the prototypes. 
 
In terms of creating responses to issues, Seed Suit and Seed Cycle can be compared 
to Dunne and Raby’s Foragers (2009)65, a critical design work commissioned by 
Design Indaba as part of Protofarm 2050 to look at bottom-up approaches to food 
shortages in an era of overpopulation. Foragers takes a much more futuristic and 
speculative approach, presenting fictional devices that draw upon synthetic 
biology technologies to extract nutrients from non-human food sources in the 
urban environment by mimicking the digestive systems of different organisms. 
Common with much Critical Design, Foragers has a degree of disconnection or 
distance, taking as a point of departure the critique of design’s affiliation with 
capitalism, and instead wanting to cultivate a “critical sensibility” of the 
everyday experience (Dunne, 2005). Although it presents everyday responses to 
issues of overpopulation and food insecurity, the work is located in an 
indeterminate future. BWK-BCN, on the other hand, is very much situated within 
the particular context and issues of the BWK-BCN new town, and informed by 
the specific contexts of Berwick-upon-Tweed and Barcelona. The prototypes 
reflect the DIY aesthetic and repurposing process that is akin to the process taken 
by geographer, Max Liboiron, who created a citizen science tool using baby’s 
stockings and a water bottle as an inexpensive tool to collect samples of plastics 
in water.66 Rather than having a complete and polished look, the construction 
process is made transparent in the works. They become a form of ‘tinkering,’ or 
an informal, open-ended way of experimenting that is in line with the 
deconstruction of expert and non-expert. Specifically, this was done to support 
the concept of ‘perpetually beta’, and to engage participants in thinking about 
how we might reconfigure or recombine materials and systems in the present. It 
is in this way that the prototypes are more akin to Wilde and Andersen’s OWL 
Project (2009; 2010). In the OWL Project, designers Wilde and Andersen work with 
participants to create devices that attach to the participant’s body, modifying or 
augmenting how the body moves or operates. Wilde and Andersen suggest the 
devices are rooted in Cultural probes (Gaver, Dunne and Pacenti, 1999), asking 
the participant to develop their own, perhaps absurd, narrative that explains the 
device and how they relate to it (Wilde and Andersen, 2009, p. 357). They refer to 
this focus on the narrative and the body, as opposed to a technology, as 
“designing backwards” (ibid.). The devices allow participants to engage in 
different forms of questioning, using other forms of knowledge, such as that 
gathered through haptic experience. 
 
The BWK-BCN prototypes sit within anti-solutionist approaches as discussed by 
Blythe et al (2016) in which designers are encouraged to undertake design 
processes that resist the need to find a solution to a given issue. Anti-solutionism 
																																																								
65	Dunne, A. and Raby, F. (2009) Designs for an overpopulated planet: Foragers Available at: 
http://www.dunneandraby.co.uk/content/projects/510/0 (Accessed 23 October 2017).	
66	Anonymous (2017) ‘Punk science: Do-it-yourself science is taking off’, The Economist, 19 December, 
Available at: https://www.economist.com/news/christmas-specials/21732703-growing-movement-seeks-
make-tools-science-available-everyone-including (Accessed 15 January 2018).	
	



CHAPTER 5 - METHODOLOGY 
	

 107 

references Michael Dobbins’ (2009) use of the term ‘solutionism’ to describe the 
tendency in urban planning to assume particular answers, and modify the 
questions being asked in order to the reach the predetermined conclusions 
(Blythe et al., 2016, p. 4968). Instead, anti-solutionism deliberately invokes play 
and absurdity in order to create a space for other ways of understanding 
complex issues to emerge. Seen in conjunction with Fraser’s discussion of 
“inventive problem-making” (Michael, 2012, p. 542) that I raised in the chapter 
on participation, anti-solutionist prototypes assist in discovering new 
perspectives through which to view an issue, perhaps creating new 
complications as opposed to trying to solve it. 
 
LAB 
 
The growing trend of artists appropriating the aesthetics and vocabulary of 
“labs”67 sits in parallel with the proliferation of digital making spaces such as 
fablabs, media art facilities such as Medialab-Prado in Madrid, and the artist 
residency programme at the large hadron collider at CERN in Switzerland. It also 
includes artists and artist collectives labeling themselves as labs or institutions. 
Critic Alex Coles, who coined the term “designart”, suggests that art practice has 
passed into a “post-post-studio age”, in which the term “transdisciplinary” might 
better explain how artists move in and across disciplinary boundaries (Coles, 
2012).  I argue that one way in which artists are exploring transdisciplinarity is 
through the metaphor of the laboratory. Laboratories are defined as “a room or 
building equipped for scientific experiments, research, or teaching, or for the 
manufacture of drugs or chemicals”.68 While labs have been given significant 
attention in the social sciences (Latour and Woolgar, 1979; Knorr Cetina, 1981; 
Shapin and Schaffer, 1985), considering the use of the lab in art contexts might 
begin to provide a better, and much needed, understanding of how it functions 
as a social institution (Kohler, 2008). 
 
Artists orientating their practices towards labs are usually interested in shifting 
focus to their processes as ongoing experiments into a subject matter with a 
variety of outputs. These labs are often seen as grassroots alternatives to 
institutional research, with a hands-on approach to innovation “becoming an 
active expression of citizenship” (Kera, 2001, p. 52). Contemporary examples 
include artists quite literally working at the intersection art and science, such as 
the collective C-Lab69, therefore their reference to the lab directly speaks to the 
subject matter and context of where much of the making of the work occurs. 
These practices demonstrate ‘open innovation’ (Chesbrough, 2003) by making 
transparent the politics of accessibility in scientific inquiry, and relocating where 
innovation takes place from the institutional lab into the everyday. Artist Natalie 
Jeremijenko’s appropriation of a medical clinic in her Environmental Health Clinic 
(2007-present) asks participants to link their physical and emotional health to 
their wider surroundings, and provides them with ‘prescriptions’ of actions to 
take in order to improve their local environment. Participants are empowered to 
become directly involved and make change. 

																																																								
67 For a more detailed account of laboratories within art and exhibition practices, see Arrigoni (2017). 
68 Oxford Dictionaries (2018), available at: https://en.oxforddictionaries.com/definition/laboratory 
(Accessed 8 December 2017). 
69 See the arts collective c-lab as an example, Boland, H. and Cinti, L. (2018) C-Lab, Available at: c-lab.co.uk 
(Accessed: 3 January 2018).  
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In other cases, however, the metaphor is applied to emphasise the research focus 
of the work and the work’s ability to engage with disciplines and contexts 
beyond art. This is certainly true of the Center for Genomic Gastronomy (CGG), 
who despite describing themselves as “an artist-led think tank” rather than a lab, 
are known for creating research-led works that are shown in art gallery settings 
as well as the World Health Organization in Geneva70. Again, turning to Fluxus 
is useful for considering this form of art laboratory. Fluxus has been described as 
“a ever shifting laboratory of ideas” (Smith, 2002, p. 3) because of its focus on 
infinite play across a variety of media, or an “attitude” of participation and 
collectivism (Smith, 2005, p. 122). The instructions for their scores and 
performances are reminiscent of instructions for conducting and replicating 
science experiments (Saper, 1998, p. 137) or “hypermedia” (Smith, 2005, p. 130) in 
which a variety of media are linked to instigate participation and multiple 
subjectivities. The instructions are not meant as a recipe in order to achieve a 
particular result, but instead generate a process of thinking, reflection and 
knowledge-making (ibid., p. 129). 
 
The 404th Wall resists the idea of an exhibition, instead it makes specific reference 
to the lab with the trappings of a lab space and lab costumes, while BWK-BCN 
operates more like the Fluxus laboratory, creating a network of open-ended 
experiments. Both works share characteristics of the Living Labs from the design 
context. Stemming from PD, Living Labs are learning and research spaces that 
involve participants in co-creating all stages of a design process, and 
implementing the prototypes within real life settings71. Placing the focus on the 
collective, as opposed to the individual, Living Labs operate as networks or 
ecosystems (Pallot et al., 2010, p. Section 1) to bring together community 
stakeholders, designers and other partners, including companies, organisations, 
and even other towns, in order to experiment with approaches to identified 
issues and share knowledge. These networks can exist across works and teams 
within the lab, or through links such as the European Network of Living Labs 
(Mulders and Stappers, 2009). The Lab plays the role of intermediary or 
facilitator, “match-making” (Björgvinsson, Ehn and Hillgren, 2010, p. 48) 
stakeholders and partners based on interest and needs. It creates a space for 
discovery, while allowing participants to decide how much of ‘the real world’ 
they want to let in to the experiment (Binder, 2007). This is of critical importance 
to The 404th Wall and BWK-BCN. Both works are able to push the experimental 
factor by creating physical and conceptual spaces that are real-and-imaginary. 
Participants have the choice of how and where they set boundaries.  
 
Key to the labs is a focus on “social” innovation, i.e. design Things, as opposed to 
“technological” innovation, i.e. design objects (Björgvinsson, Ehn and Hillgren, 
2010). Manzini’s definition of social innovation is useful for understanding how 
it is approached within this research. He describes it as: 
 

Social innovation is a process of change emerging from the creative re-combination of 
existing assets (from social capital to historical heritage, from traditional craftsmanship to 

																																																								
70 Kramer, C., Conley, E., Harp, G., Denfield, Z.(2017) Co-Climate, Available at:  
http://www.coclimate.com/work/projects/breathe/ (Accessed 19 November 2017). 
71 European Network of Living Labs (2017), Available at: http://www.openlivinglabs.eu/ (Accessed 19 
November 2017). 
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accessible advanced technology), the aim of which is to achieve socially recognized goals 
in a new way (2014, p. 57). 

 
The 404th Wall enacts this understanding of social innovation by inviting 
participants to draw upon their own knowledge and experiences in order to 
create ‘mash-ups’ with the data relayed from Dubai and the remnants of 
exercises by previous groups. In each session, participants used what was at 
hand in order to create something new. In doing so, they also created new rule 
sets to support the new contexts they were creating. This is particularly visible in 
the Interdimensional Draughts game activity (Ref. 404.B), and Gateway Dance 
Studio’s re-mapping of the space (Ref. 404.G). Similarly, BWK-BCN participants 
called upon local knowledge and experience to re-imagine Berwick with 
Barcelona’s climate, and subsequently used those imaginings to design aspects of 
BWK-BCN as a new town. They used the experimental setting that BWK-BCN 
provided to radically reconsider relationships between systems and the cultural 
shifts this would require. This was developed through the working sessions and 
prototypes, and continues with the toolkit. In each case, the use of the lab 
metaphor encouraged participants to take a risk, to embrace failure, and to focus 
on imagining “what could be,” as opposed to what is (Binder, 2007).(Bishop, 
2012, p. 6)  
 
DOCUMENTATION AND PAMPHLETS  
 
Claire Bishop discusses the issues surrounding the documentation of 
participatory art. She describes how in the attempt to highlight the process of 
these works, participatory artists struggle to create a defining image, and often 
require firsthand experience in order to fully understand the work (Bishop, 2012, 
p. 6). This is problematic, she states, pointing out that very few people are in the 
position to be able to take part in or witness all of the components of a long-term 
participatory work. This notion of witnessing or presence has similarly been 
discussed in regard to performance works. Feminist scholar Peggy Phelan 
famously said that: 
 

Performance’s only life is in the present. Performance cannot be saved, recorded, 
documented, or otherwise participate in the circulation of representations of 
representations: once it does so, it becomes something other than performance (1993, p. 
147). 
 

Performance art often sought to distance itself from the object-oriented view of 
art, and the commercialisation of the art market, however documentation meant 
that relics of a live event could become marketable (Umathum, 2009, pp. 197–
198). Artist Tino Sehgal refuses to document his work for these very reasons 
(ibid.). However, despite the negative sentiments, documentation has become an 
important part of performance art. Philip Auslander suggests two categories for 
performance documentation: the documentary, which records a live action, and 
the theatrical, which are actions staged specifically for the documentation (2006, 
p. 2). This distinction is an important one, as it raises questions as to what role 
the documentation serves, and who is its intended audience. For this research, 
this question is more pertinent than other discussions concerning issues of 
documentation as copies of an original (see (Benjamin, 1999), or Groys’ (2002) 
concern that rather than encountering artworks we are more and more 
encountering documentation of works. In asking what role documentation might 
serve in relation to infrastructuring, I looked to the possibility of creating a 
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component of the work that would simultaneously capture aspects of previous 
elements, while being an active component itself, allowing future participants to 
take part and contribute to an open-ended, networked work. I chose to explore 
this through the creation of printed pamphlets for all three works, accompanied 
by a digital version of the pamphlet for The 404th Wall and DIYwania (Ref. 404.I, 
404.J) and an evolving website for BWK-BCN (Ref. BWK.19). These components 
challenge the need for a “mediating object”(Bishop, 2012, p. 9) to communicate 
the work to a secondary audience, and instead enable future participants to 
contribute to the work in a way that is just as integral as earlier participants. 
 
Pamphlets 
  
As opposed to catalogues which are commonly used to document art exhibitions, 
the pamphlets in this research follow in the tradition of artists’ books, which 
again have a history dating back to Futurism, Dada, the Surrealists and Fluxus as 
a means of inexpensively and easily distributing works to a wide audience that 
extended beyond the art world. During the 1960s and 70s, creating these 
accessible written works subverted mainstream models of art exhibition, and 
democratised artmaking practices. The Moore College of Art’s gallery director, 
Diane Vanderlip, coined the term in the catalogue for the Artists Books exhibition 
(White, 2017, p. 99). Since then, the growth of the self-publishing movement, 
independent presses, digital publishing, artist zines, and artist booksellers such 
as Printed Matter, has led to a prominent position for the artist’s book in art 
production. Lucy Lippard’s definition of the artist’s book is quite helpful to 
explain how the pamphlets function: 
 

So – artists’ books are not books about art or on artists, but books as art. They can be all 
words, all images, or combinations thereof. At best they are a lively hybrid of exhibition, 
narrative, and object – cinematic potential existing with double-spread stasis (Lippard, 
1985, p. 49). 

 
The pamphlets are experimentations in merging a process-based, time-based 
practice with an object. However, they are by no means static. 
 
Notes from beyond The 404th Wall takes the form of a lost logbook of experiments in 
which a team of explorers documented their experience of ‘crossing the 404th 
wall’. Using this fictional scenario, the logbook introduces The 404th Wall and 
DIYwania to future participants, and asks them to build upon the experiments 
that took place at an earlier time. It is structured around each of the days of the 
events that took place at the NewBridge Project, identifying the provocation that 
had been given to the attendant EDEs, the activity that took place, and a 
reflection on the outcomes. It includes images from each of the days, sketches, 
and notes made during the explorations in Dubai. It is designed to provide 
enough of a framework to enter into, but it is open enough for participants to 
find their own subjectivities within it. In this way, participants do not have to 
have attended previous events in order to understand or contribute to the work, 
however, those participants who did take part earlier can have a new experience. 
Regarding distribution systems, the physical pamphlet was available at 
NewBridge Books, the bookshop for the NewBridge Project, and the digital 
version is available at: http://www.404th.com/notes-from-beyond-the-404th-wall/. 
Referencing the relational, “hypermedia” nature of Fluxus works, the digital 
version of Notes from beyond The 404th Wall contains embedded hyperlinks that 
extend the journey for the participant beyond the pamphlet itself.  
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The BWK-BCN pamphlet functions in a slightly different way. While it similarly 
compiles elements from previous working sessions and interactions with the 
prototypes, it also serves as a guide to support participants in using the toolkit. 
The pamphlet provides the background of how the BWK-BCN conurbation was 
developed, including the historical reference of the New Towns Act of 1946. In 
addition, it incorporates current and speculative approaches to the effects of 
climate change, including building materials made from biological resources, and 
sea kelp farming to reduce ocean acidity. These examples were gathered from 
various news reports, and include my own imaginings of potential ways to 
challenge and recombine systems. When using it alongside the toolkit, the 
pamphlet provides a starting point for participants to step out of their comfort 
zone and into the ‘magic circle’ needed to suspend disbelief and imagine what 
this new town might be like. Along with the toolkits, the pamphlets can be 
requested from me via the work’s website, borrowed from one of the host 
institutions, or obtained from a previous user of the toolkit.  
 
Website 
 
While the website for The 404th Wall functions more as a repository of the work’s 
components and hosts the pamphlet, the BWK-BCN site (http://bwk-bcn.systems) is 
a continuously evolving element of the work. Visitors to the site encounter a map 
of the fictional town, and are able to see what designs previous participants have 
created either in the working sessions, or by using the toolkit remotely. They are 
invited to select their own combination of cards from the toolkit as a catalyst to 
design their own elements of BWK-BCN, which they can send to me for addition 
to the website. The site explores a form of legacy, or durability, of the work. 
Ideas of durability might be more associated with art objects such as sculptures 
and paintings, in which there is an interest in ensuring the work’s ability to 
withstand the effects of time and wear. Beyond concerns for preservation or 
means of exhibition, an issue which has gained particular interest regarding new 
media works (Innocenti, 2012; Marchese and Shergill, 2012; Graham and Cook, 
2015), the BWK-BCN website is an attempt to challenge the perceived 
ephemerality of participatory works, while experimenting with potential ways of 
keeping the work open to various, ongoing forms of engagement and 
contribution. That is to say that an understanding of durability or legacy in the 
context of participatory art is adopted that supports the works as open and 
evolving, as opposed to static and complete. This fundamentally changes the 
ways that participants engage with the works, as well as the way we evaluate the 
works. In the case of durability being associated with preservation, participants 
generally have limited ability to impact or change works, as the concern is to 
keep them as close to the original format. However, in my use of the website for 
BWK-BCN, my aim is to support infrastructuring, using the site as a platform to 
encourage participants to engage and impact the work in a variety of ways. 
 
CONCLUSION 
 
Infrastructuring’s long-term, responsive process offers a useful means for 
investigating how platforms and contexts for the emergence of the active citizen 
might be created. It does this by revealing the underlying systems and social 
imaginaries that inform how we create and interact with place. Through this 
process of revealing, infrastructuring supports individuals’ critical engagement 
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at their own pace, and in their own way. This research borrowed multiple 
methods from the design tradition in an effort to create multiple entry points for 
participants, and multiple pathways towards infrastructuring. While some 
methods were more successful than others in various contexts, this research has 
found that an infrastructuring-inspired methodology is particularly valuable for 
supporting a playful participatory art approach that is open to failure, 
experimentation, and constant modification. The ongoing nature of the 
methodology retains a sense of potentiality, which is useful for rethinking when 
a participatory work is complete, therefore challenging typical project-based 
models for participatory art.  
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CHAPTER 6 – DISCUSSION & CONCLUSION 
 
INTRODUCTION 
 
This practice-led research has been an investigation into how participatory 
practices might challenge the local-global binary in order to enact new forms of 
active citizenry with regard to wicked problems. It was driven by the 
overarching question: 

How can participatory artistic practice serve to deconstruct global 
metanarratives to create a critical reflective space to examine the 
relevance of these issues within local contexts? 
 

In an effort to interrogate this, the research first established a framework for 
understanding ideas of place. I applied Massey’s argument for place as socially-
constructed and a product of flows in order to contest categories of ‘local’ and 
‘global,’ and to establish a spatial dialogue with the notions of social imaginaries 
as put forth by Castoriadis, and Soja. Following Bourdieu’s habitus as our 
personal performance of these imaginaries, the research explored how 
individuals are directly connected to wider, systemic issues of concern, and the 
ways these issues inform social imaginaries.  
 
Having identified one of the major contemporary narratives of wicked problems, 
and using climate change and questions of sustainability as examples, I reframed 
the discussion as one of situated: environments. In shifting the discourse, this 
research argues for an understanding of wicked problems as ultimately 
experienced spatially, within situated contexts. The “tentacular,” complex and 
widespread nature of these issues demands re-solving within situated contexts. 
This requires the contribution of situated knowledge from an extended network, 
and seeking value in non-scalable approaches that exist on the periphery of 
existing scalable systems. As a result, wicked problems necessitate new ways of 
thinking about participation, and new forms of governance with dispersed 
power that are not restricted to territorial boundaries, but instead based on issues 
and one’s connection to them. Using Amin’s proposal of a politics of propinquity 
and politics of programme as a departure point, along with Marres’ discussion of 
entanglements, the research suggests the possibility of active citizenry emerging 
through a participatory process that facilitates participants in discovering their 
individual connections with issues of concern. 
 
In response to the overarching question, the research has shown that borrowing 
methods from Scandinavian Participatory Design and speculative design 
practices, and incorporating them with participatory art creates the critical 
reflective space needed to deconstruct the local-global binary and explore 
entanglements within global metanarratives. However, it also discovered that in 
order to make these issues truly relevant within local contexts, you need to 
activate the citizen. This thesis has made two principal contributions to the field 
regarding activating the citizen: applying infrastructuring to participatory art is 
a useful means to disrupt the binary approach to participation that typically 
exists and reconsider notions of legacy of these works; and using boundary 
objects in combination with infrastructuring creates a useful platform for 
supporting the transformation from participant to active citizen. 
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To explore how participatory practices might catalyse such active citizenry, the 
following sub-questions steered the research: 
 

How can participatory practices challenge narratives of place and 
sustainability? 
How might an approach uniting participatory arts and design methods 
challenge commonly held understandings of participation and legacy of 
participatory works? 

 
How can participatory art practices that disrupt habitus facilitate agency 
in approaching complex global issues? 

 
While these questions have been answered throughout the chapters, the purpose 
here is to consolidate the response and to think about its significance for current 
and future research. Much like the structure of this thesis reflects how the works 
and inquiry emerged, the sub-questions and their answers operate in tandem, 
and reflect an additive nature.  
 
In the following sections I provide a detailed account of how the specific research 
questions were answered. 
 
How can participatory practices challenge narratives of place and 
sustainability? 
 
BOUNDARY OBJECT 
 
This research has found the use of boundary objects an effective way to 
challenge narratives of place and sustainability by creating opportunities for 
knowledge exchange, and fostering the development of affect. In all three works, 
the use of boundary objects revealed underlying values and narratives that 
informed the way the participants engaged with place – both fictional places 
such as BWK-BCN and The 404th Wall, and the physical locations in which the 
participants were located. This was visible in BWK-BCN when participants using 
the prompt cards and toolkit reflected on the values that influenced why they 
revered certain monuments (“Because they are old and have always been here”, 
Ref. BWK.5), why they might repurpose certain buildings (turning the town hall 
into a hydroponic farm because the residents felt that would be a more 
productive use, Ref. BWK.5), and how a different climate might impact social 
activities. This process of assessing value in existing circumstances and their 
significance is comparable to the approach Schrag and I used in The 404th 
Wall/DIYwania exactitude activity in which we identified the elements most 
representative of our experience in Dubai in order to create a measurement 
system to be applied in Newcastle (Ref. 404.5, DIY.6). What is significant is that in 
each case after revealing values, participants engaged in discussions about what 
the values meant for them personally, and whether or not they might want to 
alter these values to create a different experience of place (see Ref.404.B as an 
example). 
 
In the case of BWK-BCN, the boundary objects operated slightly differently. 
Whereas in The 404th Wall and DIYwania boundary objects were used to create 
links between Schrag and I in Dubai, and the team of participants in Newcastle, 
BWK-BCN applied boundary objects more generally as probes to catalyse 
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thinking around the links between place and climate. Like the lab setting of The 
404th Wall, The familiarity of the easyJet aesthetic used by BWK-BCN and the 
fictional scenario of a new conurbation created as an adaptation to climate 
change facilitated a context in which participants could playfully explore the 
relationships between climate, culture and place. Within this setting, boundary 
objects such as the prompt cards used in the working sessions, the prototypes, 
and toolkit functioned to elicit and share individuals’ experiences of place and 
climate, as well as their thoughts on possible climate change adaptations. This 
exchange occurred directly between individuals within working sessions, but 
also through the work’s website which allows people to see how participants 
using the toolkit in various locations have responded to designing aspects of 
BWK-BCN. 
 
However, an example of where boundary objects failed to produce this result 
was in the BWK-BCN Citizen Science Beach Walk (Ref. BWK.3). While the activity 
was interesting and very enjoyable, the group was less able to critically engage 
with labeling species as native or invasive with the survey flags and 
accompanying grid worksheet. Many felt uncomfortable straying from the 
standard definitions, and said they would need more time to reflect on the terms. 
The failure of this exercise led to developing the pamphlet component of the 
BWK-BCN toolkit (Ref. BWK.20). For the Beach Walk, The Living Seas Officer had 
brought various field guides with her for the group to look through when trying 
to identify species. The participants really enjoyed looking through them and 
learning more about the species, and found them to be useful supports. I began 
to think about the possibility of creating a tangible object that would operate like 
the field guide to give enough context and information, while allowing 
participants to refer back to it regularly through their personal investigation 
process which could extend beyond the timeframe of the working session. 
Having used the pamphlets in conjunction with the toolkits, I have found them 
to be successful boundary objects. They communicate results of previous 
participants’ engagement with the work, while providing context for potential 
responses to working with the toolkit. I have witnessed participants referring 
back to it regularly during their sessions with the toolkit for inspiration, which 
they then apply to their specific context. An example is from the CAAG/Historic 
Towns Forum working session (Ref. BWK.8) in which one group was inspired by 
the current practice of planting kelp farms that is mentioned in the pamphlet. 
This group decided to create a fictional kelp farm in their version of the BWK-
BCN conurbation that would link food and textile industries based on kelp, as 
well as ecotourism to bring visitors to the town in much the same way as tourists 
might visit a ‘book town’. 
 
This research has found that using boundary objects within participatory 
practices challenges narratives of place and sustainability by supporting 
participants to find points of connection and understanding through sharing 
knowledge, and making this knowledge relevant across contexts. Through 
sharing and finding ways of making meaning through negotiation, boundary 
objects have the potential of creating empathy both when there is a known 
participant on the other side, such as with The 404th Wall and DIYwania, and in 
exchanges with imagined participants, as with BWK-BCN participants. This has 
particular significance for potential pathways to enact Amin’s (2004) politics of 
propinquity and politics of programme, which propose a politics that eschews 
territorial boundaries and instead recognises the interdependence of people and 
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places. As a politics of propinquity takes into account how emotions, uncertainty 
and aesthetics have a prominent role in how we create and experience place, 
using boundary objects in participatory practices suggests a way to actively 
engage individuals in deconstructing these narratives in order to consider 
governance models based on issues rather than territory. This is what I have 
discussed in this research as considering radius of impact. 
 
How might an approach uniting participatory arts and design methods 
challenge commonly held understandings of participation and legacy of 
participatory works? 
 
INFRASTRUCTURING  
 
This research has found an infrastructuring-informed process to be an effective 
response to the second sub-question of how an approach uniting participatory 
arts and design methods might challenge commonly held understandings of 
participation and legacy of participatory works. Although infrastructuring is 
widely used within the PD context, this research makes the unique contribution 
of incorporating it with participatory art, modelling an ongoing vs. a solutions-
focussed process that requires alternative understandings of when a work is seen 
as complete. As a result of this ongoing nature, there is a potentiality embedded 
within infrastructuring that when combined with participatory art practices that 
seek to create contexts or platforms for impact, supports participants in taking 
the work in the directions of their choosing, and thereby avoiding 
instrumentalisation. In addition, infrastructuring has shown a way of 
encouraging a systems thinking approach, creating links between seemingly 
disparate elements, and facilitating the combining and recombining of resources. 
 
The works comprising this research employed the spirit of infrastructuring in 
the following ways. Firstly, each work embraced an open, iterative approach that 
allowed for participants to engage with and contribute to the works at various 
points of their development. To support infrastructuring, the works used a 
variety of methods that included working sessions, prototypes, kits, as well as 
the ‘lab’ setting of The 404th Wall. Secondly, the use of speculative and design 
fiction scenarios, along with humour and play, were critical to creating a context 
in which imaginative possibilities could be continually explored. Thirdly, the 
research explored how to build infrastructuring into the works’ documentation 
in the form of pamphlets and websites in order to facilitate opportunities for 
ongoing participation. In the case of the websites, the site for The 404th Wall and 
DIYwania functions as a repository for documentation and the digital version of 
the work’s pamphlet. In the case of BWK-BCN, the website is more interactive, 
showing the outcomes of previous engagements with the toolkit, as well as 
hosting digital versions of the cards and pamphlet for new participants to access 
and use to design aspects of the fictional conurbation. This combination of tools 
along with the techniques and skills formed a unique toolset, which will be 
discussed in detail in a following section. 
 
Despite the various steps taken to support an infrastructuring approach and the 
legacy of the works, some elements were more successful than others. The 
playful, speculative aspects of all three works were effective in creating spaces of 
creative exploration, which led to participants taking an active part in shaping 
the works. Within this speculative space, each work could be understood to 
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adopt the “tentacular thinking” that Haraway (2016) promotes as a way of 
creating connections. The 404th Wall/DIYwania did this with the evolving 
installation in the ‘lab’ space in which participants responded and added to the 
responses of previous participants. BWK-BCN’s components built upon and 
informed one another, with prototypes created in response to working sessions, 
then subsequently reinserted into other working sessions to inspire new 
thinking, and finally included in the pamphlet. This represented a shift for me in 
thinking about the relationship between individual components of the work and 
the whole as the non-linear manner meant that there were opportunities for 
elements of each work to go back and forth impacting one another and the 
direction of the overall work. However, an important aspect of infrastructuring 
is to keep the entire process open to ongoing and future engagements. During the 
Streamposium (Ref. 404.H), a visitor who had not previously attended any of the 
other events or interacted with the work in any way, joined the event. When 
Smith asked everyone, “Where did we go wrong?”, this particular participant 
said that when he walked through the door he was unsure what the event was 
about, and had he been part of “Joe Public,” he would have left as the discussion 
did not seem to be open to those outside the art world. Smith responded, saying 
that perhaps we needed to emphasise further that this was not the end of the 
work. While admittedly the intention of the Streamposium was to create an 
opportunity for all who had been involved in the work up to that point to reflect 
on the overall experience, this participant’s comment raises important questions 
as to how to develop the language to talk about ongoing, experimental works 
such as these, and what are the pragmatics of supporting the works and the 
ability for others to enter at various points of the process. 
 
The pamphlets proved to be a successful means of creating alternative, open 
ways to represent participatory works, which Claire Bishop (2012) has derided as 
generally relying upon photographs of people in workshop settings. They 
function as objects in their own right, and ask for participants to add to and 
modify them as desired. However, a potential failing of this attempt at 
infrastructuring is that there is no way to track or monitor whether or not future 
participants interact with the pamphlets, and whether or not they contribute to 
them. This raises the concern that as opposed to supporting ongoing iteration, 
they could instead become rarefied art objects. However, unlike rarefied art 
objects, the pamphlets are more akin to the artist book and zine tradition, which 
encourage a different form of interaction.  
 
A similar concern is raised regarding the BWK-BCN toolkit, which works in 
tandem with the work’s pamphlet. The toolkit can be obtained by contacting me 
through the website, collected from a host site72, or passed from a previous 
participant. Anyone is invited to use the toolkit and contribute the results to be 
shared on the work’s site. After announcing on social media that the toolkit was 
available for use, several of my contacts requested copies. Along with the kit, I 
included instructions that explained how to use the kit and that participating in 
the activity formed part of a research project, how to document their findings, 
and requested that they pass the kit on to another person to use once they had 
finished with it, or to return it to me. While there was much enthusiasm for the 
kit, it took participants on average several months after receiving it to use it and 

																																																								
72 Host sites currently include: Berwick-upon-Tweed Record Office, Longridge School Library, Newcastle University 
Institute for Social Renewal, or Newcastle University Institute for Sustainability. 



 
 

 118 

submit their results. Two of the kits were passed on to others who ultimately 
failed to use them despite my best efforts to follow up and support the new 
participants in engaging with the kit. This was actually a valuable learning 
experience for thinking about the practicalities of managing open-ended works 
that are distributed geographically, as well as the benefit of an event such as the 
CAAG/Historic Towns Forum meeting (Ref. BWK.8) that brings people together 
to specifically work with the kit in a defined context. This example illustrates a 
key learning from this research about the value of the artist’s role as ‘Incidental 
Person’ in facilitating and animating the context for exploration. This was equally 
true in working session scenarios, and the importance of the ‘Incidental Person’ 
will be discussed further in later sections. 
 
Finally, the BWK-BCN website aims to support ongoing engagement with the 
work. It could be compared to the ‘perpetually beta’ nature of the work’s 
prototypes, as it is anticipated that the site will continue to evolve and change 
form according to how participants engage with it. At the moment, it is in its first 
incarnation which serves as a landing pad; introducing new participants to the 
work, while documenting previous responses to the toolkit and results from the 
working sessions. As more participants engage with the site and the toolkit, it 
will evolve accordingly. However, I share similar concerns that, like the toolkit, 
the website will require much facilitation ‘in the real world’, and therefore risks 
becoming tangential to working sessions and more of an archive than an active 
component. Regardless, the website speaks to the potentiality of infrastructuring 
in that it presents an ever-open option to engage. 
 
Infrastructuring is just one element of how we begin to rethink and experiment 
with the nature of legacy and durability of participatory works, and this research 
represents the beginning of that process of discovery. I started thinking about 
legacy in terms of ‘what happens when the circus leaves town’, but that question 
becomes more complicated when the works have not necessarily been tied to one 
particular place, as was the case with the residency in Pontypool. In theory, I 
could continue to return to Pontypool to assess what, if any, impact the works 
conducted during the residency had. However, that is much more difficult with 
the works developed in this research. While the intention of this research was to 
create a context in which individuals can continually engage with issues of 
concern, and to potentially change people’s mindsets, I do not have a way to 
prove or interrogate whether or not this actually happens. When we create 
infrastructure, i.e. sets of resources that can be variably appropriated in order to 
create the context for engagement, the way we think about durability and legacy 
is very different from the way we think about the durability of object-based 
gallery practices, or public art sculptures. Participatory works such as the ones in 
this research have multiple timescales and multiple forms in an effort to discover 
how things become durable. This is certainly a challenge, but conceptualising 
participatory art in terms of infrastructures, or design Things vs. things, 
potentially offers new ways for thinking about issues of legacy and durability.  
 
 
 
 
 
 



 
 

 119 

How can participatory art practices that disrupt habitus facilitate agency in 
approaching complex global issues?  
 
THE RESPONSE-ABLE STAKEHOLDER 
 
Referring back to Leighninger’s assertion that people will involve themselves 
with an issue when it reaches a critical state, or when they see how the issue 
directly impacts them (2006, p. 25), this research discovered that creating a 
context to support the ‘becoming’ of the response-able stakeholder (Lindström 
and Ståhl, 2016) is an effective way to facilitate agency in approaching wicked 
problems. As discussed in the Participation Chapter, the notion of response-able 
stakeholder builds on Haraway’s concept of response-ability in order to look at 
the ways participants are entangled in issues, and therefore able to make 
appropriate responses. The aspect of response-able stakeholder that is integral to 
this research is its emphasis on the process of becoming a response-able 
stakeholder. As opposed to assuming pre-existing stakeholders, this suggests an 
ongoing process in which the works utilise play, humour, and speculative tactics 
in order to disrupt habitus. Through this disruption, participants are encouraged 
to adopt different perspectives and challenge assumed beliefs. They are invited 
to explore their own personal entanglements to these wider issues of concern, 
and subsequently find their own unique ways of responding. This process 
encourages individuals to express their agency, thereby transforming them from 
participants into active citizens. This is significant, as it challenges the ways in 
which participants are typically viewed and engaged within participatory works. 
While most participatory works might have repeat engagements with groups in 
an effort to include individuals’ voices, this is generally done for the purposes of 
the particular project, and during a particular timeframe. This research, on the 
other hand, applies boundary objects and infrastructuring to develop an 
approach towards wicked problems that seeks to create a shift in mindset for 
individuals. It promotes individuals in connecting with the issues of concern, 
challenging a ‘NIMBY’ (not in my back yard) mentality. The research facilitates 
‘light switch moments’ in which engaging with the works is the catalyst for 
participants to take this line of inquiry into their daily lives. Whether this 
involves individuals using the toolkits at home after seeing how they have been 
used in a working session, or simply ruminating on some of the ideas presented 
and debates held, the aim is for the impact to extend beyond itself. 
 
SUMMARY OF CONTRIBUTIONS 
 
This research’s two principal contributions that applying infrastructuring to 
participatory art is a useful means to disrupt the binary approach to participation 
that typically exists and reconsider notions of legacy of these works; and using 
boundary objects in combination with infrastructuring creates a useful platform 
for supporting the transformation from participant to active citizen, are further 
supported by additional significant contributions to which I wish to draw 
attention below. These contributions can be summarised as: 
 

1. A unique toolset that provides an example infrastructure for an 
infrastructuring participatory art practice 

2. The ‘making’ environment as a ‘Magic Circle’ for discussing climate 
change 

3. The need for transdisciplinary vocabulary 
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4. Failure as a tool for innovation 
5. Failure to adequately support co-ownership 
6. The need for better entry points to break barriers to participation 
7. The need for a tool or method for monitoring mindset shifts 
8. The power of the catalyst for the unexpected 

 
In the following sections I discuss each of these contributions in further detail. 
 
1. Infrastructure of an Infrastructuring Participatory Art Practice: Summary of 
the Toolset 
 
Through this research’s process of addressing the driving research questions, a 
unique toolset emerged in an effort to enable the development of the response-
able stakeholder. The tools have been described in the Methodology Chapter, 
noted in bold throughout the body of the text, and listed alongside 
corresponding ‘experiments’ in the Table of Works (Appendix B). In this next 
section I consolidate them and discuss how I brought together the tools along 
with particular approaches, skills and strategies in the form of a unique toolset in 
order to create a context that would support individuals in discovering their 
agency within wicked problems such as climate change. In this way, the toolset 
can be understood as an infrastructure for an infrastructuring participatory art 
practice, with resources that can be variably appropriated as a means to create 
contexts for ongoing engagement. 
 
The use of a unifying aesthetic, or ‘branding’ was designed to link the various 
‘experiments’ of each work, and create a framework which would give 
consistency to the works. In the case of The 404th Wall, a lab aesthetic was used to 
conjure ideas of experimentation, while in DIYwania a Bedouin tent aesthetic was 
adopted to challenge fixed notions of place. BWK-BCN used orange and white 
colours along with a typography font reminiscent of easyJet’s to directly 
reference budget travel and holidays, creating the context for wider discussion of 
the links between climate and place. The ‘branding’ operated as an umbrella in 
which all of a work’s experiments could exist simultaneously and in direct 
relation to one another. Consequently, this structure allowed for the iterative 
approach to making that I employed. Iteration as a strategy within this toolset 
fostered an ethos of experimentation and facilitated an ongoing approach to the 
work, which is central to an infrastructuring methodology. In this research, 
iteration was approached not as a means of refinement, but rather as a means of 
response without an end goal. This created the opportunity to engage with the 
issues of concern from a variety of perspectives and in a variety of ways. 
 
I employed humour, play, and fiction alongside the branding in order to create 
‘Magic Circles’ for the suspension of disbelief. The ‘Magic Circle’ was formed 
through the strategy of interventions in public space, as was the case with the 
DIYwania tent (Ref. DIY.5-6, 8-10), through the creation of metaphorical spaces 
such as the fictitious 404th Wall and the BWK-BCN conurbation, and through 
working sessions that brought participants together to collaboratively address 
issues of concern. As a form of intervention, the works as a ‘Magic Circle’ served 
as a form of disruption, which is another key strategy in the toolset. In each case, 
the works disrupted space, disrupted expectations, and disrupted habitus, 
thereby creating opportunities for participants to challenge assumptions and 
values. The disruption extends beyond the smaller scale ‘Magic Circle’ of the 
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event, as the works catalyse shifts in mindset that participants can take forward. 
This was particularly evident with the Probus Club working session (Ref. 
BWK.5) where participants approached me after the event to tell me how the 
work caused them to think deeply, and that they intended to talk to friends, 
family and neighbours about what they could do about climate change locally. 
The potential for longer-term disruption was similarly seen during the 
CAAG/Historic Towns Forum working session (Ref.BWK.8) where participants 
noted on postcards their ‘souvenirs’ of the working session, and identified links 
between the visioning process and their home communities. The postcards 
would be sent to them in 30 days as a reminder, and were a means to encourage 
reflection on what the participants had been able to accomplish. Responses 
included: “Don’t overthink and say ‘yes’ more often,” “Talk with different 
people, attend more varied events, open up conversations…see things and try 
things from a different perspective,” and “Lovely sunny weather of climate 
change allowing more street based interaction” (see fig. 69). One participant from 
Devon wrote, “Importance of local icons like Berwick Castle. Do we have 
something similar? Incorporating changes easier in events than in 
infrastructure.” This reflected a process of trying to find her own entry points by 
comparing her town to Berwick, while also highlighting the concern of how to 
institute change. Each of these participants’ responses suggest the beginning of 
shifts in mindset, as well as where there are challenges in making change. 
 
In conjunction with humour, play, and fiction, I used Cultural probes to assist 
the suspension of disbelief, and encourage discussion and lateral thinking. These 
probes included the aforementioned BWK-BCN postcards, and the slideshow 
used during the BWK-BCN working sessions that set the context and provided 
inspiration. Prototypes such as the Seed Suit (Ref. BWK.10) also functioned as a 
Cultural probe by demonstrating lateral thinking around combining systems. By 
presenting them as an intervention, as was the case with the Seed Suit, or in the 
toolkit pamphlet that was used within working sessions, the prototypes 
catalysed new ways of thinking. They also raised questions around 
commensuration and how value might be created between seemingly disparate 
things. While commensuration was most directly addressed in the DIYwania 
exactitude activity (Ref. DIY.6/404.F), Seed Suit (Ref. BWK.10), Seed Cycle (Ref. 
BWK.11) and Windowsill Ocean Deacidifier (Ref. BWK.12) each of these examples 
asks participants to find points of connection between systems and their various 
forms of value. 
 
Ultimately, I used the Cultural probes such as the DIYwania tent and the BWK-
BCN toolkit, along with the prototypes of the prompt cards (Ref. BWK.1-2, 4-9) as 
stimuli for developing narratives and seeing issues from a variety of 
perspectives. This research discovered that narrative and storytelling practices 
are key tools for engaging participants and supporting the development of the 
response-able stakeholder Taking an overview of how narrative and storytelling 
function within the three works of this research, four main contexts are 
identified: narrative and storytelling for creating spaces for engagement; to 
disrupt habitus and ‘give permission’ to imagine and rewrite social imaginaries; 
to frame an issue of concern; to create entry points by casting oneself within the 
story of the issue, either as oneself or as a persona. Since narrative and 
storytelling were such critical tools within the works, below I discuss in detail the 
ways in which they functioned in this research. 
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Spaces for Engagement 
 
In the case of DIYwania, I employed the tent to create a space in which 
participants would share and build stories (Ref. DIY.5, 6, 8-10). The performative 
element of setting up the tent through interventions created a physical space 
which participants were invited to enter. Within the tent, participants were able 
to share their experiences and what ideas of ‘local’ and ‘global’ meant to them. In 
addition, they were able to share their hopes and visions for the kind of life they 
would like to lead (in particular in Ref. DIY.5, 6). 
 
The importance of spaces for narrative collection and engagement was shared by 
remote toolkit participants who designed “The Historical Society of Shared 
Rhythm” for the fictional BWK-BCN conurbation (Ref. BWK.15). The participants 
designed an organisation whose mission “to create a historical context for 
understanding BWK-BCN in the future as well as the present” used oral histories 
as a form of collectively-written history. The proposed building would house 
these histories and host events that encouraged individuals to come together and 
share their stories with one another. The participants referred to the power of 
having space to share one’s story in one’s language. This particular example 
speaks to how the narrative of BWK-BCN catalysed the participants’ thinking, 
not only in imagining speculative scenarios, but also in recognising the power 
narrative can play in supporting individuals in recognising their voice and 
agency.  
 
Disrupting Habitus and Invitation to Rewrite Social Imaginaries 
 
As was previously discussed, the works created ‘Magic Circles’ which allowed 
for the suspension of disbelief, disrupting physical spaces and challenging 
mindsets. Narrative and storytelling were also used to disrupt habitus and 
support individuals in imagining other possible social imaginaries. The way in 
which disruption served to help participants imagine how to rewrite social 
imaginaries is perhaps most evident in The 404th Wall’s Interdimensional Game of 
Draughts activity (Ref. 404.B) where participants were tasked with reimagining 
the game’s rule sets once pieces passed from one side of the computer screen to 
the other. Both the fictitious story of the 404th wall, and the personae of Marco, 
Paula and the EDEs set the context for, and gave permission to, the participants 
to break down existing rules and write new ones. During the Probus Club 
working session (Ref. BWK.5), participants were inspired by the slide show 
Cultural probe, which provided examples of speculative design works 
modifying pigeon food so that their excrement would be a detergent, as well as 
existing examples of rethinking agricultural processes such as vertical farming. 
The participants came up with their own examples, including repurposing the 
town hall as a hydroponic farm, and feeding seagulls birth control as a means of 
controlling invasive species populations. The slide show functioned as a 
boundary object and supported the narrative of BWK-BCN, while also giving 
permission for the group to create their own stories based on existing narratives 
within Berwick’s context (i.e. large seagull population, and discontent with the 
local government). This example suggests not only the usefulness of the probe in 
inspiring participants to develop absurd designs that reflected new social 
imaginaries, but it also suggests the potential for participants to become 
response-able stakeholders by directly applying their critical thinking to their 
situated:environments. 
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Frame an Issue of Concern 
 
The narrative and storytelling aspects of the BWK-BCN toolkit (Ref. BWK.20) 
were critical to supporting participants in framing issues of concern by seeing 
climate change as viewed from different perspectives, and how it might impact 
different systems. I refer back to the Newcastle University Institute for 
Sustainability (Ref. BWK.9) working session where a participant noted in the 
group discussion how he found the story-building exercise particularly helpful in 
revealing how they, as researchers, often approach the SDGs within silos, and 
how in reality, the SDGs are interconnected and need to be addressed 
holistically.  
 
Casting Oneself in the Story 
 
Whether it was sharing personal experiences, or anecdotes about what types of 
activities used to happen in a place (Ref. BWK.1,4), storytelling allowed 
participants to create points of connection with one another and with the issue of 
concern by locating themselves in the narrative. During the BWK-BCN pilot 
working session (Ref. BWK.1), another strategy was employed in which 
participants were asked to adopt the personae of various stakeholders that 
included a business owner, an environmental policymaker, a member of the 
tourist association, and a citizen scientist. From the perspective of the personae, 
participants discussed potential adaptations in Berwick as a result of the 
Mediterranean climate. In some cases, the role’s position was quite different from 
the participant’s own, and this storytelling strategy allowed for what Stenmark 
refers to as trying out different positions, “poking and prodding where the story 
isn’t” (2015, p. 932) in order to experiment with new versions of the story. This 
proved to be particularly effective in beginning to identify and break down the 
various aspects of climate change, while finding ways to move through the 
discomfort of addressing such a complex issue.  
 
Another form of casting oneself in the story was the ways in which participants 
combined imagining new and potentially absurd responses with real-life 
examples from their own experiences. This was seen during the Probus Club 
working session (Ref. BWK.5) when a participant proposed building a water 
desalination plant in his team’s version of the BWK-BCN conurbation, as he had 
witnessed such a plant during his time working in the Middle East, and thought 
it would be a useful strategy to tackle the issue of the need for fresh water.  
 
However, in terms of assessing to what degree mindsets might have shifted, a 
potential failure of this method is that there is not a follow-up element to gather 
feedback once the participants receive the postcard. However, the responses 
noted on the postcards demonstrate a process of taking the speculative, abstract 
ideas participants developed in the working session, and seeking ways to apply 
the different lenses that BWK-BCN encouraged. These are examples of how the 
narrative development process that occurred during the working session 
planted the seed of disruption, if only starting at a small level.  
 
All of the tools and strategies that have been discussed were used to engage 
participants in speculation and storytelling practices in order to foster the 
development of the response-able stakeholder. However, it should also be noted 
that various skills and techniques that have been cultivated through years of 
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participatory practice and incorporated into the toolset were essential to the 
success of these tools. In the working sessions and interventions, facilitation, 
hospitality, resilience, and a sense of presence were key skills that I employed 
alongside the listed tools in order to support individuals in engaging with the 
works. I bring attention to these skills as they are often overlooked and yet they 
are absolutely critical to the success of participatory works. Creating a warm and 
welcoming environment through the use of refreshments and treating 
participants as guests was incredibly important to setting the scene. Being 
present means that as a practitioner I am truly listening to participants, that I am 
observing, recognising and responding to the ‘energy’ of the room. I am aware of 
how people are interacting with the work, and where there might be difficulties 
in engaging. This is particularly necessary when dealing with difficult and 
complex topics that might bring up charged emotions and resistance. Being 
present also means that I am not simply thinking about the next thing that I need 
to do or trying to direct the participants in a preconceived direction, but instead I 
am able to respond to what is actually occurring in that moment, in that 
particular participatory session, and am able to learn. This is invaluable for 
earning participants’ trust, and for being able to help participants make 
connections between their experiences and the issue that the work is questioning. 
This was particularly evident during the Interdimensional Game of Draughts in 
The 404th Wall (Ref. 404.B) in which rule sets were invented on the spot, and 
required immediate responses, as well as in the BWK-BCN working sessions in 
which my expectations were challenged of how the group might respond (Ref. 
BWK.4, 5). 
  
Presence goes hand-in-hand with resilience, as they both require responding in 
the moment to the particular circumstances offered by the  participatory 
engagement. A very useful example of this is the Probus Club working session 
(Ref. BWK.5). Upon arrival, I discovered that the average age of the participants 
was 80 years, and I was quite literally the only woman in the room. I also learned 
that the group was used to invited guests giving presentations, and the fact that I 
used my time with them to do a brief presentation in order to focus on an active 
working session was quite different for many of the attendees. I modified my 
approach slightly by emphasising the humour of many of the proposed 
speculative designs included in the slide presentation. This encouraged a 
curiosity and playfulness that allowed me to assist the participants in engaging 
with the complex issue of climate change. As participants had questions, I was 
able to draw upon the facilitation skills that I have cultivated over the years of 
practice. These skills involved introducing new prompt cards when a group was 
struggling to advance their discussion, or asking different questions to help 
participants find their way into the activity. Facilitation also involved being able 
to make connections between the groups’ different designs when they each 
presented at the end of the working session. The success of this was evident 
when the Probus Club members lined up to speak with me at the end of my time 
with them, expressing their gratitude for being involved in the work, and having 
taken something away from the experience.  
 
2. The ‘Making’ Environment as a ‘Magic Circle’ for Discussing Climate Change 
 
Through the development of the toolset as an infrastructure for infrastructuring 
practice, the research discovered how the works functioned as ‘Magic Circles’ 
that created the context for people from various backgrounds, interested in 
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various disciplines, to come together and find entry points for discussing the 
complex and challenging issue of climate change. Specifically, this research’s use 
of play, humour and fiction were particularly useful for breaking barriers of 
resistance and encouraging participants to engage and suspend disbelief. The 
pretense of an ‘art project’ or ‘making’ environment rooted in play and fiction 
created an effective context for individuals to come together and collaboratively 
explore climate change from varying perspectives. Bringing different 
perspectives and situated knowledges to the process of approaching wicked 
problems, and fostering opportunities for relationship building has been deemed 
critical to addressing complex problems. While it was not within the scope of this 
research to track ongoing interactions between participants, participants in both 
the BWK-BCN Citizen (Ref. BWK.3) Science Beach Walk and the CAAG working 
session (Ref. BWK.8) made mention that they would like to stay in touch with 
some of the other participants. Additionally, the aim of the working session with 
the Newcastle University Institute for Sustainability (Ref. BWK.9) was to initiate 
ongoing meetings and discussions with the participants to devise future research 
projects aimed at addressing the UN Sustainable Development Goals. 
 
3. The Need for Transdisciplinary Vocabulary 
 
In addition to facilitating relationship building, the ‘making’ environment as 
‘Magic Circle’ and the transdisciplinary approach taken within this thesis 
support sharing language and concepts between and informed by the different 
disciplines upon which it draws. For example, in looking at common elements 
within discourses of place, sustainability, participation, citizenship, and 
participatory art and Participatory Design, I was able to find entry points 
between them. This included an examination of the social constructions of ‘place’ 
as well as the social construction of categories of ‘native’ and ‘invasive’ species; 
ideas of co-creation as they relate to participation within the art and design 
contexts, and within ideas of citizenship. Constructing places that exist in the 
digital (The 404th Wall), or an imagined conurbation merging two different places 
(BWK-BCN), contribute to the dialogue of how we understand place. In addition, 
bringing the concepts of ‘nonscalability’ and ‘tentacular thinking’ from 
anthropology discourse into dialogue with participatory art practices provides a 
means of recognising the richness of alternative ways of constructing 
worldviews. This transdisciplinary approach and multi-lingual trajectory enabled 
new, holistic ways of discussing and thinking about wicked problems. By 
bringing disciplines together in this way, the research challenges disciplinary 
divisions in discussing wicked problems, while demonstrating potential ways for 
participatory art to critically collaborate with other disciplines in framing and 
approaching wicked problems.  
 
Referring back to my discussion in the Introduction Chapter of my personal 
background growing up in a different cultural context to that of my parents and 
having lived in various places, I have had the privilege of experiencing a range of 
things and places, which allows me to create connection points with participants 
through identification with them as a result of my personal experience. An 
example comes from the interventions with the DIYwania tent at the ISEA 
conference (Ref. DIY.5) and in our local neighbourhood (DIY.6). As a result of 
both Anthony Schrag and I having previously lived in the Middle East, we were 
able to mention this to participants. This immediately made many of them more 
comfortable with us, creating a point of shared connection. Similarly, during the 
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working session with the Newcastle University Institute for Sustainability (Ref. 
BWK.9), I listened to the scientific researchers and what their main interests and 
concerns were regarding the SDGs. As a result of my work in Saudi Arabia on an 
art-science project focussed on synthetic biology, I was able to find ways of 
making the more speculative and imaginative aspects of the work that caused 
some of them trouble relevant to their particular interests. By finding the 
terminology that resonated with the participants’ interests and backgrounds, I 
was able to assist the in finding entry points and to see how their situated 
knowledges could add to the conversation.  
 
In addition to sharing existing vocabulary and concepts, the research suggests 
that perhaps what is needed is a new transdisciplinary vocabulary around 
climate change that reflects the changes and challenges this wicked problem 
presents. While the use of boundary objects began this process of knowledge 
exchange across places, interests and disciplines, vocabulary is equally 
important. During the Interdimensional Game of Draughts in The 404th Wall 
(Ref.404.B), participants tried to come up with new terms to describe the new rule 
sets created in the game. Similarly, during all of the BWK-BCN working sessions, 
participants discussed what new things might exist in the conurbation as 
changing climates, new languages, and new residents entered, creating a new 
culture. These examples from the works point to how climate change demands a 
shared vocabulary that reflects the transdisciplinary approaches and knowledges 
needed to address it. 
 
4. Failure as Tool for Innovation 
 
The ‘Magic Circle’ aspect of all three works was deliberately established to create 
a space for experimentation. Framed as ongoing experiments, the works 
embraced an ethos of failure and ‘re-solving’. That is to say, in removing the need 
for a final objective, participants were free to fail. It was the hope that in 
embracing failure, participants would be more comfortable with the highs and 
lows associated with the process of discovering one’s own entanglements to 
complex issues, and would be willing to take risks in their approaches and 
challenge their own limitations. Smith described his own process with this 
during the Streamposium event of The 404th Wall (Ref. 404.H). He shared how he 
and the EDE team initially turned to familiar objects in the space, such as 
overhead projectors, as a comfortable starting point to create responses and to 
receive “instantly gratifying results”. However, the format of the work pushed 
him and the EDEs to move out of their comfort zones, and he pointed out that 
embracing the uncertainty, and often the failure of the translation, is when things 
became interesting and new meanings were created. He also described how it 
facilitated a spirit of innovation, with participants improvising means of 
communication such as paper cups and string during the day that John Bowers 
and Tim Shaw manipulated audio files (Ref. 404.D). At first, the participants 
struggled with the freedom that they were given to develop rules, and were 
unsure of how to move forward, however, through the playful scenario and our 
encouragement, they soon welcomed experimenting with new rules.  
 
Similar results were found with remote groups using the BWK-BCN toolkit. 
While at first some participants expressed concern of needing to create solutions 
that could be actualised (Ref. BWK.14, 16), once they understood that they could 
be as speculative as they liked, these participants generally embraced the 
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possibility that their ideas would fail, creating imaginative inventions that 
included machines in public space that would read your microbiome and its 
effect on your mood, and produce a piece of poetry to inspire you (Ref. BWK.14), 
or repurposing plastic and other waste to create a habitat for other species (Ref. 
BWK.16).  
 
In feeding back their experiences of using the BWK-BCN toolkit, several 
participants commented on the internal struggle they faced of surpassing their 
own barriers of what they thought might be possible as a climate change 
adaptation, or their comfort zones with what they felt they could contribute (Ref. 
BWK.13, BWK.14, BWK.16). This also occurred during some working sessions 
that I facilitated with the toolkit (Ref. BWK.4, BWK.9). What I discovered in each 
of these contexts was the value the artist’s presence brings, or someone playing 
that role, to bolstering people’s confidence by ‘unlearning’ entrenched beliefs and 
providing them with the tools to embrace imaginative approaches. While this 
occurred within The 404th Wall and DIYwania, it was most noticeable with the 
BWK-BCN toolkit. During the BWK-BCN working sessions, a significant part of 
my role was as facilitator, reassuring participants, helping them recognise the 
value of their contributions and how their ideas linked to others’ suggestions. An 
example of this occurred during the working session with the Newcastle 
University Institute for Sustainability (Ref. BWK.9). The session brought together 
researchers from across the university to think of creative ways they might 
approach the UN Sustainable Development Goals from an interdisciplinary 
perspective. A participant who was a PhD researcher in transportation struggled 
to see how she could contribute to her group’s objective of developing a new 
system of food production. Despite her team’s reassurance, it wasn’t until I 
stepped in as an outside ‘Incidental Person’ to work through the areas with her 
where she was blocked that she ultimately saw the intrinsically important 
connection between food production and transport. These comments are 
significant, speaking to how the toolkit and working session instigated a change 
within an individual. What is more, the toolkit is available for individuals to 
revisit. They have used it and seen it modeled, and can therefore use it again to 
try different card combinations and experiment with new responses. 
 
The ability to assist participants in moving through their barriers was more 
difficult with the remote toolkit participants; however, in most cases a lead 
participant emerged (Ref. BWK.13, 14, 15). This person was generally a contact of 
mine who had requested to use the kit, and then organised a working session 
with their friends. As they also operated like an ‘Incidental Person,’ helping to 
move the activity forward, ensuring everyone felt they could contribute, and 
helping to instill confidence when a fellow participant stated they did not feel 
they were good at activities like this. An example of this was most evident in the 
remote working session in Finland (Ref. BWK.14). One participant who was 
struggling with the imaginary element of the work, wanting something practical 
and concrete, began to leave the group stating that he had to do some class 
planning. My friend, who was functioning as the facilitator, reassured him that 
his way of seeing things was valuable, and encouraged him to stay. He agreed to 
stay for 15 minutes, and in the end was pleased to have contributed, despite 
being out of his comfort zone. 
 
Although the process of using the kit is designed to create flexible boundaries 
that provide useful limitations for the participant to respond to, for some, being 
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given the freedom to completely design a town from the bottom up was 
overwhelming and daunting. One participant from the remote working session 
in New Zealand (Ref. BWK.13) shared,  
 
 To be honest, we found the “Process, Interaction, or Action” card hard to deal with. It was very 
 open ended and although the conversation around energy and education was interesting,  when it 
 came back to “okay, we’ve identified something that we’re interested in here, how does this tie into 
 creating a process, interaction, or action?” We’d get stuck and start the  conversation about energy 
 and education over again. 
 
They often feared they were not “doing it right”. This comment was made by 
several participants who, knowing the work formed part of a research project, 
were concerned that they were not contributing ‘useful’ results (Ref. BWK.13, 14, 
16). Generally, these sessions were much smaller, and were conducted in 
someone’s home, often over a meal or snacks to create an intimate and relaxed 
setting. This setting worked much like the BYP session (Ref. BWK.2) where other 
games and activities were taking place outside the working session. Having the 
snacks around allowed people to get up and move away from the activity as they 
needed, and often served to dispel disagreements (Ref. BWK.13, 14). If the 
environment was becoming too tense, a participant might get up to refill a drink 
or eat something. Additionally, the environment sometimes provided 
inspiration. In the working session in New Zealand (Ref. BWK.13), one of the 
participants heard their cat crunching its food in the background and said,  
  
 What about, and I’m getting my inspiration from the crunching over there, what about we 
 developed human size kibble balls in which all human’s food was put in giant balls, and we 
 had to roll them around in order to make the food come out.  
	
While seemingly insignificant, these elements support Mike Michael’s (2012) 
discussion of the “overspill,” or the factors outside the parameters of the 
engagement activity that proved to be quite influential on how the overall 
experience functioned for participants. They become an important consideration 
for what other elements besides the prompt cards and pamphlet become part of 
the toolset needed to support the toolkit. The challenges that the toolkit raises 
require consideration for what is needed to replicate the role of the artist when 
the kit is used outside my personal social and professional circle. 
 
I would like to make a final observation on the remote use of the toolkits. While 
participants during working sessions in Berwick specifically made reference to 
the local concerns and local elements in designing BWK-BCN (Ref. BWK.1-7), 
participants using the toolkit in other locations did not tend to specifically draw 
from Berwick, Barcelona, or their own locations. Instead, the designs tended to be 
more generic such as a nest for wildlife made from rubbish (Ref. BWK.16), a space 
for meeting and storytelling (Ref. BWK.15), and hover board surfboards to travel 
around a city now under water (Ref. BWK.14). In comparison to the working 
sessions in Berwick who made climate change adaptations specific to Berwick’s 
context, these participants created more generalised, speculative responses that 
could potentially be applied anywhere. The work is ongoing and I am aware that 
these findings could change over time; however, at the time of writing this was 
an identifiable trend. 
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5. Failure to Adequately Support Co-Ownership 
 
In addition to considering how participants embraced failure as a means of 
supporting innovation, I also look at where attempts to cultivate the response-
able stakeholder failed in the works. These failures have the potential to reveal 
possible impediments to participation, thereby creating the opportunity to 
rethink how to support the appropriate context for individuals to discover their 
entanglements to the given issue or set of issues. Below I identify some of the 
challenges to the response-able stakeholder in this research. 
 
Though all three works were created collaboratively with participants, there 
were challenges with ensuring they felt ownership of the works. During the 
Streamposium for The 404th Wall (Ref. 404.H), Smith asked, “who owns the work”? 
While all three of the lead artists answered, “Everyone!”, one of the members of 
the EDE team who had participated in several of the events expressed that she 
did not feel that she did. This is quite significant as relates to co-creating 
practices. Despite the fact that the intention of the work and its framework were 
designed to support co-creation and therefore co-ownership, this did not 
translate into the participant feeling she could claim ownership. This raises 
important questions as to how co-creative practices can best ensure that shared 
ownership truly takes place. 
 
6. Need for Better Entry Points to Break Barriers to Participation 
 
Arguably, the EDE team member’s feeling that she did not have ownership is 
related to the general assumptions and understandings of what it means to 
participate. I have made reference throughout this research to the fact that 
participation has multiple definitions, understandings and applications. This 
became particularly relevant when trying to engage with the Berwick 
Educational Association (BEA) members about being involved in BWK-BCN. In 
the development stage of the work, I contacted various community organisations 
and groups to discuss possible ways of involving members in the BWK-BCN 
investigation. I was referred to the BEA, a charity organisation offering classes, 
lectures, day trips, and other educational activities to an audience of mainly 
retired residents. Having met with BEA’s president, she expressed interest in 
discussing the BWK-BCN work with the group. After several unsuccessful 
attempts to involve the BEA, I asked the president for feedback on what types of 
activities the group might consider joining. She responded that they were more 
interested in my connections with the university, and less interested in 
collaborative activities. They hoped that I would make arrangements to bring a 
climate change expert to deliver a lecture to their group. Two of their members 
did, however, participate in the Citizen Science Beach Walk (Ref. BWK.3) because it 
met their expectations of learning from an expert that they might normally have 
difficulty contacting. However, I was never able to conduct a working session 
with the BEA organisation. During the Citizen Science Beach Walk activity when 
participants were asked to develop a personal scale for degrees of ‘native’ and 
‘invasive,’ the two participants from BEA struggled to engage. What I discovered 
is that a work such as BWK-BCN appeals to individuals who are interested in the 
citizen as colearner model of participation and citizenship (Roberts 2004), and 
that, similarly to the experience at BYP, in order to engage more people, other 
entry points need to be created for participants who are less comfortable with 
breaking barriers between experts and non-experts. 
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In addition to breaking barriers between experts and non-experts, this research 
uncovered the need to break barriers to intergenerational collaboration. One of 
the original aims I had with BWK-BCN was to create activities or events that 
brought participants from different generations together to collaboratively 
address the issue of changing climate. This was successful during the pilot 
working session; therefore, for the session at Berwick Youth Project (BYP) (Ref. 
BWK.2) I invited a member of the local art collective 56 Degrees North, the leader 
of BYP, and the chairman of the chamber of commerce who had expressed 
interest in the work. The intention was that the adults and youth would work 
together on the design activity to create a device, or series of devices, that would 
alter the climate on Berwick’s beach. The activity was held at BYP during their 
regular Saturday open hours in order to engage more youth. After pulling 
together some tables and setting up the supplies with help from some of the 
youth who offered to assist me, I gathered the group around to begin a 
conversation about the work and what we would be doing that day.  
 
Having done a brief introduction myself, I asked everyone to introduce 
themselves to one another, going around the table. When the leader of the 
chamber of commerce introduced himself, he spoke at length about the chamber 
and its accomplishments. Unfortunately, this led to some of the youth visibly 
losing interest, and they began to have conversations in smaller groups. The 
leader of the chamber was visibly offended, and struggled from that point to 
engage with the youth, despite my efforts to help integrate them. He left the 
activity early. The youth did continue to engage with the other two adult 
participants and with myself. Several youth were playing table tennis and other 
games near where we had set up the BWK-BCN activity. This assisted in 
engaging the youth, as those who were at first uncomfortable with getting 
involved were able to observe at a safe distance, and come over when they felt 
ready to take part. In addition, it allowed youth who were involved in the BWK-
BCN activity from the start to walk away and come back as they needed. This 
proved to be important to understanding how participation might function in 
future working sessions. Of note was the need to create an environment in 
which participants could come in and out of the activity as they needed. Making 
note of these elements provided key learning as I further developed the work. 
With the benefit of hindsight, this activity would have benefitted from me 
developing a different form of introduction or icebreaker to bring the chamber of 
commerce leader and the youth together. As the group naturally subdivided, one 
option would be to create pairs or teams at the outset in order to establish a sense 
of working towards a common goal. In other working sessions with larger 
numbers of people, such as the Probus Club (Ref. BWK.5) and Longridge School 
(Ref. BWK.6), this worked quite effectively. At BYP, the youth were in their 
comfort zone since this was a place where they felt ownership and spent many 
hours per week. Another alternative would have been to select a neutral space 
for the activity, although this might have negatively impacted the youth’s 
participation. 
 
While the individual elements of BWK-BCN did not create the degree of 
intergenerational engagement I had initially sought, the overall work did engage 
a wide range of ages. Perhaps most poignant were comments from the working 
session with the Probus Club whose average membership age was 80 years old. I 
initially questioned how this group might engage with the ideas I was 
presenting, but this was by far one of the most successful activities within the 
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research. They expressed that they were delighted to be presented with an 
opportunity to think about these issues in a challenging way, as often they felt 
their age group would be overlooked in these conversations. Of all of the groups 
who engaged with the working sessions, this group was most willing to embrace 
daring and speculative futures, yet they also contributed a great deal of life 
experience and tacit knowledge. 
 
The Need for Better Understanding Between Supporting Organisations and Practitioners 
of Infrastructuring Practice 
 
Finally, I want to refer back to a participant’s comment during the 
CAAG/Historic Towns Forum BWK-BCN working session in which she 
reflected that change is easier within an event, and harder at an institutional level 
(Ref. BWK.8). While not the primary focus of this research, it is worth mentioning 
how this research was impacted by such disparities. In the course of this 
research, I sought funding from Arts Council England (ACE) to support The 404th 
Wall and DIYwania works. During the application process I consulted with an 
ACE relationship manager who advised me that collaborating with an existing 
organisation such as a CPP would strengthen my application, as they would be 
able to provide an existing audience, therefore ensuring larger engagement 
numbers. While the CPP was eager to collaborate, there was a fundamental 
difference in the two approaches to engaging participants: their projects take a 
more ameliorative position, while DIYwania is agonistic in nature. The CPP 
manager approached DIYwania as a spectacle as opposed to a critical 
conversation space. After coming to understand our intention, she admitted that 
perhaps she had been “too risk averse,” and ultimately we were able to 
collaborate with them during one event. However, it was arguably the least 
successful of the works, and as a result, is an illustration of the ‘tyranny’ of 
participation that has been discussed.   
 
7. Need for Tool or Method for Monitoring Mindset Shifts 
 
In relation to this research’s aim of facilitating ‘light switch moments’ to 
encourage mindset shifts, a potential failure could be seen as the lack of a means 
to monitor to what degree participants’ mindsets have shifted as a result of 
engaging with the works, particularly over the longer term. While a long-term 
assessment is outside the scope of this research, it does raise questions for how a 
means of monitoring and assessing mindset shifts might be built into future 
work. Such a tool could provide valuable insight into how to support new forms 
of governance, as well as understanding the infrastructures needed to support 
participatory artworks that seek to initiate these mindset shifts. 
 
8. Power of the Catalyst for the Unexpected 
 
Finally, a significant outcome of this research is the recognition of the power of 
the catalyst when approaching complex and uncertain issues. The works have 
been able to effectively engage participants in new ways of thinking about issues 
of concern, and have created a sense of enthusiasm. They accomplished this 
through speculative processes that supported participants in building narratives, 
recognising their own entanglements with issues of concern, and reflecting on 
what actions they may or may not like to take in their situated contexts. As has 
been highlighted throughout this thesis, it is outside the scope of this research to 
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monitor long-term change. However, the political nature of the work and its 
focus on supporting individuals to envision different possibilities suggest that 
the work has the potential to spark the process for ongoing change in varying 
degrees, across various timescales. This change goes beyond a participant’s 
engagement with the work, and beyond any particular component of the toolset. 
Therefore, the work’s power can be understood as that of a catalyst for change 
and for the unexpected. 
 
SIGNIFICANCE 
 
While Bishop and Kester each argue for different strategies for agency within 
participatory practices, my practice-led research sets a zone where those very 
issues are variable. I argue for a different kind of politics that is one of personal, 
direct enaction. This form of politics is more in line with Mouffe’s definition of 
‘political’ than ‘politics,’ creating a platform that facilitates individuals to 
discover their direct connection to global metanarratives, and to then have the 
possibility of making decisions on what actions are appropriate for them to take. 
This approach challenges existing notions of participation, and offers new, 
transdisciplinary ways of thinking about participation – within the art context 
and beyond. 
 
As has been discussed, participation is generally thought about as either a means 
to an end, or the end itself. It has been utilised in attempts to democratise 
workplaces, planning processes, and scientific research. It has also been 
suggested as a ‘volunteerism’ approach to policy. Discussions of participatory 
practices and place are quite common, but they have their limitations. In 
particular, the trend of appropriating participatory art within regeneration 
schemes, or with policy-led programmes such as Arts Council England’s 
Creative People and Places (CPP) programme73, is highlighted here as 
representing some of the core critiques of participation, and is the starting point 
for the questions at the heart of this research. Participatory art has a history of 
being used within these schemes in an effort to draw out narratives of place. 
However, these attempts are usually unsuccessful due to the problematics of 
‘parachuting’ an artist into a ‘deprived’ context for a limited time (Braden, 1978; 
Kelly, 1984; Yudice, 2003), and thereby operating as a form of social engineering. 
These programmes are typically aimed at generating a sense of community and 
social inclusion, yet they fail to take into account the complexity of issues that 
have contributed to a state of deprivation (Braden, 1978, p. 123), and the other 
pressures facing residents. In addition, the legacy of these works is often 
challenged by their limited timeframe with a focus on project-based engagement 
as opposed to cultivating ongoing engagement. Finally, these schemes often lack 
the needed infrastructure to support the works after the artist has left. As a result, 
art in a regeneration context often falls into the ‘tyranny’ category of 
participation (Cooke and Kothari, 2001), with the works being instrumentalised 
towards upholding policy agendas as opposed to truly empowering citizens 
(Pollock and Sharp, 2012). Given these challenges to participatory art, when it 

																																																								
73 CPPs contribute to particular narratives of place, commissioning works to focus on “…parts of the country where 
involvement in the arts is significantly below the national average. We believe that everyone has the right to experience 
and be inspired by art and culture, so we want to transform the opportunities open to people in those places.” (See Arts 
Council England (2017) Creative People and Places Fund. Available at: http://www.artscouncil.org.uk/funding/creative-
people-and-places-fund, Accessed 13 January 2018. 
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comes to addressing global wicked problems like climate change and their 
relation to local contexts, something else is needed.  
 
The transdisciplinary method and its associated toolset developed by this 
research propose a form of active citizenry that has wide applications. To begin 
with, I want to return to Pontypool and the context of regeneration, where the 
questions pushing this research originated. When considering how this learning 
might be applied retrospectively to the Pontypool residency, the main challenges 
pertain to reframing expectations, and changing people’s attitudes. Firstly, this 
research suggests the need to work with the local authority to understand the 
work from an infrastructuring perspective, as opposed to a projecting 
perspective in which there are assumed start and end dates, with assumed 
outcomes. By establishing this, the focus could have been moved to how to best 
create a context for ongoing exploration to occur, including what structures the 
council would need to ensure were in place for the long term. This would also 
position ‘regeneration’ as an issue to be re-solved as opposed to solved. In doing 
this, it would open the discussion to include the wider social, economic and 
political implications of regeneration, viewing it as a systemic issue. Secondly, 
the research points to the benefit of framing this process as a co-learning 
experiment between the residents, the local authority, and other organisations. 
This would support what I am identifying as the third aspect, which is of 
assisting individuals in identifying how they are implicated in the issue of 
regeneration. My experience in Pontypool was that most residents assumed that 
the council was responsible for all aspects of implementing the regeneration 
scheme. Formulating the programme in an open and co-designed way would 
contest the assumed hierarchy of the council as ‘expert’ and residents as ‘non-
experts.’ This would also ensure situated knowledge was applied and a genuine 
sense of agency expressed without being instrumentalised. Additionally, this 
would create opportunities for residents to see their implications in and 
responsibilities for the scheme, leading to a much more successful form of long-
term engagement. 
 
Regeneration is just one example of a context where this research could be 
applied. This research could also offer valuable contributions to how we address 
other wicked problems such as resource consumption, and therefore could sit 
alongside other responses to this issue such as the Circular Economy and 
Transition Design. These fields aim to take a systems level perspective to 
redesigning an economy based on extended use cycles for products with minimal 
resource extraction, and creating a design-led approach to addressing wicked 
problems, respectively. Circular processes are being embraced within corporate 
contexts, small businesses, and even within art and maker spaces such as the Fab 
Labs Fab City74 agenda, which is looking to make cities self-sufficient, and 
Mediamatic75 in Amsterdam, which is applying circularity to its brewing and 
gardening systems. While circularity is often heralded as the way forward, it 
demands better understandings between systems and the necessary cultural and 
behavioural shifts to implement them. In addition, such attempts to redesign 
embedded systems require critical questions and engagement to flesh out issues 
																																																								
74 Fab City is an initiative started at Fab Lab Barcelona using digital making technologies to support the development of 
“locally productive, globally connected cities”. See Fab Lab (2018) Fab City. Available at: http://fab.city/ (Accessed 9 
February 2018) 
75 Mediamatic is a cultural institution exploring arts, science and technology developments. See Mediamatic (2018) 
Available at: https://www.mediamatic.net/ (Accessed 9 February 2018)	
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of concern, and ensure democratic contribution to research agendas from a 
diverse constituency. This is where this research could offer valuable insight. 
 
Linked to the fields of Circular Economy and Transition Design are research 
bodies such as the Global Challenges Research Fund, and initiatives like 
Barcelona City Council’s Open Data BCN76, designed to make the city’s data 
publically available for use. The findings from this research can add considerable 
value to these contexts by sitting alongside technology-based approaches in 
order to bring different perspectives together in order to understand participants’ 
pain points and experiences with the aim of moving the conversation forward. 
This responds directly to the research’s suggestion of the need for investigation 
into new models of governance. Finally, this practice-led research has the 
potential to impact policy, which needs to move away from pre-determined 
objectives and instrumentalisation, and towards active citizenry.  
 
In order for the research to impact upon these areas, there are potentially some 
things that need to change, and some questions that need to be asked. As a 
strategy, using boundary objects in tandem with infrastructuring has proven 
successful to supporting the emergence of the active citizen. However, I question 
how contextually specific these objects need to be. While the DIYwania tent 
certainly helped to catalyse engagement in the Dubai context, the specificity of 
Berwick and Barcelona with the toolkit was not particularly relevant outside the 
Berwick context. In this case, I would argue that the work might also have been 
successful had BWK-BCN been a generic ‘new town,’ or if it had a version that 
would allow participants to adapt the kit to reflect their specific location. What 
was essential was the absurdity and humour embedded in each work, and their 
disruptive nature, that allowed for the suspension of disbelief. 
 
Other concerns relate more to the pragmatic. The value of taking a longer-term 
approach to issue re-solving and facilitating active citizenry needs to be 
communicated to stakeholders across sectors. This requires considering what 
kinds of boundary objects might serve this function in the initial stages of a 
work. In addition, the appropriate infrastructures, collaborations and networks 
needed to support this type of ongoing participation need to be identified. 
Despite some of the difficulties posed, and the ongoing questions raised, by 
demonstrating a continuous process that remains open to unknown, future 
participants, this research has found that introducing infrastructuring to the 
participatory art context offers significant value to radically challenge how we 
understand the ways participatory works operate. This has potentially important 
implications for how this type of art practice is funded, how and when it is 
evaluated, and what types of additional support are needed to ensure the 
continuous nature of the work.  
 
FUTURE WORK 
 
The political nature of the works in this research and their focus on supporting 
individuals to envision new imaginaries means that there is the potential for the 
research to have significant impact in both the short term and longer term. Rather 
than focusing on any one tool, the research is concerned with how the developed 

																																																								
76 Ajuntament de Barcelona (2018) Open Data BCN. Available at: http://opendata-ajuntament.barcelona.cat/en (Accessed 
10 February 2018) 
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toolset can support the works as catalysts for change with wide applications. This 
thesis is just the beginning of an investigation into new forms and 
understandings of participation and active citizenry regarding wicked problems. 
In order to support this wide application of its approach, the thesis suggests the 
need for further research in several areas, including how this form of 
participation and its approach might be supported within institutional contexts.   
 
This research discovered the need for methods that would assist in monitoring 
and understanding mindset shifts as a result of the work over the longer term. A 
potential future application of this research is in the development of a method, 
tool or metric for gaining a better, longer-term understanding of the impact of an 
infrastructuring participatory art practice. This responds directly to the 
contributions of the toolset, as well as the need to work with supporting 
organisations to fully understand how this type of practice functions and the 
value that it brings.  
 
Another direction for research building upon this thesis is an investigation into 
how artists using an infrastructuring methodology might work within and 
alongside organisations performing climate change research, such as the Tyndall 
Centre for Climate Change Research77, which conducts research in an attempt to 
support the transition to a low-carbon future. This thesis offers examples of how 
this type of practice could support a holistic research approach into how to 
approach climate change. Additionally, this research can contribute to 
organisations such as Creative Carbon Scotland78, which works with artists and 
other individuals to look at the importance of engaging cultural strategies in 
addressing climate change at the individual, organisational and policy levels. The 
multilingual aspect of this research’s methodology and its use of narrative and 
storytelling are well-suited to discovering the points of resistance within these 
different contexts, and developing the language needed to translate this across 
different barriers.  
 
Other possibilities for future applications of this research lie in how to better 
support co-ownership of these kinds of participatory practices. While the 
research successfully brought different groups of people together in a ‘making’ 
context, it still struggled with facilitating a sense of ownership of the work and 
methods on the part of the participants. Additionally, the experience of working 
on the Making Sense project at Fab Lab Barcelona had a tremendous impact on 
how I am thinking about future applications of my research and practice. Firstly, 
the project itself provided me with the opportunity to collaborate with a very 
diverse group of individuals in a new cultural context. This was exciting and 
challenging. The participatory and bottom-up character of the project required 
strategies and a sensibility for how to create the context where people would 
want to get involved, and feel comfortable taking ownership of the technology. 
While not an artwork, I was able to apply methods and sensibilities derived from 
my participatory practice to Making Sense. Secondly, by spending time in the 
Fab Lab I was able to engage with the other projects and activities taking place in 
a making setting. In particular, I was invited to serve as a guest judge for the 
mid-term and final reviews of the Masters students who were developing 
projects based on making the local neighbourhood more sustainable. The insight 
I have as a practitioner specialising in participation meant that I was able to offer 
																																																								
77 https://tyndall.ac.uk/about 
78 https://www.creativecarbonscotland.com/ 
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feedback on how to best engage residents in the conceptualisation and design 
process, as well as highlight the importance of considering the social when 
designing technology. This experience, along with the findings of my research 
regarding the benefit of ‘making’ spaces to create ‘Magic Circles’ suggests a line 
of inquiry for future work into how participatory practices might collaborate 
with digital fabrication spaces aimed at engaging local residents in the making 
culture. Related to this is the potential benefit of training practitioners in 
facilitation as a means to support this. 
 
From a creative standpoint, the most exciting and challenging aspects of the 
works included the exactitude and interdimensional draughts activities of The 
404th Wall, and the process leading to the development of the BWK-BCN toolkit. 
Through these I gained a better understanding of my own interest in wicked 
problems, as well as what I found exciting about working with people to address 
them. The Chthulucene, to adopt Haraway’s terminology, presents a context that 
requires us, and challenges us, to rethink everything: our relationships to other 
species, our core values and narratives, our behaviours, our politics – everything. 
This necessitates being imaginative, and applying a systems perspective in order 
to understand how things are connected, and devise new connections. The 
exactitude and interdimensional draughts activities, along with the BWK-BCN 
toolkit illustrate a playful way to begin this process. While I could certainly 
explore these ideas through other creative formats, engaging others in this line of 
questioning and experimentation was incredibly enjoyable and rewarding, as 
each individual brought different ideas and experiences to the table.  
 
In terms of how the experiences gained through this research and the placement 
with Making Sense have informed my practice moving forward, I intend to take 
this line of inquiry further into similar work I have been doing with the emergent 
technology of synthetic biology and the field of food security. Both are systemic 
in nature and require a similar type of interrogation due to how they challenge 
many of our core beliefs. I am exploring these issues within the art and making 
contexts, but am also looking at how the methodology I have developed might be 
implemented in other research and community contexts. 
 
CONCLUSION  
 
This thesis has argued that the complexity of wicked problems such as climate 
change necessitate new forms of participation that take into consideration a 
variety of knowledges from an extended peer group. This, therefore, requires a 
consideration of how to best engage individuals, and how to make wicked 
problems like climate change relevant in situated contexts. This research 
interrogates how participatory artistic practices might deconstruct global wicked 
problems in order to create a critical and reflective space in which participants 
can explore their relevance within their local contexts. 
 
Through a transdisciplinary methodology that simultaneously evolved through 
and gave rise to a unique toolset, this research challenges disciplinary divisions 
in addressing wicked problems like climate change. It champions a new form of 
participatory practice that merges elements of Participatory Design with 
participatory art in an effort to create a new way of understanding the potential 
of participatory practices to enable a process of ongoing re-solution of wicked 
problems, which by nature deny a single solution. Starting with a framework that 
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draws together Massey’s (1991) definition of place as socially-constructed and the 
product of flows, with Soja’s Thirdspace (1996), the research suggests the need to 
understand climate change as a situated phenomenon that challenges the local-
global binary, and therefore needs a more nuanced approach. By exploring the 
impact of our individual and collective social imaginaries on how we frame and 
understand climate change, the research calls for a shift in how we think about 
participation and participatory works, moving from traditional project-based 
approaches to establishing long-term contexts that catalyse change across radii of 
impact. In doing so, the research demonstrates potential ways for participatory 
art practices to critically collaborate with other disciplines to frame and approach 
wicked problems, to understand the cultural and behavioural components of 
climate change, and to support the emergence of the active citizen to address 
these issues.  
 
This thesis has made two principal contributions to the field regarding activating 
the citizen to address wicked problems. Firstly, it has shown that in applying a 
methodology informed by infrastructuring to participatory art is a useful means 
to disrupt the binary approach to participation that typically exists, therefore 
creating a transdisciplinary form of participation. This, in turn, calls for a 
reconsideration of notions of legacy of these works. Secondly, the research 
demonstrates that the use of boundary objects within an infrastructuring 
methodology creates a useful platform for supporting the transformation from 
participant to active citizen. 
 
In addition to these principal contributions, this thesis offers other significant 
contributions to research. The development of this research’s unique toolset 
provides an example infrastructure for an infrastructuring participatory practice. 
The toolset demonstrates the potential offered by using the ‘making’ 
environment as a ‘Magic Circle’ in an effort to bring together individuals from 
different backgrounds with different situated knowledges to find and express 
their agency in the face of complexity. In bringing together individuals from 
different backgrounds the research discovered that the complexity of wicked 
problems such as climate change, and the need to address them from a variety of 
disciplinary perspectives, requires the development of transdisciplinary 
vocabulary. However, by embracing failure as a tool for innovation, the research 
was able to create a context for experimentation and risk-taking in which I 
employed the toolset to support individuals in building narratives, disrupting 
habitus, and considering new social imaginaries. 
 
Due to the toolset’s political nature and focus on envisioning different 
possibilities, it therefore serves as a tool for agency that will undoubtedly effect 
change in both the near and longer term. By supporting change across multiple 
timescales and in multiple forms, the works in this thesis look to discover how 
things become durable, and how this form of practice can spark changes in 
mindset. The shifts in mindset that were identified during and after the working 
sessions begin to have a ripple effect with disruption of habitus and change 
occurring in different timeframes and at different levels. This goes beyond a 
participant’s engagement with the work or any individual tool within it. A 
critical outcome of this research, therefore, is an acknowledgement of the power 
of the catalyst for the unexpected in the face of complex wicked problems.  
 



 
 

 138 

As has been discussed, this thesis is just the beginning of a line of inquiry into 
new forms of transdisciplinary participatory practice as a means engagement 
with wicked problems like climate change. The research suggests the need for 
further investigation into how to monitor and understand mindset shifts over the 
longer term. Equally, the research calls for a more nuanced transdisciplinary 
vocabulary with which to discuss climate change. While the works aimed to be as 
inclusive as possible and promote a sense of co-ownership, the research did 
reveal that despite this objective there were barriers to participation, and those 
who did participate did not necessarily feel like owners of the works. 
Consequently, this suggests potential directions for future work to investigate 
other ways of addressing barriers to participation at various stages of a work, 
and how to better facilitating a sense of co-ownership. Alongside this, the 
research suggests the need for presence, resilience, and facilitation skills on the 
part of the practitioner in order to support participants in finding connections 
and ways into the discussion of the issue of concern.  
 
I began formulating the works that comprise this research after a trip to 
Barcelona at the time of the Scottish independence referendum, and I concluded 
them whilst again in Barcelona during the Catalan independence referendum. 
These two events provide fitting bookends to a thesis exploring place and active 
citizenry. Along with The Women’s March, The March for Science, the 50th 
anniversary of the 1968 revolts, and the protests against Brexit, these 
referendums are demonstrative of the current groundswell of renewed interest in 
participation. 
 
The form of participation developed in this research offers the gift of impossible 
thinking, of embracing curiosity in order to think through different standpoints 
and imagine new possibilities. It reminds us of the power of visioning and the 
potential of a small action to ignite change. To celebrate this, I conclude this 
thesis with a quote from Calvino’s Invisible Cities; a book which has served as a 
guiding force throughout this research: 
 

With cities, it is as with dreams: everything imaginable can be dreamed, but even the 
most unexpected dream is a rebus that conceals a desire or, its reverse, a fear. Cities, like 
dreams, are made of desires and fears, even if the thread of their discourse is secret, their 
rules are absurd, their perspectives deceitful, and everything conceals something else. 

(Calvino 1974: 44) 
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TABLE OF WORKS 
 
This Table Of Works lists each of the activities, or experiments, that comprise 
each of the three works discussed in this thesis. It provides an overview of the 
types of tools used, the demographics of the participants, and the general 
outcomes of the activities. Throughout the main body of the text, discussions of 
specific activities are noted with the activity’s corresponding reference number as 
indicated in this table. The key below identifies the abbreviations used in the 
table, and provides an explanation of the terms. 
 
Key: 
(AM): Alexia Mellor 
 
(AS): Anthony Schrag 
 
(B): Branding – The use of a common visual aesthetic for each work created a 
sense of cohesiveness and consistency between the various elements or iterations 
of the work. In the case of BWK-BCN, the intentional allusion to easyJet’s 
branding referred to the phenomenon of budget travel, and created the context 
for the wider discussion of the links between climate and place. 
 
(C): Commensuration – The process of creating a common metric between vastly 
different things, which involves valuing and negotiation. 
 
(CP) – Cultural Probes – Objects and materials, and visual references designed to 
elicit responses from participants and catalyse discussion during working 
sessions. References Gaver et al’s (1999; 2004) use of the term as a means to 
uncover “inspirational data” (Gaver, Dunne and Pacenti, 1999, p.25). 
 
(EDE): Extra Dimensional Explorer – Term to describe participants in The 404th 
Wall. 
 
(F): Fiction – Use of fiction and speculative design elements in order to support 
the suspension of disbelief. 
 
(FC): Friends or Colleagues - Participants were recruited via friends or 
colleagues. 
 
(PE): Personae – Use of characters or identities in order to support suspension of 
disbelief. 
 
(H): Humour, Parody and Play – The use of humour, parody and play in the 
work as a strategy for suspending disbelief and reimagining. 
 
(I) Intervention – A specific form of working session that involves an 
intervention into public space or outside formal settings. The disruption of a 
particular context is an essential component of the intervention. 
 
(L): Lab – A lab aesthetic was used as a metaphor to establish a context for 
experimentation. Further explanation is provided in the chapter on 
Methodology. 
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(N/S): Narrative and Storytelling – Refers to use of anecdotes as well as fictional 
storytelling as tools for creating points of connection to issues of concern, while 
also imagining alternative futures. 
 
(NBP): NewBridge Project  - Newcastle location for The 404th Wall sessions. 
Consists of a Project Space, artist studios and artist book shop in Newcastle City 
Centre.  
 
(OC): Open Call - Participants were recruited via an open call process. 
 
(P): Prototype – Objects developed in response to working sessions, and used to 
catalyse further questioning and discussion. 
 
(PB): Passerby – Participants recruited as they passed by intervention. 
 
(PC): Prompt Cards – Prompt cards were a specific form of Cultural Probe used 
to catalyse discussion and activity during BWK-BCN working sessions. 
 
(SM): Social Media - Participants were recruited via social media. 
 
(T): Toolkit –BWK-BCN toolkit; the DIYwania kit. 
 
(WB): Website – The work’s website. 
 
(WS): Working Session – Involves gathering diverse stakeholders together to 
engage in inventive problem-making (Fraser, 2009). This entails exploring the 
complexities of a problem rather than specifically looking towards a solution. 
Working sessions are aimed at catalysing ongoing engagement with the issues 
presented, both formally within the session or in tandem with other elements of 
the work, and informally outside the context of the work (e.g. in the individual’s 
daily life). While there is no specific formula for a working session, they 
generally involve the use of (CP), (T), (H) as a means for creating a context of 
exploration. Additionally, facilitation skills, hospitality skills to create a 
welcoming setting, project management skills to arrange and organise, and 
interpersonal skills are required of the practitioner in order to conduct successful 
working sessions. 
 
#= The number of participants. 
 
DEMO.= Participant Demographics. 
 
  
 



REF WORK ACTIVITY TIME/ 
SESSION 

CONTEXT # DEMO. RECRUITING 
METHOD 

TOOLS 
USED 

OUTCOMES 

404.A The 404th Wall Mapping the Stars; 
The eye does not see 
things but images of 
things that mean other 
thing 

1 session, 1 hour NBP and online 7 Artists, art students (OC), (SM) (WS), (L), 
(CP),(PE), (H), 
(WB), (N/S), (F) 
(C) (B) 

Catalysed discussion of how we translate experiences and unknown 
entities, and what is needed to support this translation. This directly 
informed thinking on boundary objects. Corresponds to DIY.1 

404.B The 404th Wall Play, cities and desire 
– Interdimensional 
Game of Draughts with 
Peter Law 

1 session, 2 hours NBP and online 7 Artists, art students (OC), (SM) (WS), (L), 
(CP),(PE), (H), 
(WB) (F) (C) (B) 

Forced to communicate movements; offered opportunity to reimagine rule 
sets as pieces ‘moved’ from one side of the board to the other. Catalysed 
thinking about rule sets and how this might translate to the cultural scale 
and worldviews. Informed thinking on social imaginaries and habitus. 
Corresponds to DIY.2 

404.C The 404th Wall Play: cities and desire 
– Making Islands 

1 session, 2 hours NBP and online 4 Artists, art students (OC), (SM) (WS), (L), 
(CP),(PE), (H), 
(WB) (F) (B) 

Participants repurposed existing elements in the space to create shadow 
islands. Internet network breaks meant that participants able to watch 
commissioned videos.This particular activity did not specifically impact the 
development of the work. Corresponds to DIY.3. 

404.D The 404th Wall Sound – cities and 
memory 

1 session, 2 hours NBP and online 11 Artists, art students (OC), (SM) (WS), (L), 
(CP),(PE), (H), 
(WB) (F) (B) 

This activity offered a context to become more aware of how sound 
impacts experiences of place, and therefore informed (PC) in BWK-BCN on 
what sounds would be heard. Facilitated a spirit of innovation, improvising 
means of communication with one another using tools such as paper cups 
and string since the room was too loud to speak. Participants struggled 
with the freedom that they were given to develop rules, unsure of how to 
move forward, however, through the playful scenario and our 
encouragement, they soon welcomed experimenting with new rules. 
 

404.E The 404th Wall Cartography – cities 
and signs  
 

1 session, 2 hours NBP and online 9 Artists located remotely 
in London, Netherlands 

(OC), (SM), (FC) (WS), (L), 
(CP),(PE), (H), 
(WB) (F) (C) (B) 

Experimental approach to engaging remote audience in responding to data 
sent from Dubai and interpreting through lens of their locations. Their 
responses were also transmitted to NBP and incorporated into the evolving 
installation. Began thinking of how to involve various audiences at various 
points in a work, impacting notion of remote toolkits in BWK-BCN. 
Corresponds to DIY.4.  
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404.F The 404th Wall Cartography – cities 
and signs  - Each city 
replaces its form from 
the desert it opposes 

1 session, 1 hour NBP and online 6 Artists (OC), (SM), (FC) (WS), (L), 
(CP),(PE), (H), 
(WB) (F) (C) (B) 

Body as mediating device to translate and measure data, resulting in 
physical remnants as aftermath of movement and activity. Participants 
expressed frustration and joy at the challenge of linking disparate things 
and creating new relationships between them. Commensuration via this 
activity became an important part of my thinking throughout research. 
Corresponds to DIY.6. 

404.G The 404th Wall Uproot it, dismantle it, 
take it off 

1 session, 30 
minutes 

NBP and online 4 Dancers (FC) (WS), (L), 
(CP),(PE), (H), 
(WB) (F) (C) (B) 

Means of thinking about Thirdspace and real-and-imagined aspect of 
place; reinforced aspect of scale in discussion of place. Created feedback 
loop as dancers and participants forced to physically interact with string. 
Informed thinking of iteration alternative forms of mapping. Corresponds to 
DIY.5 

404.H The 404th Wall Streamposium 1 session, 1.5 
hours 

NewBridge Books, 
Newcastle and 
online 

8 Previous participants 
and friend of artist 

(OC), (SM), (FC) (WS), (L), (CP), 
(PE), (H) (F) (B) 

Discussion of participant experiences of previous sessions. Highlighted 
where participants did not feel ownership, and lack of entry points. 
Corresponds to DIY.7 

404.I The 404th 
Wall/DIYwania 

‘Notes from Beyond 
The 404th Wall’ and its 
launch 

2 hours Available online 
and in NewBridge 
Books 

50 Previous participants 
and members of public 
invited to book launch 

(OC), (SM), (FC) (WS),(CP)(PE), 
(H), (WB) (F) (C) 
(B) 

Brought together elements and audiences; pamphlet serves as alternative 
form of documentation, i.e. remains open to interaction as well as 
documenting previous elements of the work. 

404.J The 404th 
Wall/DIYwania 

Website: 
http://404th.com 

n/a Online n/a n/a (SM), (FC) (WB), (H) (F) (B) While website open for further interaction, it remains to be seen if 
interaction will continue. 
 

DIY.1 DIYwania Mapping the Stars with 
LEDs; The eye does 
not see things but 
images of things that 
mean other thing 

1 day, 1 
collaborative 
session with The 
404th Wall 

Residential 
neighbourhood in 
Dubai/online 

* 0 Schrag and Mellor 
(included in participant 
count for The 404th 
Wall) 

n/a (T), (WS), 
(CP),(PE), (H), 
(WB), (I), (N/S) 
(F) (C) (B) 

Devised narrative/storytelling to relay experience of navigating Dubai to 
obtain materials for tent, and the ‘stars’ of the neon signs we saw. 
Corresponds to 404.A. 

DIY.2 DIYwania Multiplicity 1 day, 1 
collaborative 
session with The 
404th Wall 

Shopping Centre 
(IKEA) 

*0 Schrag and Mellor 
(included in participant 
count for The 404th 
Wall) 

n/a (T), (WS), (I), 
(CP), (PE), (H) 
(F) (C) (B) 

Used photographs to explore notions of multiples and replicability as form 
of multiplicity. They are included in the Notes from Beyond the 404th Wall 
pamphlet. Would come to inform thinking on alternative to prototypes. 
Corresponds to 404.B. 
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DIY.3 DIYwania Consistency 1 day, 1 
collaborative 
session with The 
404th Wall 

Video recording *0 Schrag and Mellor 
(included in participant 
count for The 404th 
Wall) 

n/a (T), (I), 
(WS),(CP)(PE), 
(H) (F) (C) (B) 

Video recording of one side of a game of draughts against imagined 
opponents, broadcast in NBP. Explored the potential or redefining rule sets 
as EDEs had to anticipate and respond to the rule sets we invoked. 
Corresponds to 404.C 

DIY.4 DIYwania Lightness 1 day, 1 
collaborative 
session with The 
404th Wall 

Zayed University, 
ISEA Conference, 
Dubai, UAE 

*0 EDEs Schrag and 
Mellor (included in 
participant count for The 
404th Wall) 

n/a (T), (WS), (I), 
(CP), (PE), (H) 
(F) (B) 

Photographs from ISEA conference at Zayed University and text musings 
on lightness (weight, brightness) included in the Notes from Beyond the 
404th Wall pamphlet. Scouted potential locations for DIYwania in university 
courtyard. Our original date and location of intervention was changed due 
to an official event for Flag Day with the Sheikha. Postponed until following 
day. Corresponds to 404.E 

DIY.5 DIYwania Visibility/ISEA 
Installation 

4 hours International 
Symposium on 
Electronic Arts, 
Zayed University, 
Dubai, UAE 

*12 Delegates of ISEA, 
students of Zayed 
University 

(SM), (OC), (PB) (T), (WS), (I), 
(CP), (PE), (H) 
(F) (B) 

Adapted installation to respond to new context in the university courtyard 
by reshaping the tent and using trees and nearby poles to secure it. 
Delegates and female business students joined us to discuss ideas of 
‘local’, gender, the role of art. Corresponds to 404.G 

DIY.6 DIYwania Exactitude 3 hours Car park median in 
shopping centre, 
Dubai residential 
neighbourhood 

11* Passersby; residents in 
neighbourhood, 
including Moroccans, 
Syrians, Filipinos 

n/a (T), (WS), (I), 
(CP), (PE), (H) 
(F) (C) (B) 

Development of ratios became important to relational thinking/tentacular 
thinking. AM and AS responded to male context of shopping area with AM 
acting as documenter and AS leading interactions in tent. Led to greater 
consideration of fluidity of roles of artists and participants; role of hospitality 
as part of toolset; importance of narrative and storytelling. Importance of 
performative element of setting up tent as a means to create entry point for 
participants. Adapted to different expectations around the interaction of 
people of different genders with AM leading discussions in the tent, while 
AS attended to documentation and other set-up. Corresponds to 404.F. 

DIY.7 DIYwania Quickness 1 session in 
collaboration with 
The 404th Wall 

Online, remote 
from Dubai 

*0 Schrag and Mellor 
(included in participant 
count for The 404th 
Wall) 

n/a (T), (WS), (CP), 
(PE), (H) (F) (B) 

AM and AS contemplated Quickness in opposition to slowness. While this 
did not result in any formal making to be shared with The 404th Wall, it 
furthered thinking about how time can inform our experience of place, and 
how we can understand elements of place via their opposites. This later 
informed the thinking underpinning my link between Barcelona and 
Berwick-upon-Tweed in BWK-BCN of understanding Berwick via 
Barcelona. Corresponds to 404.H 

DIY.8 DIYwania Think Tent 1 Session Newcastle 
University 
Business School 

9 MA students developing 
creative industries 
business projects 

(FC) - Students of MA 
in Arts, Business and 
Creativity, collaboration 
with lecturer 

(T), (WS), (I), 
(CP), (PE), (H) 
(F) (B) 

Invited to use DIYwania to assist students in thinking about innovation, we 
framed it as a ‘Think Tent’ to create a contact zone in order to disrupt 
expectations of a classroom and support creative interrogation of roles of 
culture and business. Informed thinking on disruption of habitus. 
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DIY.9 DIYwania Think Tent 1 Session Newcastle 
University, Fine Art  

6 2nd yr art students, 
passersby 

(PB), (FC) – Fine Art 
staff 

(T), (WS), (I), 
(CP), (PE), (H) 
(F) (B) 

Occupied space under staircase and used APG manifesto as starting point 
for discussion of role of arts and culture in the UK and Northeast. Realised 
the work functioned most interestingly outside art context, or at least in 
contexts where it engaged a broader theme, broader inputs. 

DIY.10 DIYwania Think Tent 1 Session Southwick Green, 
Sunderland UK 

17 Passersby (PB), (FC) - ACE CPP  (T), (WS), (I), 
(CP), (PE), (H) 
(F) (B) 

Importance of performative element of setting up the tent to creating entry 
point for participants to engage. However, only 3 participants entered the 
tent, while the remainder of participants consisted of passersby that we 
approached on the streets around the park. There were difficulties in 
collaborating with CPP due to risk adversity, and consequently this was the 
least successful of the DIYwania interventions. 

DIY.11 DIYwania Tent Kit n/a n/a n/a n/a n/a (T),(I),(CP) (F) 
(B) 

This refers to the physical kit,which includes the tent, Cultural Probes to 
support hospitality and facilitate discussions (i.e. pads of paper, giant 
pencils, cushions, mats, etc.) 

BWK.1 BWK-BCN Pilot 1 session, 5 hours Berwick-upon-
Tweed 

4 Researcher/poet, local 
artist, director of arts 
organisation, AM 

(SM), (FC) (WS), (CP), (PE), 
(H), (N/S) (F) (B) 

Use of (PE) and (N/S) to engage participants in imagining the potential 
impact of a climate-changing device bringing Barcelona’s climate to 
Berwick. Catalysed discussion and thinking about the relationship of 
climate to social activities, businesses, understanding of ‘natural’, and 
culture. Shared our experiences of travel and how climate impacted them, 
i.e. expectations of why we go to places and what happens when those 
expectations are not met. This pilot session, its use of WS, CP, H, N/S and 
PE provided the unfolding framework of BWK-BCN work 
 

BWK.2 BWK-BCN Berwick Youth Project  1 session, 3 hours Berwick-upon-
Tweed; youth club 

11 8 Youth aged 13-16, 
adult youth leader, local 
adult artist and local 
businessperson 

(FC) – BYP Director; 
Regular attendees of a 
pre-existing Saturday 
youth group 

(WS), (CP), (H), 
(N/S) (F) (C) (B) 

Built directly on the pilot session, participants designed climate-changing 
device. Replicated elements: WS format, CP to catalyse conversation and 
a making environment, H and F to suspend disbelief and imaginative 
thinking. Looked at potential of inter-generational discussion of climate 
change and local approaches to it. While the businessperson found it 
difficult to connect with the youth and left early, the remaining group 
developed prototypes and created a narrative/system linking each of the 
inventions. It became apparent to me that the work’s focus was less on the 
climate-changing device, and more on how the device created 
opportunities to explore the impact of climate on culture, how we create 
place, and our relationship to ‘natural’.  
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BWK.3 BWK-BCN Citizen Science Beach 
Walk 

1 session, 3 hours Berwick-upon-
Tweed beach 

12 Pensioners, 
researchers, artists, 
Berwick residents, 
Northumberland Wildlife 
Trust (NWT) 
representative 

(SM), (FC) (WS), (CP), (I), 
(H) (F) (C) (B) 

Collaboration with NWT citizen science project; Used CP of grid map to link 
with use of quadrant tool in citizen science mapping. Rethinking ‘native’ 
and ‘invasive’ if Berwick has Barcelona’s climate. Participants found it 
difficult to recategorise; found NWT guidebooks helpful, which led to my 
decision to create BWK-BCN pamphlet.  
 

BWK.4 BWK-BCN 56 Degrees North 1 session, 2 hours Berwick-upon-
Tweed; artist 
collective  

5 Local artists and 
crafters, local resident 
interested in climate 

(FC) Recommended by 
local arts organisation 
director 

(WS), (CP), (PC), 
(H), (N/S) (F) (C) 
(B) 

After looking over the previous BWK-BCN activities, I customised the (WS) 
to draw upon the 56 Degrees North art collective name and asked 
participants to imagine Berwick with a 41 degree latitude climate 
(Barcelona).Piloted (PC) and added additional cards informed by Tega 
Brain’s discussion of ‘parafunctional systems’ (informed by Dunne’s [2005] 
‘para-functionality’). Additions included PC of ‘infra’, ‘para’, ‘inter’ and ‘intra’ 
to encourage thinking of different kinds of structures. Cards asked: What 
sounds would be heard, considering changing forms of transportation and 
different species, along with an influx of climate refugees? What purpose 
would our monuments serve? Would the Berwick Barracks, no longer used 
as a military fortress, provide new farming practices, etc.?  
Artist participants had difficulty imagining this and their responses 
remained focused on realistic proposals that related to the town’s former 
incarnations. (PC)s proved useful for catalysing conversation, or steering it 
when there were difficulties moving beyond particular discussions. 
 

BWK.5 BWK-BCN Probus Club 1 session, 1 hour Berwick-upon-
Tweed; club for 
retired 
businessmen 

29 Retired businessmen, 
average age 80 y.o. 

(FC): Recommended 
by U3A member 

(WS), (CP), (PC), 
(H), (N/S) (F) (C) 
(B) 

Based on the success of the (PC)s, I used them again to ask participants to 
imagine what Berwick might be like with Barcelona’s climate. The session 
was not what I had expected, primarily because of the size of the group 
and the ages of the participants. This required resilience and ability to 
quickly adapt to a group perhaps less familiar with some of the prompts 
used in the presentation, and with different experiences. This was one of 
the most interesting and successful (WS), as the group was very 
welcoming and receptive, and willing to embrace the playful, speculative 
nature of the work in ways that the previous group had not. Additionally, 
they expressed gratitude for being included in the discussion of the topic of 
climate change, which is something they said they felt they were often left 
out of. The (PC) and (WS) format effectively created context for sharing of 
experiences and developments of (N/S). 
 

BWK.6 BWK-BCN Longridge Towers 
School 

Grpup presentation 
to entire school, 1 
session with 
students 

Berwick-upon-
Tweed school 

40 Students aged 11-12 
y.o. 

(FC): school 
headmaster 

(WS), (CP), (PC), 
(H), (N/S) (F) (B) 

(WS) with 40 students divided into 10 groups of 3-5 students to imagine 
how Berwick might be with Barcelona’s climate. Each group was given 
(PC)s for guidance and to catalyse discussion, along with (CP) to 
encourage making and prototyping. Some groups chose to make in groups, 
others subdivided. Students naturally developed (N/S) around their 
inventions, ranging from forms of housing, to forms of transport and games. 
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BWK.7 BWK-BCN Centre for Rural 
Economy (Newcastle 
Uni) and Berwick 
Visual Arts 

1 session Berwick-upon-
Tweed 

5 Researchers from 
Newcastle University, 
director of arts 
organisation, arts officer 
local council 

(FC) - invited by 
Berwick Visual Arts 

(WS), (CP), (P), 
(I), (H) (F) (B) 

Prototype of pamphlet as (CP); involved walking tour of Berwick in which 
participants imagined how things in Berwick might change with Barcelona’s 
climate. Set in future (2057). Less (N/S) as participants made notes, but 
due to lack of time did not evolve them into narratives. Pamphlet gave rise 
to the pamphlet that is a component of the BWK-BCN (T). 

BWK.8 BWK-BCN Berwick Conservation 
Area Advisory Group 
(CAAG) and Historic 
Towns Forum (HTF) 

1 session, 1.5 
hours 

Berwick-upon-
Tweed/Annual 
conference for HTF 

40 Members of CAAG, 
delegates of HTF from 
historic towns across 
England 

(FC) invited by CAAG; 
they circulated via 
(SM) 

(WS), (CP), (T), 
(H), (N/S) (F) (C) 
(B) 

First (WS) framed around creating BWK-BCN conurbation as climate 
change adaptation. Piloted (T) with delegates divided into 10 groups, with 1 
(T) at each table. I served as facilitator, walking around and helping groups 
when they were unsure of how to proceed or had questions, reassured 
them, led discussion at end. This emphasised value of artist’s/faciltator’s 
presence. Participants expressed how the experience opened up 
conversations and questions, challenged mindsets. This (WS) raised the 
question of the possibility of having (T) used remotely. 
 

BWK.9 BWK-BCN Newcastle University 
Institute for 
Sustainability 

1 session, 1 hour Newcastle 
University 

19 Researchers from 
natural and social 
sciences 

(FC) – Director of 
Institute contacted 
(AM)  

(WS), (CP), (T), 
(H), (N/S) (F) (C) 
(B) 

Researchers across physical and social sciences gathered to 
collaboratively address SDGs by designing BWK-BCN conurbation. As a 
result of (WS), they recognised crossovers in research and approaches to 
SDGs, challenged their thinking, and sparked interest in how to use this 
methodology to address issues in their own hometowns. One researcher 
expressed that she wished this had used a real town so that they could 
devise ‘real’ approaches with results. This comment, demonstrates the 
extent to which I am applying infrastructuring – not focused on designing 
the particular device, but instead focuses on how the work serves as a 
catalyst for shifting mindsets. 
  

BWK.10 BWK-BCN Seed Suit n/a n/a n/a n/a n/a (P), (H), (CP), (I), 
(T) (F) (C) (B) 

Informed by Tega Brain’s Coin-Operated Wetland and Revital Cohen and 
Tuur Van Balen’s Pigeon d’Or as examples of combining systems. 
Developed in response to (WS) BWK.1-6, and from way of thinking about 
responses to (WS) after the DIYwania work. Reinserted into BWK-BCN as 
both (CP) and (I), and part of (T). 
 

BWK.11 BWK-BCN Seed Cycle n/a n/a n/a n/a n/a (P), (H), (CP), (I), 
(T) (F) (C) (B) 

Informed by Tega Brain’s Coin-Operated Wetland and Revital Cohen and 
Tuur Van Balen’s Pigeon d’Or as examples of combining 
systems.Developed in response to (WS) BWK.1-6, and from way of 
thinking about responses to (WS) after the DIYwania work. Reinserted into 
BWK-BCN as both (CP) and (I), and part of (T). 
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BWK.12 BWK-BCN Windowsill Ocean 
Deacidifier 

n/a n/a n/a n/a n/a (P), (H), (CP), (T) 
(F) (C) (B) 

Informed by Tega Brain’s Coin-Operated Wetland and Revital Cohen and 
Tuur Van Balen’s Pigeon d’Or as examples of combining 
systems.Developed in response to (WS) BWK.1-6, and from way of 
thinking about responses to (WS) after the DIYwania work. Reinserted into 
BWK-BCN as (CP), and part of (T). 
 

BWK.13 BWK-BCN Remote Toolkit 
session 

1 session, 2 hours Auckland,  
New Zealand  

2 Remote participants – 
aged 36 and 38, artist 
and sustainable 
architect 

(FC) (T), (WS), (H), 
(N/S) (F) (C) (B) 

Participants established a comfortable context (food, drink, music) and 
created audio recordings of the session. Purposefully selected objectives, 
then randomly selected other cards. They did 3 rounds of the activity, 
drawing upon existing environmental projects and advertisements as 
inspiration. Participants noted the difficulty they had in being able to think 
outside the box. Expressed concern, wanted to make sure that they have 
me something ‘useful’. 

BWK.14 BWK-BCN  Remote Toolkit 
session 

1 session, 1 hour Helsinki,  
Finland 

4 Remote participants, 
mid-late 20s; engineer 
(M), freelance designers 
(F) 

(FC) (T), (WS), (H), 
(N/S) (F) (C) (B) 

Participants established a comfortable context (food, drink, music) and 
created audio recordings of the (WS). Group played 2 rounds, choosing 
cards randomly, but then switched for cards they were more comfortable 
with. One group member served as facilitator. While most embraced the 
playfulness, one group member struggled with suspending disbelief, 
expressed concern that he wanted to provide ‘useful’ data. Facilitator 
helped this group member see different possibilities, and he eventually re-
engaged.  

BWK.15 BWK-BCN Remote Toolkit 
session 

1 session Boston 
USA 

2 Remote participants - 
Artist and computer 
programmer 

(FC) (T), (WS), (H), 
(N/S) (F) (C) (B) 

Participant emailed a text description of "The Historical Society of Shared 
Rhythm" that she created as a means to capture BWK-BCN citizens’ 
narratives. 
Expressed concern that she hoped it was what I was looking for. She and 
her partner enjoyed the playfulness of the process. 
 

BWK.16 BWK-BCN Remote Toolkit 
session 

1 session Portland OR 
USA 

1 Artist (FC) (T), (H), (N/S) (F) 
(C) (B) 

Participant emailed a text description and photographs of the ‘Trash Nest 
Habitat’ she created in response to the selected cards designing BWK-
BCN. She struggled with what to create because she wanted to give me 
useful data, needed much reassurance, and wanted to create something 
that could potentially be actualised now. 

BWK.17 BWK-BCN Remote Toolkit  
session 

1 session Barcelona 1 Sustainable energy 
engineer 

(FC) (T), (H), (N/S) (F) 
(B) 

Participant specifically selected cards related to his interest in solar energy 
and described the company he wishes to create. He did not embrace the 
fictional element of BWK-BCN, and instead just described a solar energy 
project he is currently developing. 
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BWK.18 BWK-BCN Toolkit session 1 session, 1 hour Barcelona 2 Designer, architect (FC) (T), (WS), (H), 
(N/S) (F) (C) 
(CP) (B) 

Over dinner, these two participants selected cards and developed a new 
Olympic game to revitalise coral reefs. They fully embraced the fictional 
aspect and drew upon current scientific research to develop a competitive 
element of a game to make the best use of the research. 

BWK.19 BWK-BCN Website n/a Online n/a n/a (SM) (WB), (H) (F) (C) 
(B) 

Active part of work that allows visitors to site to contribute to the work by 
selecting card combinations from the toolkit and creating a response, or 
request a physical toolkit. 
 

BWK.20 BWK-BCN Toolkit n/a n/a n/a n/a n/a (T) (F) (C) (CP) 
(PC) (B) 

Idea of a kit informed by DIY.11. Initiates the development of BWK-BCN 
conurbation. Toolkit is comprised of 44 cards with 4 categories (Objective, 
Environmental Systems, Infrastructure, Socio-Cultural Systems) and 
pamphlet for context and inspiration. It is informed by (CP) and (PC) used 
in BWK.4-6, as well as the pamphlet used in BWK.7. 
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*Numbers reflect the number of participants in the DIYwania interventions. The number of participants in the collaborative live-streamed sessions with The 404th Wall are reflected in the 
entries for The 404th Wall. 
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CATALOGUE OF WORKS 
 
This document catalogues the three works that form this thesis and their components. It also 
provides information on previous works referenced. The works are presented in 
chronological order according to when they were created, apart from Mellor Management in 
Pontypool and Lokönenie, which are listed in the order in which they appear in the text. It 
should be noted that The 404th Wall and DIYwania works have a unique relationship. 
Although they are two independent works, they were developed in tandem, and 
collaborated for part of their components. It should also be noted that this catalogue 
provides an overview of the works. For further documentation, please consult the works’ 
websites. 
 
MELLOR MANAGEMENT IN PONTYPOOL (2012-2013) 
 
Mellor Management in Pontypool is part of the ongoing umbrella body of work, Mellor 
Management (2007-present), which uses the guise of a corporate consulting company to 
engage participants in a dialogical process investigating links between local and global. In 
the Pontypool iteration, the work specifically responded to the context of a regeneration 
project and the local authority’s aims to engage residents in the process. 
 
Based in the town’s indoor market, the work transformed a market stall into a ‘corporate 
office’, which served as the work’s headquarters. 

 
 
 
Activities and events included a ‘dictation station’ in which participants were invited to 
share thoughts, ideas, stories, etc. These were typed on a typewriter and posted on a public 
notice board. The seemingly displaced typewriter and the echoing of its sounds throughout 
the market piqued curiosity and created an entry point for visitors to the market to engage 
with the work. 
 
 
 
 
 
 
 
 
 
 

 
 

Fig.1 Mellor Management in Pontypool. Installation of an ‘office’ in the town’s indoor 
market, which used furniture discarded by the local council offices. 

Fig.2 Dictation Station Fig.3 Dictation Station (Detail) 



APPENDIX C – CATALOGUE OF WORKS 

	 153 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 

‘Board (Game) Meeting’ brought together residents and council members to playfully 
address issues associated with regeneration, and what the town’s future identity could be, 
through bespoke games.  
 

 
 

 
 
‘Business Park’ (involved collaborating with a local garden centre to use plants to create a 
bar graph in the town centre that illustrated what residents found most important to the 
town’s identity and regeneration initiative. Two university students asked to be part of the 
Mellor Management work, so I involved them as ‘Consultants-in-Training’, where they 
assisted me with every element of the activities in order to learn how I was developing them. 
The Consultants-in-Training spoke with passersby and encouraged them to place a plant in 
the category of their choice. 
 
 
 
 
 
 
 

Fig. 4 Board (Game) Meeting. Using the format of a Board Meeting, the activity brought together 
members of the council and local residents in the Mellor Management office to play bespoke games 
such as Board (Game) Bingo, designed to playfully start conversations and develop imaginary futures 
for the town. 

Fig. 5 Business Park. Passersby placed plants in a bar graph to 
indicate what elements of Pontypool they found most important 
to the town’s identity and regeneration plans. 

Fig. 6 Business Park (Detail) 
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The Pop-Up Bakery and SHOPtalk responded to comments that came out of the dictation 
station that the stall Mellor Management was using had previously been the town’s bakery. 
Using a fairy cake maker, I worked with the ‘Consultants-in-Training’ to bake and hand out 
cakes, and begin conversations around regeneration and the visions of the town they would 
like to see. Much like the Dictation Station, the smell of the baking cakes brought people to 
my office to see what was happening. Through the pop-up bakery, I discovered that people 
wanted a space where they could trial ideas. As a result, I created SHOPtalk for individuals 
and groups to propose temporary uses of the space for a maximum of one week. Activities in 
SHOPtalk included piloting a bakery, and using the space for community engagement.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
At the end of the residency, I turned my space over to the two local university students who 
had been working with me. After writing a project proposal and a budget, I supported them 
in initiating events and activities of their own accord. The aim was to catalyse a context for 
ongoing creative engagement beyond the span of the residency. Unfortunately, the council 
closed down the stall after a few weeks. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig.7 Pop-Up Bakery. Baking fairy cakes in my ‘office’ and 
starting conversations with passersby. 
 

Fig.8 SHOPtalk, local resident piloting her bakery ideas 
and taste testing recipes. 

(L) Fig.9 Consultants-in-Training Incubator 
(Above) Fig.10 Participant at Consultants-in-Training Incubator 
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LOKÖNENIE (2010-2012) WITH WRMC COLLABORATIVE 
 
Lokönenie, meaning ‘place nowhere’ in Esperanto, was a portable and conceptually open 
source country without borders, whose only fixed location was its URL. Lokönenie 
addressed the intersection of art, site and digital technologies through performative 
interventions and webspace. The work’s symbol combines the two letters “O” from Danish 
and Swedish that each mean “island”. The work employs visa applications and census forms 
that mimic official forms from the USA, and uses a 10’x10’ tarp and a flag to occupy space. 
Within that space, participants decide what rules are applied and what activities take place. 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig.11 Lokönenie gallery installation, 
including tarp, flag and visa applications 
 

Fig.12 Participants engaging in Lokönenie installation 
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THE 404TH WALL  
in collaboration with Anthony Schrag and Dominic Smith 
http://404th.com 
 
Newcastle upon Tyne – The NewBridge Project 
Dubai – ISEA2014 Conference and interventions in public space 
 
30 October 2014- 8 November 2014 

 
Description 
 
The 404th Wall was a multi-platform, collaborative work created in Newcastle upon Tyne with 
artists Dominic Smith (digital media curator) and Anthony Schrag (participatory artist) as a 
10-day satellite project of the International Symposium on Electronic Art (ISEA) in Dubai. 
Using Italo Calvino’s Invisible Cities as a framework, The 404th Wall was conceived as an 
experimental model linking new media and participatory practices in order to explore the 
ways technology supports and hinders how we translate experiences of place. The work 
consisted of a nomadic tent as a dialogical space in Dubai, an evolving installation 
mimicking a lab format in Newcastle upon Tyne that developed in response to the tent’s 
activities, a web component that linked the two sites, and a pamphlet documenting the work 
while serving as an additional form of participation. The work’s title is a portmanteau 
merging the 404 ‘Not Found’ Internet error code with Diderot’s ‘Breaking the Fourth Wall’ in 
which the distinction between audience and performer is removed. Cultural references to 
moments in film (Ferris Bueller’s Day Off) and music (Talking Heads, Once in a Lifetime) that 
suggest moments of breaking the fourth wall and displacement, respectively, are woven 
through The 404th Wall. Below I will discuss the development of the project and provide more 
detail on the various components. 

 
 
 
 
 
 

Fig.13 The 404th Wall at NewBridge Project, Newcastle upon Tyne, UK, Image courtesy of Colin Davison 
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Components of the Work: 
 

*Newcastle 
 
Evolving installation at 
NewBridge Project. The 
NBP Project Space was 
transformed into an 
experimental lab in 
which remnants of 
actions and activities 
were accumulated and 
used to compose an 
imagined Dubai. 
 

*Dubai 
 
Collaboration with 
the DIYwania work, 
interventions in 
Dubai 
 

*Digital 
 
Website as site 
for ongoing 
participation 
and archive  
http://404th.co
m 
 
 

*Documentation and 
ongoing participation 
 
Pamphlet ‘Notes from 
Beyond The 404th Wall’ 
was developed to 
document the 
project and create a 
forum for new 
participants to 
engage with the 
work. 
 

 
 
Participants 

Lead Artists:  Alexia Mellor – Lead artist on The 404th Wall and DIYwania, performed 
the role of Paula   
Anthony Schrag – Collaborator on DIYwania component in Dubai 
and Newcastle, performed the role of Marco 
Dominic Smith – Collaborator on digital elements, performing as 
Lead EDE to facilitate the responsive sessions at the NewBridge 
Project 
 

Extra Dimensional Explorers (EDE) – participants who applied through expression 
of interest and attended one or more sessions. EDEs collaboratively responded to 
daily activities and live streams from Dubai. Contributed to evolving installation at 
NBP through actions and object-making. (Handout used for recruitment at the end 
of the Catalogue of Works). 

 
Remote Extra Dimensional Explorers – played a similar role to EDEs, but were 
located across the globe. During specific sessions, Remote EDEs live streamed to the 
NBP Project Space and created responses to the Dubai activities in their individual 
locations, while sharing documentation that was then collected in the NBP 
installation. 
 
Collaborating Artists – Artists who were invited to develop works within the 
framework of The 404th Wall:  Peter Law, John Bowers, Tim Shaw, Gateway Dance 
Studio (Martin and Debbie Hylton), Musée Imaginaire 
 
Commissioned Artists –  

Video works visible in NBP and online 
Artists responded to the failure of technology, producing '404 error pages,' 
videos that are visible only when the desired connection is broken - just like 
when one clicks on a link that is no longer valid. Rather than seeing an 
empty '404 error' page, when the connection between the lab and Marco and 
Paula failed, the commissions played. Included: a fake Skype conference call 
between communications companies and salesmen trying to resolve an error 
(Steve Lambert and Scott Vermeire), following the 404 bus route in London 
(Cristina Picchi), a businessman relaxing at his desk like a stock photo. The 
videos can be viewed on the website: http://404th.com. 

 
Tools Used: 
 

• Working sessions 
• Cultural Probes – materials and oversized props in the NBP space in 
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Newcastle (pencils for EDEs to use, push pins for the walls); Tent and kit in 
Dubai 

• Lab as context for experimentation 
• Humour, play and parody as means to suspend disbelief 
• Narrative and Storytelling – means to engage individuals in imagining new 

possibilities and rule sets 
• Personae – using the personae of lab technicians, Marco and Paula, Extra 

Dimensional Explorers, participants were able to use their roles to explore 
different perspectives, and create the ‘magic circle’ for suspending disbelief 
in order to create new rule sets 

• Fiction – suspension of disbelief to imagine new possibilities 
• Commensuration – process engaged throughout activities to find points of 

connection and to determine values 
• Website – both for documentation of activities, as well as means for 

connection during livestreams 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 

Events Overview  
	
Mapping the Stars in LEDs (Ref. 404.A) 
 
EDEs prompted Mellor and Schrag to share the constellations they could see. As the light 
pollution was too great, we were only able to see LED shop signs. We copied the lettering 
and sent that to the EDEs who in turn copied the lettering with LEDs on the lab walls. 
	

Play: cities and desire – Interdimensional Game of Draughts (Ref. 404.B) 
 
Interdimensional game night with Peter Law. A draughts board was divided in two, with 
one half in Newcastle, the other in Dubai. Players on each side were tasked with rethinking 
the games’ rules as game pieces needed to cross the digital divide.	

Fig.14 Mapping the Stars, Participants using Overhead 
Projectors to map signs on the wall with LEDs, Image 
Courtesy Dominic Smith 

Fig.15 Mapping the Stars (Detail), Image Courtesy Dominic 
Smith 
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Play: cities and desire – Making Islands (Ref. 404.C) 
 
Scratch ideas and discussion. The EDEs construct shadow islands in the NBP space. 
	

Sound – cities and memory (Ref. 404.D) 
 
John Bowers and Tim Shaw – Live sound and field use audio recordings transmitted 
from Dubai as ‘found footage’ to create remixes performed in the Lab space. 
	

Fig.16 Interdimensional Game of Draughts, artist Peter Law and 
participants collaborating to play draughts with Mellor and Schrag 
in Dubai, Image Courtesy Dominic Smith 

Fig.17 Interdimensional Game of Draughts (Detail) 
Image Courtesy Dominic Smith 

Fig.18 Play: Cities and Desire – Making Islands. 
Participants use the materials and ‘aftermath’ of 
previous activities to construct shadow islands in the 
NBP space. Image Courtesy Dominic Smith 

Fig.19 Play: Cities and Desire – Making Islands (Detail) 
Image Courtesy Dominic Smith 
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Cartography – cities and signs (Ref. 404.E) 
 
Remote EDEs respond in their own locations to information sent from Dubai. Their 
responses are transmitted to Newcastle.	

Each city receives its form from the desert it opposes (Ref. 404.F) 
 
EDEs navigate, rebuild and repurpose the NBP space according to instructions sent from 
Dubai on the notion of exactitude. Commensurate data is created and transmitted (i.e. 
distance is measured in units of schwarma, time is measured in length of call to prayer). 
(see website for video documentation). 

Fig.20 Tim Shaw and John Bowers perform, Image 
Courtesy Dominic Smith 

Fig.21 Installation View, Sound – Cities and Memory 

Fig.22 Cartography – cities and signs 
Remote EDE Objects at NBP 
Image Courtesy Dominic Smith 

Fig.23 Remote EDE Screenshot, Participant in Netherlands 
shares images from Rotterdam in response 
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Uproot it, dismantle it, take it off (Ref. 404.G) 
Gateway Dance Studio dances about architecture. Responding to a mapped excursion of 
Dubai. Using string, the dancers develop a choreography to map an area of Dubai into the 
project space in Newcastle upon Tyne.	

Continuous Cities – The final STREAMPOSIUM (Ref. 404.H) 
 
Gathered previous and new participants to discuss the experience of The 404th Wall. 
 
 

Fig.24 Gateway Dance Studio dancers respond to Dubai 
navigational instructions and map them into the NBP space through 
dance, Image Courtesy Colin Davison 

Fig.25 Gateway Dance Studio, Image Courtesy Colin Davison 

Fig.26 STREAMPOSIUM at NewBridge Books,  
previous participants and new participants join in 
a livestreamed discussion of the experience of The 
404th Wall. Image Courtesy Colin Davison 

Fig.27 STREAMPOSIUM at NewBridge Books, 
Image Courtesy Colin Davison 
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The Origin 
 
The 404th Wall emerged as a result of a previous work I had 
conducted that transformed my artist studio into a hot-
desking space for local freelancers in Newcastle’s culture 
sector. Dominic Smith was a newly independent curator 
and participated regularly in the work. After discussions 
of our mutual interest in experimenting with different 
combinations and ways of exhibiting participatory and 
new media works, we devised a plan for a multi-platform 
work. As the Participatory Practices Director at 
NewBridge Project, a local art space in Newcastle, I had 
been successful in submitting a proposal to ISEA for a 
satellite project based at the NewBridge Project exploring 
the theme of location by linking Dubai and Newcastle 
through an installation. I invited Dominic to collaborate 
with me on the proposed installation, which formed the 
base for what would become The 404th Wall. 
 
 
 

Fig.28 ISEA2014 Dubai Poster 
 
Anthony Schrag and I had also been invited to realise and present our participatory work, 
DIYwania, as an alternative conference site at the ISEA conference. DIYwania (this work is 
outlined in its own section below), a play on the Kuwaiti term dewaniya meaning a site of 
gathering, is a kit for a DIY tent modelled after Bedouin tents and used to create a place for 
conversation in public spaces. The tent was designed to host a conference session before 
being taken out into various public locations across Dubai to engage people in discussions of 
place. Schrag, Smith and I saw the potential of merging DIYwania with the installation at 
NewBridge and decided to create a complex platform in which actions from the tent in 
Dubai were transmitted across everyday digital media to be interpreted by participants in 
Newcastle into an evolving installation. Seeing the digital space as a site connecting the two 
locations, we additionally sought to incorporate activities that enabled the technology to 
disrupt engrained constructions and expectations of place, some of which will be discussed 
in detail below.  

 
 
 

Fig.29 DIYwania alternative conference site at ISEA2014, Zayed University Dubai (Ref. DIY.5). Rather than hold our 
session in the university’s classrooms, we created a space outside in the courtyard to engage delegates, students, staff and 
visitors. Image courtesy A. Schrag 
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Framework 
 

We turned to literature as a touchstone for reimagining place and chose Calvino’s Invisible 
Cities as a unifying framework for The 404th Wall and DIYwania. Each chapter of the book 
recounts a different tale of Marco Polo’s adventures that he shares with Kublai Khan. These 
tales require a suspension of disbelief that is also important in The 404th Wall. In the end it is 
revealed that every story is ultimately another way of describing Venice. We also looked to 
his text Six Memos for the Next Millennium, a series of essays meant to serve as a guide, 
suggesting the value that literature could bring to the next millennium. At the heart of both 
texts is a sense of paradox and pluralism that resonated with the ethos of The 404th Wall and 
DIYwania Schrag, Smith and I brought the two texts together to link the works. Schrag and I 
led on the DIYwania component and playfully adopted the personae of ‘Marco’ and ‘Paula’ 
referencing Calvino’s character, crossing the digital divide to go beyond the 404th wall 
(Dubai), and used the six memos (Lightness, Exactitude, Multiplicity, Consistency, Visibility, 
Quickness) as daily guideposts for our explorations. Navigating our journeys and our 
descriptions of them around these themes, Schrag and I would collect our data and transmit 
them across the metaphorical 404th wall (digital space) either through live Google Hangouts, 
as audio recordings on Soundcloud, photostreams on Flickr, or scanned documents via 
email.  

 
In Newcastle, the NewBridge Project was simultaneously set up as an experimental lab on 
the other side of the 404th wall that served as the work’s control centre and would provide a 
space for participants to respond to the data sent from Schrag and myself with the intention 
of building a an installation reflecting their interpretations of Dubai. Mimicking Marco and 
Paula as navigators, we placed a call for ‘Extra Dimensional Explorers’ (EDEs) to participate 
in the work, with Smith acting as the Lead EDE to facilitate the activities. Potential EDEs 
submitted an expression of interest, and were selected to join in the daily activities between 
Newcastle and Dubai. Their participation created a feedback loop in which they responded 
to the data sent from Dubai, and their responses were fed back to Schrag and I to use within 
our explorations of Dubai.  

 
 

 
 
 
 
 

Fig.30 Setting up the Project Space as a lab. Lab coats, oversized pencils, and clocks with various times linked to different elements of the 
404th wall added to the humour and playfulness of the work. Image courtesy of Dominic Smith. 
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As the work’s title suggests, error and failure are integral to The 404th Wall. As much of the 
work developed through livestreams and wireless technology, Smith, Schrag and I linked 
failure both conceptually and logistically to the project. We commissioned artists to produce 
videos responding to the idea of 404 to be part of the installation at the lab space. These 
videos, however, were only made visible when the Internet connection between Dubai and 
Newcastle failed. This created an interesting tension between wanting the connection to stay 
strong in order to engage with the livestreamed activity, and wanting the connection to fail 
in order to view the videos. 
 
 

 
 
 
 
 
 
Key Activities and Learnings 

 
Although the work took place over ten days, with a variety of activities and engagements, 
there are three activities that I will highlight. Each of these activities demonstrates the 
attempts made by artists and other participants to translate experiences of place across the 
digital, and each activity provided key learning opportunities that were taken forward in 
subsequent research. 
 
 

 
 

Fig.31 ‘Little Printers’ were hung in the Project Space 
window and would bring messages sent from Dubai. 
However, the poor wifi in the space meant that very few 
messages actually arrived. Image courtesy Dominic 
Smith. 

Fig.32 Commissioned videos appeared in the 
space when connection to Dubai was lost. 

Image courtesy Dominic Smith. 

Fig.33 Installation View. Image courtesy Dominic Smith. 
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Cartography: cities and signs 
 
As discussed in Chapter 2 – Place, one of the 
key activities occurred during our 
exploration of ‘exactitude’ in which we 
developed a new measurement system based 
on the reoccurring elements experienced in 
Dubai. In an effort do create a commensurate 
experience in Newcastle, we related these 
elements to similar ones in Newcastle. These 
scans of pages from our notebook show how 
we developed these systems. 
 
 
Though absurd, nonsensical, and playful, this 
particular exercise became one of the key 
activities for the research and my thinking 
around place. It supported recombinations of 
common elements in a way that is akin to 
Deleuze and Guattari’s rhizome, suggesting a 
new understanding of place could be derived 
from combining existing structures in order 
to create something of a hybrid that 
disrupted habitus. 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 

(L)Fig.34 Sketch from artists’ notebook exploring exactitude (Refs. 
DIY.6 and 404.F) 
	

Fig.35 Sketch from artists’ notebook creating equivalence 
between schwarma shops in Dubai and Greggs in Newcastle 

Fig.36 Sketch from artists’ notebook illustrating 
development of calculations. 
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Play: cities and desire – Interdimensional Game of Draughts (Ref. 404.B) 
 

Another defining activity was a game designed by artist Peter Law for an interdimensional 
game night (the archived hangout is available in its entirety at: http://www.404th.com/day-
2/). Prior to leaving for Dubai, Law asked Schrag and I to take a draughts game set with us. 
He would lead us, and a group of EDEs in Newcastle, through a game of draughts played 
over a livestreamed Google Hangout. We placed our half of the draughts board on our 
laptop keyboard, butting up against the joint with the laptop screen, while Law and the 
EDEs did the same. The game began as a normal game of draughts, but there was an obvious 
physical and social separation that each side was trying to bridge. (e.g. when Law said, “Do 
we feel like we’re together yet?”). We began by following standard rules for the game, 
however, when pieces needed to cross to the squares on the other side of the screen, players 
on both sides were tasked with how to communicate where to position the pieces. The use of 
Google Hangouts required us to rethink how the traditional game was operating in many 
ways, not least because in order for a team to see the other side of the board, the people on 
the opposing side had to continue talking as Google Hangouts is responsive to sound and 
makes visible the screen which is making the most sound. This provided an interesting 
challenge of communicating moves and gaining an understanding or ownership over game 
pieces that crossed the physical to digital divide (e.g. “Our left middle has moved to our 
second from the front right middle” – quote from player). The EDE team in NewBridge had 
flapjacks as a snack while playing and decided that when Schrag’s and my pieces became 
queens in the game (making it to the far end of the board) that the queen would be 
symbolised by a flapjack and would be given the ability to move in all directions. This was a 
funny sidenote but again demonstrated an attempt to bring both sides of the game into the 
same space by using an object that had become part of the mutual conversation. 

 
At the conclusion of the game, we had a reflective discussion about the experience. Ideas of 
what togetherness means in the context of digital separation between people and places were 
at the heart of the conversation, as was the importance of social cues in how we experience 
place. With a mediated experience, participants mentioned the difficulty of not having 
proper eye contact or being able to read body language, which are key to social interactions. 
We also discussed how the movement of the draughts pieces across the digital divide offered 
the opportunity to completely reinvent rule sets (which we did in a subsequent version of 
the game). During the Google Hangout there were many instances where the video had a 
delay and made it difficult to make sense of the move that was being made. We discussed an 
inherent fallibility in our interactions with technologies like Skype and Google Hangouts, 
which was something that Smith, Schrag and I built into The 404th Wall. Law referenced W. 
Ross Ashby’s1 essay on cybernetics and his discussion of machines that break and are then 
given a different set of functions – a dynamic system that changes parameters. Law 
suggested that normally we consider items breaking as being negative, but in Ashby’s case, 
breaking provides the opportunity for change and improvement. Law relates this to the 
proposal I made in the discussion that the digital divide could be seen as a way to break and 
reframe rules.  

 
The interdimensional draughts game was simple yet significant. Like the activity exploring 
ideas of exactitude, the game brought into question the rules and systems needed for it to 
operate. It revealed the importance of the social interactions in these systems, and the 
infrastructures needed to be in place to support their functions. As participants we remarked 
on the elements we included physically in each place (NewBridge Project and Dubai) in 
order to create a shared experience. Each side attempted to replicate aspects of the other, 
including how the game boards were set up, and even the snacks used. I had been reading 
Huizinga’s Homo Ludens (1950) and was reminded of the concept of the magic circle that 
allows games to function in that all players suspend disbelief and agree to particular rule 
sets within that context. This concept extended into my thinking of the work as a whole, as 
well as subsequent works, regarding how to create a magic circle that enables participants to 
suspend disbelief and interrogate rule sets. 
 

																																																								
1	See Ashby, W.R. (1957). An Introduction to Cybernetics. London: Chapman & Hall Ltd.		
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Gateway Dance Studio – Uproot it, dismantle it, take it off (Ref. 404.G) 
 
The 404th Wall commissioned Martin and Debbie 
Hylton of Gateway Dance Studio to create an 
improvised choreography at the NewBridge Project 
lab space in response to audio recordings, our 
measurement system previously devised for the 
exactitude activity, images, and a drawn map (see 
figure on left) of our local neighbourhood in Dubai 
(the action is visible on 
https://www.youtube.com/watch?v=ejrBGxox5fg). 
Using brightly coloured string, the dancers tracked 
their movements and created a visible map (or web) 
in the space as they attempted to match our 
movements in Dubai. The remnants remained in the 
space after the live performance. Although the 
dancers were attempting to recreate our 
movements, their own processes of interpretation 
came to the fore. They created an embodied 
experience of place and scale. In using the string 
they also had to navigate the effects of their 
movements in a way that we did not in Dubai.  
 
 

 
 
This form of translation and interpretation was particularly impactful to my thinking around 
how place can be experienced as simultaneously real-and-imagined. At the time I was 
reading Soja’s Thirdspace, and this idea of real-and-imagined is integral to the way he speaks 
about Thirdspaces. The activity also reinforced the aspect of scale that is inherent in place. 
The dancers were tasked with assessing the scale of our movements in a place they had not 
experienced, and relate that scale to the one presented by the lab space in Newcastle. The 
string used to map their movements also functioned as a way for the dancers to make sense 
of scale. In addition, the string created a feedback loop as actions made were inevitably 
forced into dialogue with the existing string. This planted a seed for me in thinking about 
how actions could build upon one another in iterative and lateral ways. I would take this 
thinking forward in the BWK-BCN work, which will be discussed below. 

 
Pamphlet – Notes from Beyond The 404th Wall (Ref. 404.I) 

 
Ideas of documentation and legacy of participatory works have become more important to 
me over the past few years, and through this research I aim to explore alternative ways to 
illustrate what took place during a particular period of the work and create opportunities for 
ongoing participation. In the case of The 404th Wall, the website itself serves as a form of 
documentation with archives of the livestreams, images and audio recordings. However, 
there are technical issues with the Google Hangout archive, as the audio and video quality is 
quite poor on many of the recordings. This limits the web component’s functionality as 
documentation. The website also does not allow for participation in the present. For this 
reason, Schrag, Smith and I also created a pamphlet (the digital version is available at 
http://www.404th.com/notes-from-beyond-the-404th-wall/) that takes the form of a lab 
book found in the future. It documents each day of the project and references the memos that 
framed the daily activities. The digital version also has live hyperlinks to mimic the 
paradoxical navigation of the work. Finally, the pamphlet has empty pages for participants 
to add to the piece. The pamphlet is designed in such a way that new participants who did 
not experience the live activities can equally participate, rather than merely reading about 
the work and looking at documentation images. The digital version of the pamphlet has 
hidden hyperlinks that the reader can navigate. This form of navigation is meant to 
approximate the rhizomic process that Schrag and I took of making connections in Dubai. 

 
 

Fig.37 Artists’ map of neighbourhood in Dubai. 
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Fig.38 Book launch at NewBridge Books  
 
General Learnings 
 
As an artist with a participatory practice, I am quite used to working with people to make 
the work. However, with The 404th Wall I specifically wanted to explore a collaborative 
process that brought a variety of practitioners and media together to interrogate 
understandings of place and the role of technology in this. Equally, I wanted to challenge my 
own preconceptions of participation and who was defined as a participant. Although I 
initiated the works, I was as much of a participant as the invited EDEs or the people who 
attended our interventions in Dubai. This is something that I would continue to explore in 
the subsequent works, and will continue to address in more detail.  

 
The format of the work supported the suspension of disbelief and made room for 
uncertainty. Initially, we had intended to create more opportunities for feedback the EDEs in 
Newcastle to inform Schrag’s and my actions in Dubai. However, this proved to be difficult 
logistically given the time difference and requirements as a result of our involvement with 
ISEA. Working with parody and fiction has been a core element of my practice for many 
years, however, The 404th Wall allowed me to experiment further with this as a tool for 
rethinking systems and infrastructures, which, again, would be further developed in other 
works. 

 
A key learning about my practice that arose from combining DIYwania as an intervention 
with The 404th Wall was that merely using the work to create a dialogical space became less 
interesting to me as an artist. The disruptive, intervention aspect of DIYwania was very 
interesting in terms of redefining space and creating opportunities to rethink who uses a 
particular place and how (this was particularly relevant as a woman in Dubai). However, at 
the end of the interventions I would have moments where I was left wanting to create a 
response to the discussions that were had. I was fortunate to be able to speak about this with 
Schrag as a collaborator, to be able to reflect on what aspects of the work were the most 
fulfilling and the most critically challenging. Schrag did not share the same desire I did to 
create a response to the conversations – the dialogue was the most important aspect for him. 
I contemplated the idea further of what type of response I would like to create and decided 
that I would explore the potential of making prototypes that were reflective of interactions, 
then placing that prototype back into public space to be contemplated or modified. This 
relates to Ingold’s notion of thinking through making, which the EDEs employed by 
physically creating responses in the lab space in order to make sense of the information that 
was sent to them. One way I considered doing this was to borrow methodologies from 
design fiction and bring them into my participatory art practice. This is something I would 
explore in the BWK-BCN work (discussed below). 

 
An additional learning was the idea of linking two places in order to create real-and-
imagined places. This facilitated participants to bring their own notions of place and familiar 
objects, traditions, systems, etc., and imagine them in different contexts, or imagine what 
versions of these familiarities might exist in the other context. The social component of place 
would become a central tenet of my research. 
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The 404th Wall was instrumental in how I thought about place and the type of places I might 
want to conduct my future research works. Initially, this led me to consider developing work 
around ‘non-places’ such as call centres or airports, but after starting initial research into a 
school in Sunderland that trains people to work in call centres, I realised that what was most 
compelling from The 404th Wall was the simultaneously real-and-imagined aspect of place that 
Soja discusses, and not specifically non-spaces that have been developed through corporate 
culture. Combining real and fictional elements of place served to create entry points for 
participants to deconstruct and reassemble place. This would be taken forward in BWK-BCN. 
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DIYWANIA –  
collaboration with Anthony Schrag 
Location 

Zayed University (ISEA2014 Conference Dubai), interventions across Dubai, 
 Sunderland and Newcastle upon Tyne 
 
Dates 

October 2014-May 2015 
 

Components 
 Collaboration with The 404th Wall from Dubai 
 Interventions in North East England  
  

 
Tools Used: - In tandem with the components, the following tools were employed: 
 

• Tent Kit: A portable tent taking its form from Bedouin structures and 
 created using materials found in Dubai markets; cushions and rugs; items for 
 hospitality; items for writing; flag for marking sites with the work 

• Narrative and Storytelling – a means to create entry points for individuals to 
find their connections and write new narratives 

• Fiction- supports suspension of disbelief in order to rethink rule sets 
• Cultural Probes, which included the Tent Kit, hospitality tools 
• Humour, play and parody as a means to engage participants and rewrite 

narratives 
• Working Sessions to gather participants together over common issue, such as 

how we understand ideas of local and global 
• Personae -– using the personae of lab technicians, Marco and Paula, 

Extra Dimensional Explorers, participants were able to use their roles to 
explore different perspectives, and create the ‘magic circle’ for 
suspending disbelief in order to create new rule sets 

• Commensurability – process of discovering connections between 
different elements, and establishing value 

• Website – the website for the works served to document and create a 
portal for participation 

• Intervention – disrupts usual ways of interacting with a place, creating 
opportunities for new ways of seeing, engaging and creating  

 
Participants 

ISEA2014 alternative conference session site – hosted delegates of ISEA, students of 
Zayed University 

 Members of the public in interventions across Dubai 
 Members of the public in Sunderland 
 Masters students, Newcastle University Business School 
 Undergraduate students, Newcastle University Fine Art 
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Fig.39 DIYwania in Dubai (Ref. DIY.6), image courtesy of Anthony Schrag 
 
 
Description 
 
DIYwania, a play on the Kuwaiti term dewaniya meaning a place of gathering, is a do-it-
yourself kit for a portable, nomadic conversation space. It is a collaborative work designed 
with artist Anthony Schrag, and was initiated in tandem with The 404th Wall as a performative 
intervention and as an alternative conference site at the International Symposium on 
Electronic Art (ISEA) in Dubai. On return to the UK, Schrag and I took DIYwania into various 
sites and contexts around Newcastle upon Tyne and Sunderland. During every iteration of 
the work the tent physically and conceptually responded to its given context. At times the 
tent was used to interrogate ideas of local and global, while in others it provoked questions 
around the role of participation in art practice, and provided a space to critically reflect on 
speculative business propositions. In the following sections I will detail the iterations and 
learning outcomes. 

 
Origin 

 
DIYwania is an independent work that developed alongside The 404th Wall (see above). 
Anthony Schrag and I had wanted to collaborate with one another for some time given 
overlaps in our individual practices, which include a shared affiliation with the work of the 
Artist Placement Group (APG) and their idea of context being half the work. Having both 
spent time in the Middle East, Schrag and I were enthusiastic to create a participatory work 
questioning ideas of local and global within the geographic, cultural and political context 
that Dubai presents. We also saw the potential to critique the role that conferences and other 
forms of intellectual gatherings play in knowledge exchange within the cities they are held. 
We therefore proposed creating a tent, its structure referencing the cultural context of Dubai, 
to serve simultaneously as an alternative conference room at ISEA and a discursive site in 
various locations around the city. DIYwania would engage ISEA delegates on the theme of 
location, while entering public spaces in Dubai to ask questions around place, how we 
understand local and global, and impacts of mobility. 
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Kit (Ref. DIY.11) 
 
DIYwania was specifically conceived as a site-responsive kit in order to consider the capacity 
for this format to create opportunities for ongoing engagement in multiple places. 
Instructions for constructing and using the kit are included in the pamphlet Notes from 
Beyond the 404th Wall (see above). Our version of DIYwania was made from materials sourced 
in Dubai and modelled after the Bedouin tents, however, the kit can be modified by users 
and local materials are encouraged in the construction. A commonality of each kit is the 
work’s flag. The flag’s emblem speaks to the DIY nature of the work and features a modified 
diagram of an IKEA assembly instruction. In addition, the kit encourages including elements 
to create a hospitable environment, fostering interaction. In Dubai, this included a tray for 
serving refreshments, cushions for seating, as well as giant pencils and notepads to playfully 
encourage participants to make responses to the activities taking place within the tent. 
 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Framework 

 
As with The 404th Wall, DIYwania 
employed Calvino’s Invisible and 
Six Memos for the Next Millennium 
as a framework during the Dubai 
iteration of the work. Schrag and 
I adopted the personae of 
‘Marco’ and ‘Paula’, referencing 
Calvino’s character in Invisible 
Cities, and undertook the task of 
navigating Dubai guided on a 
daily basis by one of the six 
memos (Lightness, Exactitude, 
Multiplicity, Consistency, 
Visibility, Quickness). Selected 
data from these explorations 
would be sent back to the EDEs 
to translate and interpret at The 
404th Wall headquarters in 
Newcastle.  

 

Fig.40 DIYwania kit. 

Fig.41 DIYwania kit components included an outdoor mat, cushions, refreshment 
tray and refreshments, as well as tools to catalyse discussion 
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Whereas Calvino’s memos framed our daily activity in Dubai, DIYwania as a whole was 
informed by APG’s suggestion that the context is half the work. We explored how the 
familiarity of the tent in the Middle Eastern cultural context created an entry point for 
participants to join us in dialogue, whereas the unfamiliarity of the tent in the UK context 
equally created an entry point for participation. In the Northeast, DIYwania did not apply 
Calvino’s memos, but rather responded to three key discussions in the area: understandings 
of local and global, the role of artist and the culture sector, and the role of business in 
economic regeneration of the region. Schrag and I created three interventions in three 
different sites to investigate these themes. 
 

 
Fig.42 Collage of images of initial impressions and experiences of Dubai 
 
Activities and Events - Dubai 
 
Mapping the Stars with LEDs - Opening day of The 404th Wall (Ref. DIY.1) 
 
Schrag and I were asked by the EDE team in Newcastle to describe the constellations we 
could see. Using the metaphor of explorers navigating by the night stars, we identified the 
‘stars’ that we could see. Given the haze and ambient light, no actual stars were visible, but 
we guided ourselves according to the lights of familiar shops. The writing was in Arabic, 
which neither of us could read, therefore we traced the shapes of the letters as best we could 
and held them up to the camera for the Newcastle audience to replicate by placing LEDs on 
the wall following the outlines of the shapes.  

 

 

 
 
 

 

Multiplicity (Ref. DIY.2) 
 
Navigating according to multiplicity, 
Schrag and I went to IKEA to search for 
remaining components of the kit and to 
document multiples. IKEA provided an 
ideal venue to find data related to 
multiples that could be transmitted back 
to Newcastle. We took photographs of 
the stacks of items, all identical. As there 
were two of us, we added to the 
multiplicity by having one of us 
photograph the other taking the photo of 
the multiples we encountered. This was 
followed by the Interdimensional Game 
Night with Peter Law (described in the 
section on The 404th Wall, Ref. 404.B), 
where we also relayed the story of our 
experience with multiples in IKEA to the 
EDEs. 
	

Fig.43 Collage of Images from IKEA Dubai exploring ‘multiplicity’ 
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Consistency (Ref.DIY.3) - We recognise what is consistent when it is inconsistent  
 
Building from the previous night of games, Schrag and I prepared a video recording of us 
playing draughts against imagined opponents. We decided to play with one of the questions 
raised during the previous night’s session: could we consider that rules change when pieces 
cross the divide of the screen into the other space? What happens to that agreed upon ‘magic 
circle’? Where do systems break down and reformulate? This recording was broadcast in the 
lab space in Newcastle for the EDEs to play against. 
 
 
Lightness (Ref. DIY.4) 
This day was spent at the ISEA conference. We sent text musings on lightness to the EDE 
team, which are printed in the pamphlet. 
 
 

 
 
 

Visibility (Ref. DIY.5) – ISEA Presentation and Installation at Zayed University, Dubai 
 
Schrag and I installed DIYwania in the exterior courtyard at Zayed University as an 
alternative conference room. Zayed University is a co-ed institution, however it divides the 
times in which men and women attend, with women’s classes being held in the mornings. 
We invited a group of young women who were studying business at the university to join us 
while they were waiting for their rides. As opposed to the traditional conference sessions in 
which chairs were timing presenters reading papers about their work, DIYwania created an 
environment of open dialogue between conference delegates and the students. The 
discussion crossed a variety of topics ranging from art, gender, identity and understandings 
of place. 

 
The alternative conference site at ISEA that DIYwania created brought together delegates 
with students and others using the central courtyard at Zayed University. It was a key 
opportunity to test our aim of repositioning where knowledge exchange happens in 
conferences. It also demonstrated to us how the familiarity of the tent appealed to those 
based in Dubai, while the spectacle of it appealed to delegates visiting from elsewhere. This 
was something we noted and took forward in the iterations of the work. 

 
DIYwania employs hospitality as a key feature to engage people. The female students we 
invited to join us for refreshments and conversation were eager to understand what the work 
was and what we were doing. They spoke to us of the gender divides in Emirati society, how 
the female and male students attend the same university, but their classes are at different 
times of the day. It should be noted that the female students primarily spoke with me as 
opposed to speaking with Schrag. We were already familiar with the different gender roles 
in this cultural context, however, this particular instance provided key learning for us as 
collaborators and artists. We were required to respond to the situation on the spot, innately 
sensing when we needed to take on different roles in order to support participants and the 
work. This was a learning we would take forward in future iterations of DIYwania, and that I 
would personally take forward in my research on participation. At the alternative conference 
site, I played the role of host and facilitator of dialogue in the tent while Schrag stepped back 
to speak with (primarily Western) delegates who were observing from a distance, 
encouraging them to join us. After the conference, Schrag and I discussed in length how the 

Fig.44 Collage of images from our photonotebook on various interpretations of ‘lightness’ 
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work in this cultural setting made the variety of roles the artist plays during the work much 
more visible. At times each one of us served as facilitator, host, initiator, collaborator, 
documenter, runner of errands, etc. Although these roles are inherent for the artist in 
participatory practice, the stark differences in cultural context required us to be much more 
cognisant of when we were each playing a particular role.  

 
In terms of knowledge exchange between conference delegates and Dubai residents, this 
iteration was successful in creating a space for critical dialogue. The students spoke about 
complex notions of Emirati identity, as many had moved to Dubai from other places in the 
region. The delegates spoke about their research, the links between the art they were creating 
and understandings of place and location. However, in contrast to the traditional format of a 
conference session in which a panel of presenters reads papers and an audience then asks 
questions, DIYwania provided a more interactive, informal environment for knowledge 
exchange. The students and the delegates commented that they appreciated the opportunity 
to meet other people in this way, and to ask questions around place and gender that are 
often difficult to approach. Having completed this iteration of the work, Schrag and I were 
eager to take DIYwania into more public settings to see how it would function in these places.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Exactitude (Ref. DIY.6) – Ratios and Neighbourhood Intervention 
 
During our time in Dubai, Schrag and I were staying in a hotel located in a neighbourhood of 
mostly South East Asian workers. We installed the tent on a median in the car park, across 
the street from apartment buildings with shops, offices and restaurants below. Locals and 
passersby were invited in for refreshments and to discuss the question of ‘Where are we?’  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig.45 Participants engaging in 
DIYwania’s alternative conference site 
(Ref. DIY.5). 
	

Fig.46 Installation of DIYwania tent in Dubai neighbourhood 
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In addition to the grocery stores, there 
was an abundance of ‘Typing’ offices 
used to process government documents, 
which spoke to the flood of immigrants in 
the area. Schrag and I were keen to see 
how DIYwania might operate in this area 
of the city. On this particular day we were 
using Calvino’s memo on ‘Exactitude’ to 
navigate. We were therefore taking notes 
on the specifics of the neighbourhood 
(such as the typing shops, schwarma 
shops, the call for prayer from the local 
mosque, etc.) that we would later use to 
develop our measuring system to be 
transmitted to the EDEs in Newcastle as 
part of The 404th Wall.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
At the time Schrag and I were both reading Chantal Mouffe’s works on agonism, which 
informed how we used and positioned DIYwania. Although the fact that the United Arab 
Emirates has been the subject of discussion regarding human and workers’ rights violations, 
we were not interested in pushing a particular politics, but rather were seeking to explore the 
political by offering a place for conversation and dissensus.  
 
We decided to put the tent up on the pavement island in a car park that serviced these local 
supermarkets, coffee shops, typing offices and the like since this public space was already a 
site where people were gathered in conversation. The performative process of setting up the 
tent was incredibly important as it drew a lot of attention and served to create curiosity in 
what we were doing. Once the tent was set up, we placed a chalkboard sign that asked, 
“Where are we?” Schrag and I entered the tent and began putting out juices and sweets, 
offering the refreshments and inviting people to come join us. The sign also created an entry 
point as some people came to ask us what we meant by that. This started the conversations 
around how we understand place, home and where we locate ourselves. 
 
Some people expressed interest and went away only to come back a bit later to participate, 
while others joined in immediately. We had a very positive response with people finding the 
humour in us setting up a tent, but also enjoying being invited to join in the action. We spoke 
with a variety of people from the neighbourhood, including a Syrian refugee who was forced 
to flee Aleppo, a Moroccan who came to Dubai seeking work, and a Filipino architect 

Fig.47 Details of intervention in car park. 

Fig.48 ‘Typing Shops’ in Dubai 
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looking for work while living in a single room with his wife and baby. They spoke with us, 
and importantly with one another, about what Dubai meant for them and their families. 
Although none of the participants viewed Dubai as home, they all commented on how safe 
they felt there and were therefore comfortable with where they were located for the time.  
 
In a similar way to the iteration of DIYwania at ISEA, Schrag and I were forced to negotiate 
our roles as collaborators in the moment. We discovered that many of the men were not 
comfortable speaking with me alone, and would not enter the tent with me. Therefore, I took 
more of a ‘documenter’ role at times in order to facilitate the conversation between the men 
and Anthony. Very few women came by, and none participated in this intervention. Again, 
the hospitality DIYwania offered was very appreciated in this cultural context, which takes 
pride in hosting. One of the workers in a typing office across the street from the tent 
reciprocated by bringing us coffee as a kind gesture, despite the fact that he did not enter the 
tent, nor did he know what we were doing with it. 
 
This intervention underlined the multiplicity and complexity of place by speaking to APG’s 
notion of context being half the work. The discussions in the tent were complemented by the 
location of the tent within a working class area filled with typing shops processing 
documents for arriving immigrants. The intervention also emphasised the importance of 
narrative and storytelling to constructions and experiences of place. Many of these workers 
who participated in DIYwania had come to Dubai because they had heard that there were 
many opportunities. Often they were disappointed but still held onto that idea of Dubai as a 
land of prosperity that could be open to them.  
 
Quickness – STREAMPOSIUM (DIY.7) 
 
During the day, Schrag and I contemplated quickness in opposition to slowness. We did not 
submit any formal response to the EDEs in Newcastle, but it did result in furthering my 
thinking on how time can inform experiences of place, and how elements such as quickness 
can be understood via their opposites. This notion became important to my linking Berwick 
with Barcelona in order to understand one via the other. The quickness exercise fell on the 
final discussion of The 404th Wall. The video archive can be found on the work’s website: 
http://404th.com  
 
Northeast, UK - Think Tent – Newcastle University Business School (Ref. DIY.8) 
 
DIYwania was invited to collaborate with a Masters programme between Newcastle 
University Business School and the university’s fine art department that focused on arts and 
enterprise. As DIYwania is site-responsive, we shaped this iteration of the work to be a 
‘Think Tent’, an obvious play on the think tank in which ideas are incubated, and situated 
the work in the lobby of the Business School. Over the course of one day, students in the MA 
programme, along with other curious students in the school, joined us in the tent to discuss 
business ideas they had designed for the culture sector. Schrag and I have both previously 
worked in business and we were able to draw upon this experience. However, we led the 
discussions to include what roles business plays in the economy of a region, and what role 
the culture sector plays.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 Fig.49 DIYwania as ‘Think Tent’ at Newcastle University Business School, image courtesy of Anthony Schrag 
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Newcastle University Fine Art (Ref. DIY.9) 
 
Similar to the installation in the Business School, the intervention into the fine art building 
was a one-day working session with second-year students to interrogate the role of the artist 
and ideas of participation. We used the APG manifesto, which highlights context as being 
half the work, and asked students to modify the manifesto to fit our current cultural context. 
This fostered discussions of the role of arts and culture in the UK and in the Northeast. 
 

 
 
 
Southwick Green, Sunderland, in collaboration with a Creative People and Places initiative 
(DIY.10) 
 
Creative People and Places (CPP) is an Arts Council England initiative that, “is about more 
people choosing, creating and taking part in brilliant art experiences in the places where they 
live”.2 The CPP hosted regular Community Get Togethers, events aimed at encouraging area 
residents to express what types of art activities they would like to take place locally. Since 
the CPP was focused on creative local activities, Schrag and I installed DIYwania in 
Southwick Green, a ward in South Tyneside, during one of the Community Get Togethers 
that was taking place in the nearby community centre. Here, we engaged passersby in 
discussing what they defined as local.  
 
 
 
 
 
 
 
 
 

 
 

 
 
 
 
As with the intervention in the Dubai neighbourhood, the performance of installing the tent 
served to generate curiosity, and eventually dialogue. Not many people were in the green 
itself, but like the Dubai installation, there were many shops lining the park. We used this as 
an opportunity to approach people with our refreshments to invite them to join us. The 
unfamiliarity of the tent also created curiosity, however, unlike in Dubai, people were more 
hesitant to stop and chat with us in the tent itself. Most of our conversations happened on 
the streets lining the park as opposed in the tent itself. The tent served as a reason to ask us 

																																																								
2	Arts Council England (2017) Creative People and Places, Available at: http://www.creativepeopleplaces.org.uk/ 
(Accessed 12 April 2017). 

Fig.50 ‘Think Tent’ Installation at Newcastle University Fine Art 

Fig.51 DIYwania at Southwick Green, Sunderland, images courtesy of Colin Davison 
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questions, which we used to initiate the discussions of what is understood as ‘local’. Many 
participants commented on how they thought the tent might be part of a fair, and how they 
would like to see more things like the tent in the park.  
 
This iteration of DIYwania was key for a few reasons. It accentuated different uses and 
expectations of public space in Dubai and the Northeast of England. It also spoke to how the 
same object (the tent) could create varied responses and interactions depending on the 
context. Although the intention was to conduct the intervention in collaboration with the 
CPP’s community conversation, Schrag and I were disappointed at how little interaction was 
created, and how difficult we found it to work with the organisation. Throughout the 
process of discussing and implementing the collaboration, we met resistance from the CPP 
who later expressed that they had perhaps been too risk averse. Although this was not a new 
experience for me as a practitioner who has collaborated with public institutions that 
generally sought consensus from participatory works, I was curious as to how Mouffe’s 
notion of dissensus could be framed in these settings as agonistic, not antagonistic. In terms 
of learning, this experience caused me to question how to build into the infrastructure of a 
work the appropriate setting of expectations with partners and stakeholders. 

 
Outcomes and Learnings 

 
In addition to the learnings gained from the individual iterations, as a whole DIYwania 
provided a unique opportunity to experiment with combining elements borrowed from 
design is something I will continue to apply in future works. It was also exciting to 
investigate the potential for creating a new platform of investigation that utilised the overlap 
and collaboration between works. Like The 404th Wall, DIYwania showed the impact of 
storytelling and narrative on place, and reinforced the simultaneously real-and-imagined 
aspects of place that Soja discusses. Taking the work into distinctly different geographic and 
cultural contexts served as a way to begin to uncover the relationships between place, 
culture and climate. The use of public space in Dubai provided a stark contrast to how public 
space is used in the Northeast of England. The use of public space in Dubai is greatly 
informed by the climate. When taking DIYwania out in Dubai, we were never concerned as to 
whether rain would prevent us from doing the installation. We were more concerned about 
the time of day, as the heat in the afternoon meant that people were outside in the mornings 
and at night. Therefore, we scheduled our activities during this time. However, in the 
Northeast, we encountered a different use of public space in a climate that sees a lot of rain. 
Our backup plan when doing an installation was to ensure there was a building nearby that 
we could locate the tent in the event of rain. Looking at the relationship between climate, 
culture and constructions of place would be core elements I would take forward in the BWK-
BCN work. 

 
Finally, DIYwania was integral to questioning how I understand the trajectory of a work and 
when I view it as complete. As mentioned previously, I discovered during our interventions 
in Dubai that I became more interested in how responses could be created by the dialogues 
instigated with the tent, and started to think of how ideas of prototypes might be integrated 
into a work. This realisation was in part due to the opportunity I had collaborating with 
Schrag. Through our discussions, I was made aware of my desire to take the work further 
and build into it the potential for another layer of response. Schrag, however, was satisfied 
with the intervention and the dialogue as the complete work. These discussions were critical 
to how I developed the research and the way I constructed the framework for the subsequent 
work in BWK-BCN. 
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BWK-BCN (Berwick-Barcelona) 
Website: http://bwk-bcn.systems 
Location 

Berwick-upon-Tweed; worldwide 
Dates 

October 2015-Present (ongoing) 
 

Description 
 
BWK-BCN is an ongoing, multi-component work that explores the potential of designing a 
speculative conurbation combining Berwick-upon-Tweed and Barcelona as an experimental 
adaptation to climate change. BWK-BCN has developed through a series of participatory 
activities, including working sessions, a citizen science beach walk, prototypes, and a 
resulting toolkit to investigate the relationship between climate, culture, infrastructure and 
natural systems. A web component of the work is currently under development and serves 
as an interactive catalogue of participants’ responses to building different aspects of the 
conurbation. Toolkits are available for use by anyone and can be obtained through fellow 
participant or by contacting me through the work’s site. 
 
Components 
 
Working Sessions -  Collaborative sessions in which participants responded to a 
provocation (to design a climate-changing device; to investigate native/invasive; to design 
elements of a speculative BWK-BCN conurbation). 
 
Speculative Prototypes - Developed in response to the working sessions, these prototypes 
explored potential recombinations of systems and infrastructures. 
 
Toolkit and Pamphlet  Also building off the working sessions and prototypes, the toolkit 
and pamphlet explore ways of documenting the working sessions, and involving future 
participants. 
 
Website – The work’s website, http://bwk-bcn.systems, is an ongoing component of the 
work which aggregates the responses from worldwide participants. In its current form, it 
allows visitors to the site to see what participants have designed for BWK-BCN either 
through previous working sessions or by using the toolkit remotely. The site also allows 
visitors to request a toolkit, access a digital version of the pamphlet, and see the gallery of 
cards available so that they can create their own designs for the speculative conurbation. 

Fig.52 Image of BWK-BCN postcard.  
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Additional Tools Used -  
• Humour, parody and play – as a means to support suspension of disbelief and 

rewriting of narratives 
• Narrative and Storytelling – as a means to support individuals finding their 

own way to engage and rewrite narratives 
• Fiction – to support suspension of disbelief and imagine new possibilities  
• Prompt Cards –aiding in providing a useful framework for catalysing critical 

and creative thinking 
• Cultural Probes – tools to support participant engagement and formation of 

narratives 
• Commensuration – process of discovering and creating connections between 

disparate elements, and new ways of understanding value 
 
Participants:  Berwick chapter of U3A, Berwick Education Association, Berwick Residents, 
  Berwick Youth Project, Berwick Visual Arts, Berwick Probus Club, Longridge 
  School, Berwick Archive and Records Office, and individual participants. 
 
Origin 

 
BWK-BCN was originally born of a playful speculation as to the potential of transforming the 
climate of part of Berwick’s beach to match Barcelona’s climate in the event that budget 
airlines ceased flying to Spain. The work’s title suggests a fictional airport code for Berwick 
(BWK) connected to the actual airport code for Barcelona, and the work’s branding uses the 
colours and font of easyJet.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
At the time I began to formulate BWK-BCN I was reading Soja’s Thirdspace and became 
interested in the idea of the exopolis, or the city without a centre, a non-city, a simulacrum. I 
was also interested in Soja’s discussion of real-and-imagined places, or places that are 
simultaneously real and imagined. Bringing Berwick and Barcelona together in this way was 
an opportunity to explore these concepts. The seed for the idea of linking Berwick and 
Barcelona had been planted during my first trip to Barcelona in September 2014. I had come 
to the city over the weekend that coincided with the Scottish independence referendum and 
was struck by how closely Catalonia was following the results. An independent Scotland 
could pave the way for an independent Catalonia. Berwick has a very interesting 
relationship with Scotland. Currently the northernmost town in England, just 2.5 miles south 
of the Scottish border, Berwick changed hands 13 times between Scotland and England 
before the English took back control in 1482. Both Berwick and Barcelona sit near geographic 
and cultural borders, both have been key trading ports in their histories, and both have 
turned to tourism in the contemporary context as a form of economic regeneration. They 
differ, however, in terms of scale and climate.  
 
 
 
 

Fig.53 Sketch of potential climate-changing device 
prototype for early stages of the work 
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The absurd proposal of changing Berwick’s climate asked participants to suspend disbelief 
and collaboratively design a speculative device that would temporarily change the climate of 
a 1-square metre area of Berwick’s beach to match the temperature and humidity of 
Barcelona. However, through the collaborative and iterative activities the work began to 
change shape. The focus shifted away from creating a device and towards the connections 
between culture, climate and place. Eventually BWK-BCN became the name for a fictional 
conurbation merging Berwick and Barcelona, and addressed more specifically the notion of 
deconstructing place and building a new town from the ground up. Informed by the New 
Towns Act of 1946 in the UK in which new towns were conceived across the UK to rebuild 
and rehouse urban communities in the wake of WWII, BWK-BCN proposes a conurbation 
merging places through culture, climate and systems as a speculative adaptation to the 
effects of climate change. 
 
Framework 

 
Building on the learning gained through The 404th Wall and DIYwania, BWK-BCN was 
developed through two strands: a series of iterative activities, and the development of 
responses to these activities. The responses include a set of speculative prototypes, and a 
toolkit that documents previous activities while supporting ongoing participation. The two 
initial working sessions brought together participants to consider the impacts of climate on 
culture and how we construct places by speculatively designing a climate-changing device. 
In the first session participants contemplated the device and its impacts on Berwick through 
the lenses of a local businessperson, citizen scientist, local tourism officer, and an 
environmental policy officer. The participants also identified cultural elements that would 
migrate from Barcelona to Berwick with warmer weather. In the second session at Berwick 
Youth Project, participants focused on how they might create the device, and how the device 
could be connected to natural systems and existing activities.  

 
Despite my initial desire to build a prototype, I became less interested in the object itself and 
more interested in how the speculative, fictional nature of the proposal could be used to 
engage participants in critically addressing relationships of climate, culture and place. I was 
very interested in wicked problems, sustainability and complex systems, and was at the 
same time reading S.L. Star’s writing on infrastructures. I decided to refocus the work on 
challenging the ways systems and infrastructures have been defined, and exploring the 
potential to deconstruct existing systems to create new ones. This thinking was informed by 
Deleuze and Guattari’s concept of deterritorialization and reterritorialization in their concept 
of the rhizome. Could systems in Berwick be merged with ones in Barcelona to create new 
systems and new connections between systems? This question led to the development of 
prompt cards as a device to engage participants in this thinking.  

 
I further focused the work to consider the precedent of the New Towns Act for inventing 
new towns in the UK after traumatic events and the need to rehome large populations of 
people from urban environments. BWK-BCN became more specifically about climate change 
and its impacts, and how a new form of conurbation might result as an adaptation. The 
prompt cards evolved to reflect this development in the work.  

 
In parallel to the working sessions and other activities, I began to develop prototypes in 
response to the discussions taking place in the sessions. These prototypes (see descriptions 
below) included a Seed Suit merging clothing with agriculture, attachments for bicycles 

Fig.54 Images of Berwick-upon-Tweed, courtesy J. Clement 
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linking transport and agriculture, and a windowsill ocean deacidifier linking home 
gardening and oceans. The creation of the prototypes is in line with Ingold’s thinking 
through making, and facilitated opportunities to explore the ideas through tacit learning. 
The learning from the working sessions and prototypes were used to inform the 
development of the BWK-BCN toolkit. In a similar way to the pamphlet created for The 404th 
Wall and DIYwania, the BWK-BCN toolkit documents the work while facilitating continued 
participation. Finally, a web component of the work is under development to create an 
interactive tool visualising responses to the toolkit. 
 
Activities and Events: 
 
 
Pilot Working Session (Ref. BWK.1)  
 
This was a pilot session to structure the work. Four participants were invited to investigate 
the idea of creating a device to bring Barcelona’s climate to Berwick, and the relationship 
between climate and culture. The session involved an interactive presentation, beach walk, 
and a role-play session in which participants explored the notion of the climate changing 
device from the perspective of a local businessperson, a citizen scientist, a local tourism 
officer, and an environmental policy officer. The participants considered which aspects of 
Barcelona and its culture might be appropriated should Berwick have Barcelona’s climate. 
The participants discussed the potential of more outdoor activities and eating, and more 
festivals making use of public space and warmer weather. The outputs from this session 
were used to develop the framework for BWK-BCN. 
 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 

 
 

Fig.55 Participant notes from the pilot working session 
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Transcript excerpts from the personae activity during the Pilot Working Session: 
 
Tourism department representative (TD): “Who do we define as tourists?” 
 
Environmental Policymaker (EP):  

“I will be the environmental policymaker because this is so far removed from the person I 
am, and I will have to think differently.” 

 
TD:  “How are they going to get a sense of place, is there something that draws them in? Visit 

Berwick via Barcelona – a marketing thing? How do we see Barcelona from here that is 
marketable, interesting, attractive to want to visit this microcosm of Barcelona? What do 
we need to know about Barcelona to develop this marketing?” 

 
Citizen Scientist (CS):  

“The whole thing of twin towns was a big thing when I was a kid, maybe when there was 
more money flying around. The idea of a cultural exchange, I went on two free funded 
trips to the two twin towns just to play football. We went to Haan in Germany, quite 
industrial, and it was great, at 12-13, and I’ve always remembered it. The Internet has 
made everything more accessible, but it hasn’t, it’s no substitute for the actual thing.” 
 

******** 
 

EP :  “I think that why it’s hard for me is because I think the environmental policy maker is 
principally going to be about protection, whereas I know in real life my natural persona 
is quite happy about the concept of change, and this is acknowledging that there is 
change while protecting the ecology. So any concept of some device coming onto the 
beach, I’m going to be like ‘whoah!’ I’m likely to be the person who’s stopping this.“ 

 
TD:  “Policy is generally a bad thing.” 
 
EP:  “It could be, but it shouldn’t be, it should be creative, so that’s really two questions. Am I 

going to be stopping, or am I going to be enabling while protecting?” 
 
Alexia Local Business Owner (LB):  

“And what are the arguments that are going to be pushing you either way?” 
 
EP:   “Absolutely, and I think I’m going to be listening to all 3 of you. Again, I’m not likely to 

be independent unlike the citizen scientist, it is likely to come from government 
someplace, somewhere, so very nervous about all the people who are protesting against 
the wind farms. I’m nervous about the press coverage, it’s a constant working out of 
what is the right thing to do.” 

 
LB:  “I want to make sure I have a job and can feed my family, so if you can demonstrate to 

me that buying into your tourism scheme, or look at different energies because it will 
bring in revenue, I’m willing to listen. Perhaps I can also use some of my experience to 
help” 

 
TD:  “I’m just thinking of the business we’ve just been in, the wedding shop company [artist 

participant’s mother’s wedding dress shop], how many of those dresses start their life 
there and then go elsewhere. You know, they don’t stay in Berwick so what if we could 
create something where people could go and get married in a Barcelona climate, on the 
beach, cus isn’t that the dream wedding thing you go and get married on the beach, it’s 
hot, and you’re in your wedding dress, and everything looks beautiful, like today that 
wouldn’t have happened, would it, you wouldn’t get the photos that you quite expected 
of your wedding, so maybe that would be something that a business would be attracted 
by.” 

 
CS:  “You’re on to something!” 
 
EP:  “Yeah, we’re guaranteeing the climate” 
 
CS:  “There’s so much focus on the past, but what are we doing for the future, what does the 

future look like?” 
 
CS:   “Heated pop-up booths for football fans watching the game.” 
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      **** 
CS: Well, earlier on I was talking about dolphins and saying there must be a reason why 

they’re coming here. The ecostructure of…the plankton, herons, and the mackerel, the 
dolphins are coming in to feed on the mackerel, so it seems the reason they’re coming 
into these waters is because it’s getting warmer. I think it is, because that’s where schools 
of fish are coming, that’s actually a visual thing you can see. I’d say the cliffs, you can see 
the erosion, the rocks coming away, the tides have, yeah, that’s having an impact, not 
really on houses because there aren’t many along here but on parts of, you see on the 
news like East Yorkshire. 

 
 
Berwick Youth Project Working Session (Ref. BWK.2)  
 
 
Working session with youth aged 13-18 to create a speculative device bringing the climate of 
Barcelona to Berwick. The youth responded with their own individual scenarios, including 
relating the fact that pregnant whales raise the water temperature and therefore suggesting 
keeping them in an area with a thermometer measuring the water temperature which would 
then trigger the water to move under the sand as radiant heating, biodomes, satellites 
reflecting the sun’s rays, magnifying glasses to harness and concentrate sun’s rays, heaters, 
umbrella buoys to keep the salmon cool, etc. Where they struggled at first was making the 
links between them to create a system, but this came through discussion. One student 
imagined a device that absorbed/sucked in the climate from Barcelona, and using a switch 
could spit it out in a desired place. We looked at this as the potential end point, and how the 
other components could link together leading up to that. A motor linked to the salmon buoy 
would push water through underwater pipes to the biodome that provided heat and 
humidity, linked to a generator that powered outdoor heaters. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 

 
Citizen Science Native/Invasive Beach Walk Working Session with Northumberland 
Wildlife Trust (Ref. BWK.3) 
 
Working session in collaboration with Marine Life Officer of Northumberland Wildlife Trust. 
Participants joined a beach walk investigating and learning about native marine life, while 
undertaking a citizen science activity of counting and reporting the number of species found 
along the beach. Participants were asked to explore what and how they understood the 
terms native and invasive, and how they may or may not apply them to found species. Their 
findings were visualised through the use of survey flags (white=native; orange=invasive), 
and on a quadrant graph worksheet. 

Fig.57 Participant sketch of solar-powered heating lamps Fig.56 Working Session at Berwick Youth 
Project. Participants designed prototypes for a 
climate-changing device   
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Above,Fig.59 Sample participant chart 
marking location of species, and 
measurement of invasiveness 

Fig.60 Sketch from notebook designing 
species mapping activity 

Above, Fig.58 Citizen Science Beach Walk. Participants searching for and identifying species on the Berwick beach 
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56 Degrees North Artist Collective Working Session (Ref. BWK.4) 
 
Working session with a local artist collective. Prompt cards were piloted that asked 
participants to consider what Berwick might be like with Barcelona’s climate. The focus of 
this session was informed by the name of the collective, 56 Degrees North, Berwick’s 
latitudinal coordinate. The workshop designed for this session imagined Berwick at 41˚N, 
Barcelona’s latitude, and asked participants to consider what Berwick might be like in this 
context. Participants included: 2 members of the collective, a local resident interested in 
climate, and the Berwick Visual Arts artist in residence to collectively reimagine Berwick 
with Barcelona’s climate, and the impact of climate on various infrastructures. 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Probus Club Working Session (Ref. BWK.5) 
 
The working session with members of the Probus Club in Berwick was my fifth activity. I 
had conducted working sessions focusing on designing the device, taken participants on a 
citizen science beach walk to interrogate notions of ‘native’ and invasive’, and had 
developed prompt cards to challenge participants to reveal existing social and built 
infrastructures in order to imagine them anew in light of impacts of climate change. The 
Probus Club had invited me to one of their weekly meetings to present on my research after 
hearing about the work from one of the members of the University of the Third Age group 
who had participated in some of the activities. The Probus Club, affiliated with the Rotary 
Club, is a service-oriented club for retired business professionals. This chapter was 

Fig.61 Working session at 
56 Degrees North Artist 
Collective studio 
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specifically comprised of men, and the average age of the club was 80. I was allotted 45 
minutes for the presentation. 

 
Rather than conducting a normal presentation, I used the 45 minutes to do a short slide 
presentation which set the context of imagining Berwick with Barcelona’s climate, and 
provided examples of artists combining systems, such as Tega Brain’s Coin-Operated Wetland 
(2011), which is an installation of a Laundromat composed of washing machines attached to 
a wetland in the gallery space, and Revital Cohen and Tuur Van Balen’s speculative design 
work Pigeon d’Or (2010), which imagines feeding pigeons a food with modified bacteria that 
turns their faeces into a detergent. I also showed current examples of new agriculture 
models, which include repurposing empty warehouses into vertical farms. After the slide 
show and setting the context for the activity, I then divided the members into small groups 
and gave each group a prompt card. They were tasked with reimagining aspects of Berwick 
should we it experience the same climate as Barcelona. The prompt card asked them to focus 
on a particular aspect of Berwick. The participants readily embraced the task, coming up 
with imaginative ways of adapting Berwick, while drawing on the wide ranges of 
experiences they each had in their personal and professional lives. One gentleman suggested 
building a water desalination system, which he had learned about during his time working 
in the Middle East. Other participants suggested repurposing the town hall to function as a 
hydroponic farm, while others suggested solving the seagull population problem in Berwick 
by feeding the birds with food modified as birth control, which would end up in the water 
supplies. These last two examples illustrate how the presentation played a significant role in 
impacting participants’ thinking on how to develop speculative designs. 
 
The session ended with the group expressing their gratitude for being challenged with these 
questions despite the fact that they might not feel the effects of climate change in their 
lifetime. This stressed the importance of cross-generational dialogue, and the potential of 
complex problems like climate change to be catalysts for encouraging intergenerational 
social contact. 

 
The session was also helpful in seeing how to best use the prompt cards. I had previously 
piloted the prompt cards with the local arts collective 56 Degrees North, but was surprised at 
the group’s difficulty in suspending disbelief. I was concerned that I would have a similar 
experience with the Probus Club members, but to my surprise they were much more 
receptive. Their feedback was incorporated into how the cards continued to develop. 
 

 
 
 

Fig.62 Working session with Probus Club members 
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Longridge Towers School Working Session (BWK.6) 
 
After presenting the project to the entire school, a working session was developed with 40 
students aged 11-12. Each group was provided with a prompt card that asked them to 
speculate on a particular element of Berwick with Barcelona’s climate.  
 

 

 

Fig.63 Examples of prompt cards used in working sessions 

Fig.64 Working session at Longridge School. Student participants use prompt cards to develop alternative forms of transportation, new forms 
of architecture. 
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Centre for Rural Economy/Berwick Visual Arts Working Session (Ref. BWK.7) 
 
Working session piloting an investigatory walk and guide. Members of Newcastle 
University’s Centre for Rural Economy and Berwick Visual Arts wandered around Berwick, 
responding to questions in a guide that asked them to reflect on, then speculatively imagine 
the relationships between food growing and architecture, transportation, heritage, etc. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig.65 CRE participants on walking tour of Berwick 

Fig.66 CRE participant filling out pamphlet 
prototype during walking tour of Berwick 

Fig.67 Pamphlet prototype used in CRE working session 
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Berwick Conservation Area Advisory Group (CAAG)/Historic Towns Forum (HTF) Working 
Piloting the BWK-BCN Toolkit (Ref. BWK.8) 
 
The toolkit (discussed in following sections) was piloted at a conference hosted by Berwick’s 
Conservation Area Advisory Group (CAAG) and the Historic Towns Forum (HTF). The 
conference brought together delegates from historic towns across the UK in order to 
interrogate the future of British market towns. The lead officers for CAAG invited me to 
present BWK-BCN in order disrupt expectations of a market town and create an opportunity 
for delegates to challenge their thinking. Similar to the Probus Club working session, I 
presented the work using the fictional premise that we were all tasked with designing BWK-
BCN. The delegates were divided into small groups and each group was provided with a 
toolkit. Groups selected their own cards and developed responses. At the end of the session, 
each group presented their designs to the overall group. Several groups had selected at least 
one of the same cards. This provided an opportunity to look at the differences in approach 
each group took. Finally, the discussion turned to how the experience could inform the way 
we currently think about market towns and place, and individuals filled out a bespoke 
postcard made of seed-embedded paper with steps they intended to take in the next 30 days 
to achieve some of the goals they set. I followed up by posting the cards one month later. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig.68 Postcards completed by participants in the CAAG/HTF working 
session. Participants filled out the card with insights or goals as a result 
of the working session. The cards are printed on seed paper, which is 
intended to be planted then watered to produce wildflowers. 
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Newcastle University Institute for Sustainability Working Session (Ref. BWK.9) 
 
After seeing the BWK-BCN toolkit at a Newcastle University Institute for Social Renewal 
event, the director of the Newcastle University Institute for Sustainability contacted me 
about obtaining a kit for her research institute. During a conversation, we agreed to 
collaborate where I would facilitate a working session in which researchers from the natural 
and social sciences would come together to brainstorm potential research projects to address 
the UN Sustainable Development Goals. Rather than specifically focusing on developing 
research projects, I suggested we first create an environment in which potential crossovers in 
research interests, and complementary approaches, might be made visible. Prior to attending 
the working session, participants indicated which SDGs most interested them. In order to 
make the most efficient use of the one hour I had been assigned for this session, I arranged 
participants in tables to focus on their preferred SDG, and pre-selected cards from the BWK-
BCN toolkit for them to choose from. The groups developed responses to the cards, and 
began discussions of how their research might be applied. Participants regularly commented 
how the playful nature of the activity allowed them to think outside the box, and one 
researcher expressed how helpful it was to recognise that they generally approach the SDGs 
from their particular vantage point, and the toolkit and working session allowed the group 
to ‘break down silos’ and appreciate the multiple perspectives offered. While one participant 
shared she would have liked the exercise to specifically address a real town, she did admit 
that the fictional element of BWK-BCN allowed her to suspend disbelief and imagine 
different possibilities. I suggested that the next step would be for her to apply this way of 
thinking that the toolkit encouraged in order to think about particular applications in her 
hometown. Her comment, however, provides a useful example of the limits to which I 
applied infrastructuring as a methodology. While traditional infrastructuring approaches 
within a Participatory Design context might seek to support the participant in creating the 
device that she and her team developed, my interest is in how the work acts as a catalyst for 
a way of thinking, or rethinking.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig.69 Participants using toolkit in a working session at Newcastle 
University Institute for Sustainability  
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BWK-BCN Toolkit and Pamphlet (Ref. BWK.20) 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
As with The 404th Wall and DIYwania, I was keen to experiment with ways of simultaneously 
documenting the work and creating avenues for new participation. This toolkit consists of a 
pamphlet and a pack of prompt cards. There are 44 card divided into four categories: 
Objective, Infrastructure, Environmental Systems and Socio-Cultural Systems. Participants 
select an Objective card from the pack, and are tasked with creating a link between two 
additional cards selected from any of the three remaining systems. An example could be to 
create a policy by linking the way forests communicate using funghi rhizomes and 
healthcare. 
 
The pamphlet provides the context for BWK-BCN as a new form of conurbation developed as 
an experimental adaptation to climate change, while the cards build upon the prompt cards 
used in previous working sessions. Like the interdimensional game night in The 404th Wall, 
these cards function by creating a ‘magic circle’ in which disbelief is suspended and rule sets 
are agreed upon. The pamphlet provides examples from previous working sessions 
combined with examples drawn from media sources, as well as the speculative prototypes I 
developed through the work. The pamphlet mimics a real-and-imagined format of 
presenting speculative systems for building BWK-BCN as a conurbation. 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig.71 Example pages from BWK-BCN pamphlet 

Fig.70 BWK-BCN Toolkit 
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Fig.72 Examples of toolkit cards 

Fig.73 Sketch of development of toolkit  
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Speculative Prototypes (Refs. BWK.10-12) 
 
Although I had decided not to create a prototype of the climate-changing device, I did create 
several speculative prototypes in response to the activities conducted with participants. They 
pose the question of what common practices might look like if the environment was the first 
priority in our decision-making. The Seed Suit consists of a boiler suit with built-in birdseed 
pockets, and an irrigation system repurposing invasive plant species as a water source. It 
suggests a way of thinking about the relationship between clothing and agriculture systems 
in which the environment benefits from our clothing practices. The Seed Cycle also makes 
links with agriculture, combining bicycle transport with sowing seeds and fertilising them. 
The prototype involves attachments to the bike’s front handlebars and the rear wheel spokes. 
Seeds that require scarification, or pressure, are scattered using the device in the front of the 
bike, allowing the pressure of the rear wheels rolling over them to crack the shell. Fertiliser is 
spread from small cups attached to the rear wheel spokes. In this way, agriculture is not 
designated to particular areas, but rather spread throughout the town. Finally, the Windowsill 
Ocean Deacidifier draws from current science that proposes kelp gardens to reduce the acidity 
level of oceans. Bringing the issue to home, the prototype proposes an alternative herb 
garden in which kelp is cultivated in kitchen windowsill aquariums in order to filter salt 
water that is returned to the oceans via the house’s plumbing infrastructure. Again, this 
prototype speculates on potential relationships between different infrastructures in order to 
disrupt the way we think about the relationship of place, culture and climate in an era of 
climate change. 
 
It should be noted that the speculative prototypes have a direct relationship to the working 
sessions. They are inspired in large part by conversations and ways of thinking that 
developed through the working sessions, and serve as my response. They were reinserted 
back into the speculative thinking process in working sessions through the toolkit, as each 
one is included in the accompanying pamphlet as an example of how systems might be 
combined, and as an inspiration for different ways of thinking. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 

 
 
 
 
 
 
 
 
 
 

 
 

(L) Fig.74 Seed Suit prototype  
(R) Fig.75 Seed Suit detail 
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Fig.76 Seed Suit in the park 

Fig.77 Seed Suit prototype sketch 

Fig.78 Windowsill Deacidifier prototype – kelp in fish tank with tube into plumbing 
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Remote Working Sessions with the BWK-BCN Toolkit and Website (Refs. BWK.13-17) 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig.79 Seed Cycle prototype 

Fig.80 Screenshot of BWK-BCN website, 
which will serve as the hub for remote 
toolkit participants’ designs for the 
conurbation 

Fig.81 Salmon Buoys, example of 
participant design, included in 

pamphlet and on website 
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The toolkit remains available for anyone to use. Several have been distributed overseas 
through my networks, and they are available to sign out at the Berwick Records Office, the 
Newcastle University Institute for Social Renewal office, Newcastle University Institute for 
Sustainability, and the Longridge Towers School library. They are also available by 
contacting me, or by word of mouth from participants who have been asked to pass them 
along to other people. This aspect of the project is ongoing and forms part of my future 
work, however, I have begun to develop a framework for making participants’ responses 
visible on an interactive web platform. The website will be customised to show where 
participants are based, the cards they selected, and what they designed for the BWK-BCN 
conurbation. This is an attempt to bring local and global responses to climate change and the 
relationship to place into discussion. 
 
To date, five remote working sessions have taken place with the toolkit in locations that 
include: USA, Finland, New Zealand and Barcelona. Participants conducting working 
sessions in Finland and New Zealand emailed me audio files they recorded during their 
sessions, while participants in USA sent a written description of their experience. In the case 
of one of the sessions in the USA, the sessions in New Zealand and Finland, the participants 
created an environment that involved hosting elements, having food and drinks available 
and playing relaxing music. This is comparable to how I also use hosting in the works to 
foster an inviting context for participants to feel comfortable engaging. In addition, in each 
one of these remote working session examples there was one person who took on the role of 
facilitator, leading the activity, and helping to move the discussion along as needed. In each 
case, this person was my friend or contact who requested the toolkit. The other participants 
in the groups were generally friends or partners of my friends, who were invited to 
participate and give feedback to me. The remote working sessions have raised important 
questions as to what elements are needed beyond the prompt cards and pamphlet to support 
successfully engaging with the toolkit. 
 
For reference, below are excerpts from the transcripts of the remote working sessions in New 
Zealand, Finland, and a written description emailed from a working session in USA. 
 
Remote working session in Boston (Ref. BWK.15): 

I am not sure if we did this as well as you hoped we would.  I will send the consent form this week 
too.  
 
We chose our cards completely randomly by turning them over and picking a card.  We were not 
sure if we were suppose to be random or strategic about that, so we went with random.  We didn't 
get cards really related directly to the environment, so I'm not sure if we left a particular point out.  

Objective:  Institution or Organization 
Social/Cultural: Socializing 
Infrastructure: Communication 

We determined that BWK-BCN will need to somehow begin to record its history, to create an 
archive and a new community identity.  Therefor, we developed "The Historical Society of Shared 
Rhythm".  This organization's mission is to create a historical context for understanding BWK-BCN 
in the future as well as in the present.  It will preserve information, but also disseminate 
information and provide a physical space for people to gather.  

Historical data will be collected via contemporary oral histories.  Citizens, as well as newly arrived 
refugees, will be solicited to come to the HSSR to tell their stories, to share their personal 
narratives.  History will be written collectively rather than by individual scholars.  People will be 
encouraged to use their own languages and their own style to tell their story. The HSSR will 
provide the option to come in and record your story alone, or to attend a live story-sharing event in 
which individuals can tell their stories as well as create stories and narratives together with their 
neighbors - friends or strangers. 

The HSSR also takes recorded stories and puts them through a computer generated algorithm that 
responds to the particular storyteller's emotional cadence and stylistic devices to create a unique 
musical track. These musical tracks are shared with the general public free of charge and also assist 
in understanding and learning diverse languages. The HSSR then puts on weekly Monday night 
dance parties (the work week in BWK-BCN is shorter) in which individuals of all backgrounds and 
languages come together to party hard to their oral histories.   
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The HSSR functions to build unity through a communal access to stories created by and for the 
community via a shared love of music, a love which connects humans to each other as well as to 
other species via sound and/or rhythm.  It generates history in the present, which works to 
cultivate an understanding, awareness and appreciation between a diverse assortment of 
identities.  HSSR provides one with the empowerment to have a voice in a collective understanding 
of reality, today and tomorrow. It is also a really cool place to hang out and expand your music 
collection. 

 
Transcript Excerpts from Remote Working Session in Finland: 
 
(TG refers to facilitator) 
 
Group of 3 – music in background 
TG: good! beautiful. Shall we… 
M1: move on? 
TG: yes, we can move on, we can, we can do another one.. 
F1: mmmhmm 
TG: ..if you guys feel up for it 
F1: mmhmm let’s do another one 
M1: what time is it? Probably think of moving on.. 
TG: it’s 2:30 
M1: ..moving on to my things.. 
TG: Yeah? Do you have time for another one, or? 
M1: yeah..ok, maybe I’ll stay for a.. 
TG: one more, one more 
M1: I don’t know.. 
F1: Let’s do one more 
[laughter] 
M1:…it’s not my thing… 
TG: Can I, can I get another piece of paper? 
M1: uhhhh 
F1: How is the other side? 
TG: But it’s good cuz we need this other kind of thinking… 
M1: yah, I know, I know..I have to find my way of liking this.. 
TG: [laughter] 
M1: But we could also adapt to be, like, let’s be super, super practical 
F1: yes, very practical 
TG: yeah 
M1: Let’s even just limit, limit, like come on!, like no, no that’s not possible, no 
 

****** 
 [laughter] 
TG: Almost there! 
M1: Do we have to play it again? 
TG: No, so we have a different, so now we draw different cards. 
M1: And it gives us a different.. 
TG: We don’t have to, um, but we, but we can… 
M1: Of course, obviously we can play, but she needs one idea, or.. 
TG: Yeah, well, it’s, it’s open, like it’s completely open. We can use it in whatever ways we want, so we don’t 
have to play another one, like this is plenty to give her back. 
M1: Yeah, it’s just that I’m thinking, like, I need to get on with my day also. I have to teach a class. 
TG: mmhmm 
[pause] 
M1: And I was thinking of planning the class [laughs] 
TG: mmhmm 
[pause] 
F1: I’m happy to play one more! 
M1: But you can play! You can play again! We can have a time limit 
TG: Yes. 
M1: 15 minutes 
TG: yes. 
F1: Perfect. 15 minutes 
TG: Yes, so quarter to  
F1: yes, starting from now. 
M1: And you have to draw the cards, like you don’t have to see.. 
F1: I’ll give you [inaudible] then 
[shuffling of cards] 
M1: mmhmm 
TG: Ok 
F1: So, how does it work? 
TG: So we need to take one of these.. 
F1: Ok 
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TG: …and then 2 of those 
F1: And you guys can take that. Ok? 
M1: One of these? 
F1: Yes, this is a good one 
TG: Any of those 
F1: Take one. Yes. 
M1: Ohhh 
TG: mmhmm 
M1: Now this one’s good 
F1: Yeah? This also. So the objective, ready? 
TG: Yeah 
M1: Yeah 
F1: Is an object. Develop a new object for Bushwick-Barcelona, what role does it play? Who or what is involved? 
Why is it needed? How does it relate to the environment, social or infrastructural aspects of Buckwick-Barcelona? 
Sorry, Bushwick. So, what do you have? 
M1: Entertainment 
F1: ok 
M1: Entertainment is an important part of every culture. What does entertainment consist of in Brandwick or 
Bushwick? Who or what is involved? Where does it take place? What role does entertainment play regarding 
your object? 
TG: Ok 
F1: Object. An entertaining object? 
M1: Microorganisms 
[Laughter] 
M1: Microorganisms are all around us, they aid in digestion, they are responsible for fermentation in foods like 
cheese, beer, wine, yoghurt and bread. Microorganisms are now being modified to fill a variety of needs. How 
might biomass play a role in your objective? 
F1: Entertaining biomass object 
[laughter] 
F1: Ok, 15 minutes. 
TG: Yes 
M1: An object 
TG: mmhmm 
F1: That is entertaining, ok? 
TG: mmhmm 
F1: the first.. 
TG: mmhmm. This is good. This is a nice combination we have, so an entertaining microorganism.. 
M1: mmhmm 
TG..that is a new object 
F1: mmhmm 
TG: What is its purpose? What purpose does it serve in Bushwick-Barcelona? 
F1: Yesterday we were watching this, The Cosmos, and they were talking about electricity 
TG: mmhmm 
F1: ..and how electricity was created, and first when electricity was created, it was actually nothing else than uh 
entertainment, like they would make these shows, uh, in was it in London? Um where these, the, like city 
scientists would invite a group of people and make these, you know, entertaining shows with electricity… 
M1: hmmm 
F1: …you know, they would have two ends and then they press a button and it would be a huge like chwooo 
[makes sound effect], but electricity at that time wasn’t used, um, as it is today, you know like all the electricity 
we have around us didn’t, it wasn’t available for people at that time, it was used as an entertainment. So, maybe 
we could have something like this where it’s an entertaining object that includes biomass that is a bit, like, 
revolutionary? 
M1: mmhmm 
F1:  could it be? 
M1: mmhmm 
F1: so what would be its purpose? 
TG: mmm I’m just thinking about SCOBYs 
F1: mmhmm 
TG: [laughs] 
F1: A biomass can be something different as well, no? Biomass can be..yea.., well I guess what the card is referring 
to is yeast.. 
TG: mmhmm 
F1: ..and um, SCOBYs and 
TG: mmhmm, mhhm, mmhmm, so it’s a, uh, so it’s a living creature, really.. 
F1: mmhmm 
TG: A huge SCOBY 
[laughter] 
TG: It’s like a mascot, or, um [laughs] for, um, for the new culture! 
M1: an object 
F1: an object 
M1: so it’s not a living thing 
TG: but microorganisms 
M1: right, but they, the object may produce…cheese 
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F1: yes, true 
TG: Ah, yes 
F1: Entertainingly 
M1: and they’re tasked to entertain, mm 
TG: Maybe there’s a fun way of doing it … 
F1: mmhmm 
TG: For example…of making the cheese 
F1: mmhmm 
TG: [laughs] umm… 
F1: what else do these things make? 
TG: I mean, it can also be used in…..[pause] 
F1: it can also be…[inaudible] no? like it eats bad bacterium, it’s like a machine that creates this SCOBY that eats 
bad bacterium from the air, it’s like an air purifier 
M1: mm 
TG: uhha 
[laughter] 
TG: uhhuh 
M1: mmhmm 
F1: and then the way it works is very entertaining somehow, it has a big wheel, and it has many colours and 
[laughs] an air purifying object that involves some sort of yeast or something that is eating the bacteria of the air, 
but how do we get the entertainment to go with it? 
[pause] 
TG: mmmm 
F1: any ideas? Got any? 
TG: So, biomass..I just looked up the definition: total quantity or weights of organisms in a given area or volume, 
or, the second definition is organic matter used as fuel, especially in a power station for the generation of 
electricity. 
M1:mmhmm 
F1: mmhmm 
M1: Maybe we go with this object idea again… 
F1: mmhmm 
M1: …that it’s producing the fungus or the yeast or the…this stuff that is purifying the air… 
F1: mmhmm 
M1:…so it’s like,  you have one there 
F1: yeah, exactly! 
M1:..but instead of it, that’s uh, steam, isn’t it? 
F1: umhmm, yeah 
M1: Instead of steam coming out of the object, it’s bac-, uh, it’s bacteria-eating or degrading.. 
F1: oxygen 
M1:..uhh…uh, microorganisms.. 
F1: uhhuh 
[clink of spoon against glass] 
M1: …and somehow, if, if, you have this.. 
F1: And they glow in the dark 
M1: If you have this on a large scale, that, they can be entertaining, if you imagine a whole town full of these 
objects 
TG: mmhmm 
M1: That could be quite pretty 
F1: mmhmm! 
F1: That they would be spread around the city to clean the air 
M1: Because it, because the air has been so polluted 
F1: mmhmm, yeah 
M1: from the past, that they need to do this. 
F1: mmhmm 
M1: So now, can you repeat the machine? How does it work? 
[laughter] 
TG: I have no idea! 
[laughter] 
M1: it’s typical! [laughs] 
TG: So, yet, it’s entertaining! 
[laughter] 
M1: I’m lost with the entertainment, I have to say 
TG: yeah 
M1: This doesn’t sound very entertaining. 
F1: yeah 
TG: yeah, so, how can we make this entertaining? 
F1: But it’s very, it’s so easy because people are entertained very easily 
M1: Yeah, but you don’t want to give easy entertainment. What if we, um, this machine, would have a system of, 
of, um, feeling, not feeling, but uhh, offering people, let’s say, people, this, you were saying these devices are all 
over the city, so people can go into this device, and put their hand or something, and the machine does a reading 
and then according to the state in which you are in that day, it brings you up either a quote or a reading from 
some poetry 
TG: Ah! I like this! 
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M1: yeah 
F1:mmhmm 
TG: I like this! 
M1: And then, it’s up to you 
F1: That’s a great idea 
M1: Some inspiration for the day 
TG: OK, so can you repeat this? 
F1: mmhmm 
M1: Yah 
F1: So, it’s an object that creates a funghi that cleanses the earth, but you can go into the object as like one of those 
old phone, phone cabins in England, right? Cabins you call them, now? 
M1: A Box, yeah 
F1: Box, yeah, like that type. That’s what you had in mind? 
M1: mmmmm… 
F1: Or should it be like a … 
M1:…can be like that, yeah. 
F1: ..spaceship 
[laughter] 
M1: It doesn’t need to be a big thing, I just thought it could be in like a screen, or in a thing that shows the process 
how it’s gone and then you can get… 
F1: and then you… 
M1:…a piece of wisdom 
F1: …put your palm there for a reading in this machine that is creating the funghi and cleaning the air, and then it 
will read your palm and see what you need for the day, like give you a little inspiration.. 
M1: Yeah. That’s a really nice idea 
F1: Yeah 
M1: Also the idea that that can, this machine can read that from just a part of your body, it knows exactly what 
words will help… 
F1:mmm yeah 
M1:…rather than, cuz, everybody started telling, I was thinking maybe somehow this could purify you as well, 
but maybe letting you do the work… 
F1: mmhmm just giving you the tool 
M1: yeah, yeah..nice 
F1: mmhmm 
M1: so it’s a purifier! 
F1: Yeah, exactly! We call it The Purifier 
TG: Good. What is the, coming back to names, well, coming back to this, but we didn’t come up with a name for 
this, the celebration… 
F1: I think the purifier is a great object. It’s very entertaining and it contains a bio-organism, or a microorganism  
TG: yeess 
F1: Is it less than 15 minutes? Yes, 10 minutes 
TG: Very efficient! Well done! 
[laughter] 
M1: Congrats! 
TG: Congrats! Thank you, guys! 
M1: mmhmm you’re welcome. 
TG: That was excellent 
M1: Now your friend will be pleased 
 
 
 
Transcript Excerpts from Remote Working Session in New Zealand (Ref. BWK.13): 
 
[music playing in the background – in living room] 
 
AH: oh, these are the remaining objectives that we liked? 
SB: yep 
[sorts cards] 
AH: Object! 
SB: Ok! So now it’s not like a process or an action, it’s an object, like a tangible object 
AH: No, it’s an objective object 
SB: Yeah. About energy and education. 
AH: And we have to… 
SB: Develop a new object 
AH: We have to be objective about it 
SB: Develop a new object 
AH: I would prefer that you did not object 
SB: Stop it 
AH: [laughs] you just did! 
SB: Stop it 
AH: oh, come on! 
SB: object 



APPENDIX C – CATALOGUE OF WORKS 

	 203 

[crunching in background] 
AH: What about, and I’m getting my inspiration from the crunching over there, what about we developed human 
size kibble balls in which all human’s food was put in giant balls, and we had to roll them around in order to 
make the food come out.  
SB: what is that teaching us? 
AH: It teaches us that, um, energy, you have to put energy in to get energy out again. 
SB: I just get the feeling that you would really like a human size kibble ball! 
AH: I would! [laughs] You can have like different things that come out of it depending on which way round you 
rolled it, so there would be like, muesli bars coming out of one part, and, you know, cans of beer coming out of 
the other part, and cheese, and, uh…other things that I like 
SB: [yawns] 
AH: yeah, biscuits! 
[pause, crunching in background] 
AH: oranges… 
[pause, music, crunching] 
AH: what have you got for me? 
SB: I don’t know 
[pause] 
AH: The objective is to create an object  [reading the card] 
[pause] 
SB: an object…. 
[pause] 
SB: I don’t know, I don’t know. I’m really stuck.  
 

********** 
{eating} 
SB:.. so, he thought oh., I’ll time it, how long it takes to take getting from the pitcher to the batter, travelling that 
distance, how long is that distance, do some math pending on how, how, you know, how far it’s traveling and 
how far it takes to get there, so this is the, the speed that the ball was travelling at, and it’s a little league game, so 
it this speed so let’s like say, that this is uquivalent to like a major league game of a pitcher throwing a ball at, you 
know, this speed, toward the batter. And he said that somebody said to him like “Oh wow! That’s really cool! 
What app did you use for that? He’s like, “WHAT APP? I USED MY BRAIN!” {laughter] I used science, I used 
numbers, like I used my head. 
AH: Yeah, but he’s Neil deGrasse-Tyson, he’s , you know.. 
SB: Yeah, he’s Neil deGrasse-Tyson 
AH: Better educated 
 
SB: But, like everybody is so [chewing] 
AH: yeah 
SB: so reliant on apps 
AH: you’re dead right 
SB: oh there’s an app for everything, I’ll just figure that out. You know, when when I say no, no, no, don’t use 
your phone, yes you can google the answer right now but let’s take five minutes to think about it instead 
AH: oh but I don’t want to 
SB: How much more fun it is to like to think of what is this stupid thing, of which I used this the other day for 
something. I think I used it for like a screwdriver 
AH: mmhmm 
SB: I used it to like pick something out of something 
AH: maybe we should just send a picture of that to Alexia and say this is the object we created [laughs] 
SB:mmhmm 
AH: ‘Now you’ve gotta come up with a use for it!” 
SB:mmhmm 
SB: Like that is so much more exciting than, ‘oh yeah, my brother sent that to me. I googled it two years ago’ 
AH: Did you? 
SB: no, no, but that’s way more entertaining than just googling it. Sooo, what if there was some sort of app. An 
app is an interaction - cuz people fucking love that shit – about, you know, energy and education and I ate an 
apple, what can I do with that apple’s energy? 
AH: yeah. Can I walk to school? 
SB: mmhmm 
AH: Can I walk, can I, can I run to school? Can I run away from school? 
SB: mmhmm…I ate an apple and a banana…can I do, like, 2 hours of housework? And I had a cup o’ tea and 
some chocolate and some fruit now 
AH: Can I do a dance? For how long can I air guitar? 
SB: Or, you know.. 
AH: Like Jimmy Page style 
SB..if you take that energy, how long could you run, like, a standard light bulb in a fitting, cuz like whether the 
house is solar powered or whatnot, you need that amount of energy coming from somewhere to run a lightbulb.. 
AH: yeah..it does bring to mind the potato clock. 
SB: Yes, a potato clock. [cat meows in background] 
AH: Yeah 
SB: Yeah, something…something like that…because you would totally look up ‘I just ate some fruit, and a pie 
and some butter, how far will that take me?” 
AH: Yea. Actually, I think that, that type of technology is really.. 
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SB: Probably exists 
AH: No, no, I don’t think it’s quite there, but it’s very close. Like, they’re working on that kind of AI right now 
and it will just be, literally, you point your app that we just discussed at your plate of food, and it will like 
recognise what it is, calculate all of that information, and then spin it back to you. And then, equally, ah, now this 
is the good bit, equally, it will then, like, um, like, cross-reference it with your activity and go, ‘you have not done 
enough exercise today to burn off that big, bloody plate of junk food that you ate earlier on, that means that your 
body is going to like have to metabolise that into like fat. 
SB: Good, cus the , the things that I was looking at, like you can tell it, like this is what I ate today and it will tell 
you how many calories that was, and how many calories, you know, all of your exercise is using up…. 
AH: yeah…this is a good idea 
SB: alright, so maybe, maybe we don’t have to have it have any sort of basis in reality, maybe it is an app that you 
can take a picture of your meal and it’ll tell you, you know, how many calories and energy you’re consuming, 
and…whether you need it or don’t need it 
AH: Yeah, you will be educated, and then like a buzzer will go off going ‘You have eaten enough” {laughs} “Oh, 
but I really want”, “No!” 
SB: mmhmm 
AH: Stop! 
SB: mmhmm, yeah, you’ll have smart plates 
AH: Smart plates? There’s your object right there 
SB: Yeah, yeah, yeah, where all of a sudden, like, your plate, like, will just be on lockdown and food can’t leave it  
AH: They’ll be like fly off, like there’s a drone that woo, ah, come back! 
SB: or, I was thinking something like something comes like steel things come over the plate and then it starts 
oinking at you 
AH: [laughs] Ok 
 
 
Participants’ self-evaluation: 
 
[We] spent some time exploring the BWK-BCN toolkit. I had taken it over to a friend’s a few weeks ago because I 
thought that she would be really interested (and I still think she would be), but it was just a case of it not being 
the right sort of afternoon to bring out cards and talk about creating social-technological-environmental change in 
a fictionalized community.  
 
Last night after dinner I told Alan that you wanted some feedback so we cleared the table, poured some wine, 
and got the cards out. Initially he had wanted to record everything as a conversation to send to you, but I wasn’t 
keen on being recorded. He said he didn’t want to type anything and I told him I would be doing the typing, but 
whatever.  
 
We decided to choose the objective we wanted to work on, choose two of the three categories that we wanted to 
utilize, and then randomly draw the social, environmental, or technology card to see what we’d be working with. 
A little element of choice, a little element of randomness. Although it just occurred to me that we could have done 
it the other way and chosen the two cards intentionally and the objective randomly. Maybe next time Here’s what 
happened: 
 
Objective: Celebration, Ritual, or Event 
Environmental Systems: Air 
Socio-Cultural: Monuments  
 
We came up with an annual BWK-BCN Air Festival. A living monument would be designed for trees/plants to 
grow on an armature, creating some shape TBD for the finished monument (for inspiration 
see: http://treechurch.co.nz). The monument would be the center point of the festival, where people would come 
together to celebrate the clean air it gives us, and the carbon dioxide we give it in return.  
 
There would be a kite flying competition to celebrate the air, its movement, and to decorate it, so to speak, with 
high flying objects of bright colors.  
 
The festival would also include a walking tour of BWK-BCN where participants would begin by gathering near 
the living monument and have blindfolds placed over their eyes. They would begin the tour by taking in the 
smell of the fresh clean air near the monuments. The tour would continue through town and would have 
designated stops for participants to smell the difference of air quality/scents near motorways, bakeries, and the 
seaside, for example. This tour would serve to connect people with the smells of the air all around them, 
beginning and ending with the appreciation of the clean air that the monument gives us.   
 
Objective 1: Process, Interaction, or Action 
Objective 2: Object 
Socio-Cultural: Education 
Infrastructure: Energy 
 
To be honest, we found the “Process, Interaction, or Action” card hard to deal with. It was very open ended and 
although the conversation around energy and education was interesting, when it came back to “okay, we’ve 
identified something that we’re interested in here, how does this tie into creating a process, interaction, or 
action?” we’d get stuck and start the conversation about energy and education over again.  
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To try to get us out of being stuck, I suggested drawing another objective. The conversation was interesting, we 
were just having a hard time coming up with a result, so nothing wrong with keeping the conversation going but 
just switching objective, right? Objective #2 was “Object”. 
 
Again, we talked and talked and were even more stuck with this one. The thing that we kept coming back to was 
this ad that plays almost overtime we watch something on youtube. I think it’s a commercial for weetbix. It’s a 
kid riding a bike though a forest and the voice over says “Did you know that the energy generated during a 30 
minute bike ride is enough to power four gaming consoles?” Two things happen simultaneously at this point: a) 5 
seconds is up and we can skip the rest of the ad and b) Alan and I both yell out “NOOOOOO!!!!” because the 
thing is that riding a bike doesn’t generate *that* much electricity and the ad doesn’t tell you HOW LONG 
THOSE FOUR GAMING CONSOLES ARE POWERED FOR! See this article about can you actually power your 
home via bicycle power: http://www.npr.org/sections/13.7/2016/12/08/504790589/could-you-power-your-
home-with-a-bike 
 
No matter where the conversation went, it always came back to being really frustrated at this commercial. I 
wanted to wrap this up and move on a bit. We quickly threw the idea out there as to what if we went back to 
objective #1 and created an app where people could take a picture of their food and it would tell them not only 
how much energy they would be getting out it it, but also how much energy went into the production of it. For 
example, almonds  = XX calories per almond. It takes XX water, XX land, and XX time to produce XX almonds. 
Something like that to highlight how much energy has to go in for energy to come out to power us. 
 
In conclusion, I think we were limited by ourselves. It takes work to get out of that bubble as to what is or is not 
possible in reality. I kept saying, wait, this is a vicious town, we can create anything we want to here and it 
doesn’t have to be tied to what can or can’t be done. I think it would be fun to do this with a kid, someone who 
doesn’t know those limits yet, and a billionaire who could actually find some of these things coming true. 
 
I think that there would need to be a massive change in habits to be a citizen of BWK-BCN. Or would it be easy if 
the system is already established and you just have to move and be told “this is how we do things here”? Making 
that change create those new systems is challenging. It’s hard to brainstorm things so wild and fantastical, let 
alone convince people to change their habits and make it happen. This world is screwed, aren’t we? We are going 
to see sea levels rise, cities drown, polar bears and tigers die. I can’t ride my bike all day.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



APPENDIX C – CATALOGUE OF WORKS 

	 206 

HANDOUT TO RECRUIT EXTRA DIMENSIONAL EXPLORERS FOR THE 404TH WALL 
 

 
“Life moves pretty fast, you don’t stop and look around once in a while, you could 
miss it.”   

F.Bueller (1986) 
  
The 404th Wall  
NewBridge Project Space 
//30 October-8 November 2014 
Closing ‘Streamposium’ Event on 8 November 
Daily sessions from 5-7pm* 
Live streaming on our project website: http://404th.com 
 
Do you hate it in old movies when drivers don’t watch the roads? 
Do you stay awake at night thinking, “Is this the real life? Or is this just fantasy?” 
Were your teachers concerned that you could potentially ‘daydream your life away’? 
  
If your answer is yes to all of the above then, WE WANT YOU on our Extra Dimensional 
Explorers team. 
  
What brings us closer potentially tears us apart. This is the underlying theme of The 404th 
Wall, an experimental springboard of new platforms for participatory and new media 
practices.  
 
Hosted by The NewBridge Project, The 404th Wall is a satellite project of the 20th 
International Symposium on Electronic Art (ISEADubai). Referencing both Denis Diderot’s 
term “breaking the fourth wall” in which the boundary between audience and performer is 
removed, and the dreaded 404 Internet Error Code, The 404th Wall presents a series of daily 
live-streamed events between Newcastle and Dubai in an evolving participatory installation. 
From Google Hangout Tea Parties, to commissioned new media pieces made visible only 
when the Internet connection drops, The 404th Wall investigates our changing modes of 
communication as our interdependence with our screens increases. 
 
Drawing inspiration from Calvino’s Invisible Cities, we are seeking reality testers to explore 
and map the uncharted territory that exists beyond the 404th wall. Using experimental 
approaches with both fictional and real scenarios, we will investigate and design new 
methods to para-extra-interdimensional cartography. 
 
With your crucial support and dynamic navigational skills, together we will explore questions 
such as: How do we understand a place that doesn’t exist? How do we communicate across 
the physical and digital divides? How do we form personal and cultural emblems to represent 
places that are new to us? 
 
If you feel you have the right stuff, drop in, or sign up to become one of our Extra 
Dimensional Explorers.  
 
Safety not guaranteed. We have done this only once before. 
 
*[NB: The NewBridge Project Space is closed Sunday 2nd November and Monday 3rd 
November] 
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SAMPLE INFORMATION SHEET AND CONSENT FORMS 
 
 
 
 

Fine Art, 
       School of Arts & Cultures 

Armstrong Building 
Newcastle University 
Newcastle upon Tyne  NE1 7RU 

 

BWK-BCN 

Information Sheet (BWK-BCN): TO BE KEPT BY PARTICIPANT 

What is this project about? 

I am a practice-based PhD student at Newcastle University undertaking research into the 
relationship between ‘participatory arts projects’ (art projects which involve members of the 
community in the creative process) and ‘place’. The aim is to uncover how we create ideas of 
‘place’ within social settings via initiating event-based projects in which participants are 
equally considered participants and collaborators. 

The purpose of this project is to explore the complexities of how we identify with place. To do 
this, we will collaboratively develop local approaches to the global issue of ‘climate change.’ 
Working together, we aim to create a system-based device that will temporarily create a 
‘micro-climate’ that resembles the climate of Barcelona, Spain. The project is intentionally 
playful, and draws together resources and knowledge from the local community. It asks 
questions around how we experience place; what expectations we have of places we visit; 
and how we can collaboratively and playfully produce local responses to global issues. 

What will I be doing? 

This project will evolve over several months, beginning with design-led, collaborative 
workshops and resulting in the community-built device placed temporarily on the Berwick 
beach. I will be undertaking observational and dialogue-based research around the local 
area, exploring how the local inhabitants and visitors to the area understand and 
form/reconstruct public space and their interactions with each other. To do this, I will be 
inviting groups/individuals like yourself to take part in the collective public projects - for 
example, public discussions, curated debates between community members, formal debates, 
tours of the area given by myself, and public hospitality events. This specific event will be 
explained to you in person before you agree to take part. 

What information will be gathered? 

Different types of information will be gathered, and will change depending on the event: 
discussions could be recorded in a small video camera, or by audio-recorder (like a tape 
machine). We will also take photographs and/or take notes and/or sketch. We have a 
consent form that we will ask you to sign, and you have the right to opt out of any of the 
recordings/videos/audio etc. Not all of this information will be used in the final work, and we 
will keep it on a secured Newcastle University server to ensure the utmost safety of your 
information. We will not ask for nor gather any sensitive personal information. 

What will you do with the information? 

The information that we gather may be transcribed, exhibited, used in publications, on the 
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web, shown in galleries or other appropriate sources that explore the topic. We may also use 
the information in discussions with supervisors, presentations at conferences and as parts of 
larger, external artworks exhibited out of this specific context. On the consent form you can 
decide how you want to be presented in the research and what kind of information you are 
happy for us to gather. 

It is important that researchers publish the results of our projects, so that others can learn 
from what we have found. By signing the consent form, please indicate that you are happy 
for us to use the recorded interview and/or other recorded information from it in the way it 
describes. After you have taken part, if you change your mind, you have the right to withdraw 
any information you wish up until the thesis is submitted (Estimated as Sept, 2017). The 
information will be kept for 3 (three) years after my thesis has been submitted and will be 
destroyed thereafter. 

Where can I find out more information? 

Alexia Mellor: Fine Art (The Quadrangle), School of Arts and Cultures, Newcastle University, 
Newcastle Upon Tyne, NE1 7RU. e-mail: a.mellor1@ncl.ac.uk web: www.alexiamellor.com 
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LARGE PRINT AVAILABLE ON REQUEST 
 
BWK-BCN 

Recording Consent Form (BWK-BCN): TO BE KEPT BY RESEARCHER/ARTIST 

Event: ______BWK-BCN Toolkit____________________________________ 

Date: ______________Location:_____________________________________ 

1) I, ____________________________________ (print name) agree to take part in this 
project as part of research being undertaken by Alexia Mellor. 

2)  I confirm that I freely agree and give Alexia Mellor permission to use the following 
recordings of myself (or my child) for her research (delete as appropriate). 

· audio recordings · video recordings · photographic recordings 

If you wish to take part in the event but choose to opt out of being recorded, any recordings 
may still be made of yourself during public events, but it will not used publicly or as part of my 
research. If you do opt out of any of the above recordings, do you still agree to take part in 
the event? Yes/No (delete as appropriate). 

3)  I confirm that I freely agree to participate in the event and that the information given could 
be used in the following ways (delete as appropriate): 

· on the web · in academic publications (in written or photographic form) · in publications 
related to public realm art works · In conferences or seminars related to public realm art 
works · in art exhibitions and other appropriate methods of dissemination of public real 
artworks. 

4) As a participant in this research, I would prefer to be NAMED (identified) / UNNAMED 
(anonymous) / REPRESENTATIVE OF MY ORGANISATION, if cited in this PhD research 
(Delete as appropriate). 

Signed: ____________________________________________  

Print Name: _________________________________________  

Date: ______________________________________________  

Contact Detail _______________________________________ 

It is important to be able to contact you should anything change during the course of the research. 
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