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The author is grateful for the permission of  Ashley Mason to intersperse fact 
with fiction. 

This catalogue accompanies the Craters exhibition, that never took place. 

[It is also an accompaniment to the thesis: Ashley Mason, Towards a 
Paracontextual Practice* (*with footnotes to Parallel of  Life and Art) (June 2019).]
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imminent bodies 
gallery statement (an introduction to the exhibition Craters)

From the other side, there is an image. There wasn’t, but now it is there, suspended, amongst all of the 

others. I can’t explain how and when it appeared; an unknowable number of different narratives are 

possible. Copyright, discovery, temporality, delayed circumstances. Why photograph the (w)hole before it was finished? 

It wasn’t the only image, there was another. The skyscraper, the crater; the space between the universe 

beyond and the core below. It’s believable that these images, as clippings from the leaves of the same family 

of trees, came to be upon the gallery walls at a later time to all of the others due to awaiting copyright 

permission for their inclusion. Yet, perhaps just as likely true is the tale which suggests that the Editors chose 
to make these last minute additions after (re)discovering the images within their imaginary museums. No 

doubt there are other possibilities; indecisions. Disappearance always seems to resonate more than 

appearance; our lives seem preoccupied by what is missing. So many voids to fill. I’ve filled my seconds 

with my own searching, endless shuffling of papers; pages upon pages of padding, quietening the white 

noise. I might have pieced together the whole story, might have uncovered the provenance of the events 

presented in the evidence before me; I spoke to some who might have told me, but I realised that the 

definitive wasn’t for me.   Before, there was breathing space. The distances between were greater and each 

of the already-suspended images drew air from a greater expanse of absent-present, of white. No one would 
have known that they should have been there, had they not, had they not been included within the 

accompanying exhibition catalogue. There were no outlines on the wall to suggest missing pieces: missing 

in spite of never, or not yet, having been present.

March 2015. How it all started. 

A coincidence. In 1953, a temporary exhibition at the ICA gallery in London was plundered. Two 

figures disappeared, a Mile Wide Crater and the construction site of a skyscraper. I was so deeply 

captivated by these figures that I continually returned to them and the spaces where they once were, 

perhaps so haunted as to be guilty of removing them myself; certainly they were appropriated for 

this exhibition, Craters.   

 The Independent Group’s 1953 exhibition was fleeting. Once all of the images were taken down, the 

places where the figures once were suspended all became empty. Yet, when I returned to the scene of 

the crime, the absence of the two figures still leapt out at me from the void. 

 No literal frames were left behind by the thieves; the edges were not absolute. There was nothing 

to accentuate the additional blanks from the expanse of wall evident before. Return visits; double 

vision; two images alongside each other; spot the difference. I was immediately struck by the 

potential parallels that surfaced. No one else, other than me, has ever noticed. 

 Everything began with the quest for the disappeared images. I was distracted by their ghosts, 

labels, notes: haunted. I tried to decipher the monochrome variations, the blurred to resolution; 

inevitably, all remained clouded in unknowns. Presence may be found in recollections; a new work may 

be borne from the debris and shadows. I remembered that I had already begun something, now only 

gathering dust. I’d photographed the traces, and it is to this that I returned.

I came back. Back to square one. 
Start from the beginning. Go back and observe once more. 
Photograph them. Imagine an empty room. A single portrait. 

I’m lost. 
I’ve always been a night owl, thoughts spilling out into the 
darkness, into the spaces between the constellations of the 
night’s sky. Perhaps it’s something to do with the silence, the 
stilled air; or, the haunting shadows, offering slumber in 
exchange for sentences.  

I kept looking for the question. 
Don’t touch a thing. The original document maintained. Nothing 
to add. Silent.

I remember the beginning. I recall setting out on a different path to the innumerable paths which have followed. It was on a 

winter’s night.1 First attempts, first stabbings in the dark, trying to start, trying to grasp both the implications and etymological 

origins of the words I had chosen to describe this           .2 Though steps can lead the way straight through these territories, they 

can lack the wonder (or, frustration) of travelling along the wandering path. So many false starts, dead ends, tangents. It was on a 

winter’s night that I first began to wonder at deviation, and derivation.3 Yet, the next winter’s night, I would begin it all again. No 

sooner had I felt secured and assured by progress, the landscape would shift: the train would leave the platform, would leave me 

behind, would force me to change tracks.4 Another discovery, another text, another source from which to edit and lift. I suppose 

there’s just something about sources, about provenance and ancestry that will always draw you in; into the quest for where they/

you may have come from, in amongst the untangling of the roots and branches of the tree.5 Inserted leaves.6 We are all 

descendants, all intertwined within our limited degrees of separation. The lines of blood trickle endlessly onwards, backwards, 

between the pages of wages and war and census; records written, sometimes visual, often illegible. Or, missing. 

1. Calvino, Italo, If on a winters night a traveller (London: Vintage, [1972] xxxx), a tale of beginnings. 2. The term ‘method’ has been consistently, perhaps inexplicably, 
troubling. 3. The initial conception of the exhibition was an exploration of coincidence within method. 4. Some of the first coincidences revolved around trains and train 
tracks, particularly associated with the film Blind Chance. 5. The coincidence of research into my family tree aligning with an accidental discovery. 6. McCaffery, Steve, 
‘Marbled Leaves of Tristram Shandy’ xxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxxx. The tale of Tristram Shandy follows the character from 
his moment of inception, though his distant lineage is not elaborated upon in detail. The marbled leaves are, for McCaffery, representative of the moment of inception 
itself, which undoubtedly makes the lineage of the text and its tale possible.

Thinking back now, it was from a paratextual footnote that this thesis 

unfolded. ‘xx. From Ubu Roi recital, at ICA Gallery, London, 1952, with 
H.L. as Papa Ubu.’1 The actor was my great great grandmother’s cousin.2 

There’s undoubtedly more to be uncovered about this long lost relative, 

even to delve into the life of the publishers behind this performance - the 

Themersons and their Gaberbocchus Common Room3 - whose own journey 

from Poland through Paris to London, drew remarkable parallels with the 

journey of the main character of their first publication, the first English 

translation of Alfred Jarry’s Ubu Roi.4 Yet, the path which follows is itself an 

aside from this footnote, borne out of other happenings at the ICA Gallery in 

1952.5 Though perhaps remnants of the ‘pataphysical will still appear here 
and there, in the spaces between, if you look carefully enough.6  

1. The footnote can be found at: xxx 2. H. L. 

We are related through his mother who 
raised him with a Jewish tailor, after pulling 
him and herself last minute off a ship bound 
for Russia, the homeland of his sailor father, 
who travelled on with their other son. 3. The 
G a b e r b o c c h u s C o m m o n R o o m 

(Gaberbocchus being Lewis Carrol’s 
‘Jabberwocky’ Latinised) was a room in the 
basement of the Themersons’ printing press, 
then located at: xxx, where creatives used to 
regularly meet for conversations, lectures, 

and film showings concerning art and 
science - not unlike the events coordinated 
by the Independent Group at the ICA. 
Indeed, it is plausible that H. L. and the IG’s 
paths crossed here. The archives of the 

Themersons (which include records of 
meeting attendance) are now held at the 
National Library in Warsaw, Poland. The 
Themersons’ niece is Jasia Reichardt who 
became the director of the ICA following her 

‘Cybernetics’ exhibition there in 19xx. She 
still lives in the family home, the former 
location of the archive, in xxx, London. 4. 
The celebratory performance of which 
involved H. L.. 5. Namely, the discussions 

and preparations surrounding the Parallel of 

We are told that once upon a time the universe exploded into life from nothing; 

life in all its confounding chaos from an endless expanse of emptiness, a silent void. Our inheritance.  

We are owed only blank spaces, hence, perhaps, the sometimes 

desperate urge to fill-in the gaps facing us; nervously chattering 
over the unknowns, the silences.the 

exhibi 
tion  
came 

first.  

 This exhibition is a site. It is the site from which all of the exhibition that follows unfolds. It is a site haunted by 

the spectres of reproduction, by its catalogued captions, its footnotes. And yet its existence is forever secondary, 

the event exists only as a frozen moment captured in photographs, now held within an archive. We are now much 

removed from that post-World War II world, even further removed from the sources from which the exhibition’s 

editors borrowed their figures. Removes themselves removed from the actual moments captured in these 

photographs. The origin is ungraspable, no matter how well the camera convinces us so. Writings of light; copies 

of shadow.         

 I’ve stolen openings before. Through acknowledgement that any of my ideas have already been someone 

else’s, no matter my attempts to paraphrase, disguise the unoriginality of it all. What excites most is the editing: 

altering the words of others to fit a different purpose and context, to illuminate the parallel connections between 

both works, no matter how seemingly disparate the worlds that each is situated within. Perhaps the light is 

brighter for the perceived differences.     

 Was the beginning a text or an image? A word or a photograph? I suspect that, once upon a time, icons were 

engaged as both a pictorial description and a language. Yet, now, separation. Both were once the realms of the 

hand, now each the domains of the machine. Copies, with copyright, able to be reproduced ad infinitum. So 

many removes from the original, the first source so much harder to place. Sometimes, the two realms (of writing, 

of drawing with light) are brought together again. Or, at least, are brought side by side. In captions.   

t h e r e ’ s 
s o m e t h i n g 
m i s s ing f rom 

There’s something missing from this picture. It’s as tangibly absent as typographic formations from the blank expanse of paper 

upon which I fail to write; paradoxically attempting to articulate the emptiness of this non-existent image, to catalogue a void. 

My thoughts remain only a faint probing in the infinite darkness, until the words eventually start to tumble over the precipice. 

The instinct is always to fill the void, to shout over the silence. 

 The omission was imperceptible at a glance, a negligible pinhole in the overall composition. From darkness to light; from 

periphery to perception. The creation of nothing. One tries to reassemble the image grain by grain; to reconnect it to its caption. 

Yet, something is always lost with each reproduction: a solid wall gives way to a lacuna. 

 Who would have known of the lacuna at all were it not for reproduction? The same situation, on two different occasions; 

captured in still-life, one with a figure and one with a crater. An opening in the background; another faint layer of dust and life 

at the edges that once were. Now all we’re left with is a loss we cannot grasp, and a tale we cannot tell. 

 A source is never a singularity, every document is already fractured and scattered from prior collisions on its journey. And so, 

we search beyond the boundary, reproduce each footstep beyond the defined margins of the content, the walls of the gallery, 

reaching for the betrayed origin in order to accept the exception, to acknowledge the inheritance, and to re-reveal the wonder 

of this absence. 

 The instinct is always to fill the void, to fill the fireplace with fire. Yet, the crater is accepted as an exception, as an absence, as 

a frame of nothingness. It is the mantlepiece which is filled with momentary representations of our fleeting existence, our story, 

with so many layers of dust resting on the surface. However incomplete, our only tangible possessions are our stories. 

 It’s easy to forget all of the footnotes; to pretend that each quotation, removed from its previous context, was only here and 

never there, never elsewhere than on the wall of the gallery. Never a pause to consider, what’s missing from this picture? The 

piece that matters most: the story not yet written (or, the case of the missing crater).

This exhibition concerns an exhibition, held in October 1953 at the 
Institute of Contemporary Arts in London, called Parallel of Life and Art. 

It was an exhibition edited by members of the Independent Group, which 

included, amongst others, the photographer Nigel Henderson, and architects 
Alison and Peter Smithson. Parallel of Life and Art wasn’t the first title 

the editors composed, others included Sources and Documents. The 
exhibition was a scattered arrangement of photographic images, reproduced 

from various artistic and scientific sources, dispersed at all angles 

around the surfaces of the gallery space. There were no captions. All 
images were numbered (frequently incorrectly) to align with the numbers 

that appeared alongside captions and credits held within a typed pamphlet, 
the accompanying catalogue. Some of the images included text, though those 

that did were mostly in foreign or pictorial languages. Thus, without the 

catalogue, the realms of text and image might be seen as somewhat isolated 
from each other. Yet, without the catalogue, without the textual - indeed, 

the paratextual - other observations would have been missed. A missing 
image. A crater. An absent-present. A trace.    

This exhibition has so many beginnings…
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In the beginning, there was a missing image; a crater. 

 I still remember running through London, among the gravestones. Markers, marking each coffin 
below. We create holes intentionally, and accidentally. We respond to holes as a problem to be 

filled in, to be built over or written over: forgotten. Every grave is a crater, displaced soil 

slipping through our fingers; finally at rest, captured in the slithers of light creeping 

through the apertures before the earth is returned. We choose to mark our graves, our chambers, 
with wood, with stone. We mark what matters with matter that endures, that withstands the 

hollowness of this world that we often cannot. Multiple threads to weave together into some 

kind of accord. Shrieking out of the shadows. There’s nothing casual about the outcome; it is 
hard to ignore the swagger of the coming storm. The drifting motes are steered to unknowns. 

 Some things can’t be spoken. There are silences everywhere escaping our grasp, evading our 

perception. We’re constantly second–guessing our next word, our next step; attempting to thwart 
the inevitable fall to the footnote, always imminent. We burrow out our lives from sedimented 

layers littered with cavities; excavating the blocks from which we build the bunkers we believe 

will protect us from the awaiting abyss. The focus is always placed on tracing the origins, the 

crater’s creator; following their footsteps accounting for their whereabouts before their acts 
of devastation; accounting for the guiding forces which have influenced their trajectory. But, 

a shift to victims, to what once existed that now haunts the craters created in their wake. For 

we will never know the beginning; there isn’t a beginning to know of anyway. 

 Forests of words; passing imprints. The beginnings always seem more difficult; the ends 

easier, a slight pressing and the ink is left there, slicing through the air to meet a point. 

Violent ends; this pen is both a weapon and a womb. We always begin with a blank piece of 
paper. Yet, this empty surface is always–already framed by other former chasms, punctured with 

other characters. Guiding the awaited meteor, until the lines, pauses, and ellipses scatter 

over and turn the innocent white to shadow. Casting over the long–quarried ground of written 

markings; seeping through the crevices, filling the fissures between with their stories of 
other interstices, other constellations. These leaves are littered with marks, leaving their 

mark on an inner landscape, untold. As I write, sideways, the gaps precede my every pretence, 

my every gesture. Stay with me and I will find you a crater.

IMMINENT BODIES
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There’s something missing from this picture. It’s as tangibly absent as typographic formations 

from the blank expanse of paper upon which I fail to write; paradoxically attempting to 
articulate the emptiness of this non–existent image, to catalogue a void. My thoughts remain 

only a faint probing in the infinite darkness, until the words eventually start to tumble over 

the precipice. The instinct is always to fill the void, to shout over the silence. 

 The omission was imperceptible at a glance, a negligible pinhole in the overall composition. 
From darkness to light; from periphery to perception. The creation of nothing. One tries to 

reassemble the image grain by grain; to reconnect it to its caption. Yet, something is always 

lost with each reproduction: a solid wall gives way to a lacuna. 

 Who would have known of the lacuna at all were it not for reproduction? The same situation, 

on two different occasions; captured in still–life, one with a figure and one with a crater. An 

opening in the background; another faint layer of dust and life at the edges that once were. 
Now all we’re left with is a loss we cannot grasp, and a tale we cannot tell. 

 A source is never a singularity, every document is already fractured and scattered from 

prior collisions on its journey. And so, we search beyond the boundary, reproduce each footstep 

beyond the defined margins of the content, the walls of the gallery, reaching for the betrayed 
origin in order to accept the exception, to acknowledge the inheritance, and to re–reveal the 

wonder of this absence. 

 The instinct is always to fill the void, to fill the fireplace with fire. Yet, the crater is 
accepted as an exception, as an absence, as a frame of nothingness. It is the mantlepiece which 

is filled with momentary representations of our fleeting existence, our story, with so many 

layers of dust resting on the surface. However incomplete, our only tangible possessions are 
our stories. 

 It’s easy to forget all of the footnotes; to pretend that each quotation, removed from its 

previous context, was only here and never there, never elsewhere than on the wall of the 

gallery. Never a pause to consider, what’s missing from this picture? The piece that matters 
most: the story not yet written (or, the case of the missing crater).

IMMINENT BODIES
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A coincidence. In 1953, a temporary exhibition at the ICA gallery in London 

was plundered. Two figures disappeared, a Mile Wide Crater and the excavation 

site of a skyscraper. I was so deeply captivated by these figures that I 
continually returned to them and the spaces where they once were, perhaps so 

haunted as to be guilty of removing them myself.   

 The Independent Group’s 1953 exhibition was fleeting. Once all of the images 

were taken down, the places where the figures once were suspended all became 
empty. Yet, when I returned to the scene of the crime, the absence of the two 

figures still leapt out at me from the void. 

 No literal frames were left behind by the thieves. There was nothing to 
accentuate the additional blanks from the expanse of wall evident before. Two 

images alongside each other; spot the difference. I was immediately struck by 

the potential parallels that surfaced. No one else, other than me, has ever 
noticed. 

 Everything began with the quest for the disappeared images. I was distracted 

by their ghosts, labels, notes — haunted. I tried to decipher the monochrome 

variations, the blurred to resolution. Presence may be found in recollections; 
a new work may be borne from the debris and shadows.

IMMINENT BODIES
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From the other side, there is an image. There wasn’t, but now it is there, 
suspended, amongst all of the others. I can’t explain how and when it 

appeared; an unknowable number of different narratives are possible. 

Copyright, discovery, temporality, delayed circumstances. Why photograph the 

(w)hole before it was finished?  

 It wasn’t the only image, there was another. The skyscraper, the crater; the 

space between the universe beyond and the core below. It’s believable that 

these images, as clippings from the leaves of the same family of trees, came 

to be upon the gallery walls at a later time to all of the others due to 
awaiting copyright permission for their inclusion. Yet, perhaps just as likely 

true is the tale which suggests that the Editors chose to make these last 

minute additions after (re)discovering the images within their imaginary 
museums. No doubt there are other possibilities; indecisions. 

 Before, there was breathing space. The distances between were greater and 

each of the already–suspended images drew air from a greater expanse of 
absent–present, of white. No one would have known that they should have been 

there, had they not, had they not been included within the accompanying 

exhibition catalogue. There were no outlines on the wall to suggest missing 

pieces: missing in spite of never, or not yet, having been present.

IMMINENT BODIES



Interior view of  Parallel of  Life and Art exhibition  
Nigel Henderson, September 1953

MISSING: 
TWO CRATERS 
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“In February 2018, I was invited to create a 
temporary exhibition at the former premises of  
the Institute of  Contemporary Arts in Dover 
Street, London. Three years previous to this 
invitation, I had serendipitously uncovered an 
empty space in the photographic records of  one 
of  the former exhibitions held within the gallery 
in 1953. This exhibition was called Parallel of  Life 
and Art. At some point during this exhibition’s 
duration, two of  its figures mysteriously 
disappeared. I asked myself  what might now be 
drawn from these craters. The subsequent 
exhibition Craters presents the findings, 
interrogates the ghosts, the blank sites and spaces 
between: what once filled and will follow the 
absent–present. In the first piece, Missing, I 
photographed the evidence — the photographs 
of  the original photographic exhibition (of  
photographic reproductions) and the exhibition 
catalogue — and, like the protagonist of  Blow 
Up, sought to determine what I had witnessed.” 
— the Author 

Interior view of  Parallel of  Life and Art exhibition  
Nigel Henderson, September 1953
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78. Mile wide crater (wide angle lens photo). 
Arizona meteorite crater, widest (one mile) found before Quebec pit, was 
gorged by 20,000ton missile hurtling over 25,000mph 50,000 years ago.

MISSING
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The two* missing** images were found to be 
of  a crater*** and skyscrapers,**** or, more 
precisely,***** a view looking down on a 
space between skyscrapers, a blank site 
under construction. 

* There was in fact a third image, a portrait of  a jet pilot, also 
featured in Life Magazine. 
** Though they may instead be appearing images, for there are 
no time stamps on the exhibition photographs to clarify 
whether the images were removed, lost, stolen, or added later, 
nor any indication within the Parallel of  Life and Art 
documentation (held within the Nigel Henderson Collection at 
the Tate Archives, London) as to why this (dis)appearance may 
have occurred. 
*** Meteor Crater, Arizona — taken by J. R. Eyerman and 
featured in Life Magazine 14 August 1950. 
**** Of  5th Avenue New York — taken by George Strock and 
featured in Life Magazine 12 June 1950. 
***** At least, as precisely as I am able to determine from the 
grainy, blown–up images.

MISSING

21. Skyscrapers. Wide angle lens photo. 
Looking down from approximate height of  finished building, lens shows 
the first few floors taking shape, east river is in distance.
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Mystery lake in north Quebec excites scientists. Six explorers bearing amazing scientific news flew into Toronto two weeks 
ago. Far to the north, they had clambered over the barren 7⅓ mile rim of  a round lake which probably had formed by a 
gigantic meteorite that smashed into Quebec province 4,000 years ago, blasting out the largest known meteorite crater on 
the earth’s surface. The men were members of  an expedition organised by the Royal Ontario Museum and the Toronto 
Globe & Mail after a prospector named Fred Chubb, studying some aerial photos, noticed a strange rimmed, circular lake. It 
contrasted sharply with the unrimmed, fingerlike lakes gouged across Quebec by the Ice Age. Seeing the picture, the 
museum’s Dr. V. B. Meen decided to fly to the strange pit. He found that the crater was postglacial, for it had an uplifted 
edge not worn down by glaciers, and millions of  boulders strewn on the lake slopes had no glacial scratches. He found no 
trace of  volcanic ash, so he ruled out the possibility that the crater was that of  an extinct volcano. He decided it must be a 
meteorite crater, although he did not locate any fragments — which could have been buried or scattered. He did spot some 
meteoritic clues: significant alignments of  fractures in the 500–foot–high cliffs, and concentric ripples 60 feet high creasing 
the granite plain around the rim, as if  the rock crust had been shoved up by a tremendous missile. If  future studies confirm 
the expedition’s findings, the 2¼ mile–wide hole will be the largest known meteorite crater in the world. 

Excerpt from: ‘Biggest Meteor Crater?’, Life Magazine, 14 August 1950.

MISSING
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‘Biggest Meteor Crater?’, Life Magazine, 14 August 1950

MISSING
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Officeworkers wonder about A–bomb as they see a new building go up. Last week a construction worker shimmied up a 
steel column high above Fifth Avenue to set waving a U.S. flag, fastened there to signify this was as high (400 feet) as New 
York’s new Massachusetts Mutual Life Insurance Building would go. Officeworkers in nearby buildings (left), who had stuck 
close to their windows to watch the framework go up for eight months, watched the final rise with mixed feelings. Some 
were glad that the riveting was about over, but others admitted they would miss the deafening noise. In a week in which a 
book about the A–bomb became a best–seller (pp.26–29), staccato sounds of  riveting gave many a sort of  reassurance that 
normal life would still go on. The building’s steel framework was supposed to be finished by July 14 (Life, June 12), but the 
work was six weeks behind schedule. Nevertheless the contractor still hoped to meet his deadline and have the building 
ready for occupancy by April 1, 1951. 

Excerpt from: ‘Skyscraper reaches the top’, Life Magazine, 28 August 1950.

MISSING
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Left: ‘Peak Performance’, Life Magazine, 14 November 1949      

Right: ‘Skyscraper’s Start’, Life Magazine, 12 June 1950

Looking up from excavation, camera’s wide–angle lens 
distorts workman, frames with other buildings the space 
skyscraper will fill.

MISSING



18 MISSING

Parallel of  Life and Art, exhibition catalogue, October 1953



19MISSING

Parallel of  Life and Art, exhibition catalogue, October 1953



“Ghosts fill the frame, as if  the 
theft had freed the characters, 
had allowed them to leave that 
frozen representation while 
staying on–site. I feel that they 
are more present in their 
absence. The visitors’ gaze held 
them back, but now they can 
wander…”. Sophie Calle, Ghosts (1992).



WOUND 
AN INTERVIEW 

ENTR’ACTE  there’s a small crater in the photograph, an inconsequential, yet wounding detail — a black, blank space at the very top edge, barely visible, yet, there; concealing
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A: let’s jump straight into craters, into the rabbit hole. loss seems to have consumed the cake; is pushing up against the windows. 
there are heavy burdens to bear. how have you found it there, amongst it all, such a tiny speck of  dust, calling “crater!”? 

A: The crater is both a site where something is tangibly missing and a site whose sense of  loss sets in motion all stories. I devoured 
any portrayals or understandings of  crater and site, to pore myself  into the history of  cataclysmic, yet, creational encounters in the 
landscape and the traces left behind. It was a strange intuition that took me to the Arizona desert, drew me to the image I would 
soon discover (dis)appeared. The pieces in this exhibition map an expanse to which the Parallel of  Life and Art exhibition was only 
hinting: the interconnected web of  referentiality of  the ‘empty’ site.  

A: these holes are unnerving. do you see those posts emerging from the ground, from nothing, transforming space to ||||||| 

A: Spaces between are continually transformed by wires and cables and pylons and posts and pavements and curbs and cracks and 
drains. By walkers and weather, glistening sunshine and floods of  tears. So present, yet, so invisible. Intervals. Walls, steps, ha–has, 
firebreaks, and screens. Layering, repeated renewal: new places worth inheriting. For the Smithsons, their task was to create 
buildings capable of  charging the space surrounding them. Though they were also drawn to greenways. Interstitial places ‘green’d’, 
connective spaces, links and byways, cuts of  planting, protective fringes, softened edges. These are all also spaces between. 

WOUND

ENTR’ACTE  there’s a small crater in the photograph, an inconsequential, yet wounding detail — a black, blank space at the very top edge, barely visible, yet, there; concealing what is revealed in the second

“We were brought up with the problem of holes. Holes in cities are 

made by the abandonment of sites and city centres, industrial 

dereliction, clearance by planners of historic centres, new 

connective systems that cut great swathes into the urban fabric. …

We have evolved an attitude to holes in cities and invented a 

language of architecture and urbanism to embody these ideas. It is 

part of our attitude that we must seize on the qualities that holes in 

cities possess, work with them to invent an appropriate language for 

the revival of a place. Another part of our attitude is that we should 

not be frightened of holes in cities; it is important not to try to fill 

every hole if we were developers.” 

WOUND
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A: a carved out tongue sets down actions, against the ordinary; ladders await the right roll of  the dice, the markers move, you too? 

A:	During the late 1970s, it was suggested that industry might return to (northern) city centres, whose industrial built heritage had 
been gutted through state directive–led demolition. Where once stood warehouses, depots, manufacturing works there were now 
only lacunae. The cost was: destruction of  quality of  place (and thereby pride in place) that could not be affordably replaced; 
vandalism; political manipulation of  recessions in the construction industry; and, a continued loss of  built quality and lack of  
choice due to a high proportion of  the bravest proposals being obstructed. 

Alison Smithson and Peter Smithson, The Charged Void: Urbanism (New 

York: Monacelli Press, 2000), p. 260.  

—, The Space Between (Cologne: Walther Konig, 2017), pp. 77, 83. 

—, The Charged Void: Architecture (New York: Monacelli Press, 2000), p. 

11. 

Alison Smithson, ‘The City Centre Full of Holes’, Architectural Association 

Quarterly, 1977. 

—, Places Worth Inheriting (London: Association of Consultant 

Architects, 1979). 

WOUND

image to be a small piece of  ground. We must now await the next image in the series to uncover what is concealed in the second one.
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“Originally at least upwards the air was safe; each 

man on looking up owned a piece of sky, be his 

territory however small. Now it is not so; a tall 

building… Unseen eyes could be looking down at 

you… from higher up the hum of machinery, exhaust 

fumes... for the traveller a new freedom… for the 

everyday life, a noise, a paraffin cloud… even walk 

away on to a mountain slope, there can be this same 

intrusion.”

WOUND

A: take two. at war with words, cutting through the sky, supporting — do you feel the weight?  

A: At the time of  the Parallel of  Life and Art exhibition, the cosmology of  our world had altered. The bomb (nuclear, hydrogen, 
atomic) changed everything: man had manipulated the subatomic to offer the possibility of  destruction on a previously 
unimaginable scale, where anywhere might be annihilated without warning. The landscape has always been identified with origins, 
and expulsion: with eve and the garden and the serpent. It seems violence has always moulded our universe, and will continue to 
do so, if  not of  a cosmological hand, then of  our own. 

A: given a second chance to see, to wait awhile between, how patient? 

A:	Alison and Peter developed varying solutions to the perceived ‘problem’ of  holes within cities. For Berlin, they conceived of  
holes within the city as open, yet, with opportunity for reconnections. For Glasgow, ‘greening’ was explored for holes borne of  
abandonment and industrial dereliction: an indication of  no present appropriate use, yet, a signal of  hope, of  temporary resting. In 
Worcester, few remnants of  the original urban fabric remained, only layers of  meaning. Thus, remnants as ‘markers’ were 
envisaged, to offer a new grain and to mend. 

WOUND

ENTR’ACTE  there’s a double exposure, if  look carefully; at bottom edge of  the second image a street sign is revealed, indicating the photograph (or photograph subsequent) was taken in New Bond St.
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WOUND

A: grab the magnifying glass, look closer, then closer again. a doubling. your craters, too, are twins; conceived as two, recollecting. 

A:	Much of  their work bears the impact of  their origins in ‘empty’ spaces and bomb–sites. For the Smithsons, this association with 
pauses (in the built fabric; in the construction industry) extended to 1962, and the beginnings of  the Economist. Their own 
experiences of  the wounds of  war prefaced their intention to rethink architecture in the 1950s, leading to the ‘as found’. Not only 
those buildings still standing, present and proximate, but also the traces that constitute remembrance: site as a fabric of  embodied 
marks to be read. 

Alison Smithson and Peter Smithson, Without Rhetoric: An Architectural 

Aesthetic 1955–1972 (London: Latimer New Dimensions, 1973), p. 117. 

Rebecca Solnit, As Eve Said to the Serpent: On Landscape, Gender, and Art 

(Athens: University of Georgia Press, 2003), p. 43. 

Alison and Peter Smithson, The Charged Void: Urbanism (New York: 

Monacelli Press, 2005), pp. 260. 

Alison Smithson and Peter Smithson, The Space Between (Cologne: 

Walther Konig, 2017), pp. 77, 83, 260. 

Claude Lichtenstein and Thomas Schregenberger, eds., As Found: The 

Discovery of the Ordinary (Zürich: Lars Müller Publishers, 2001).

WOUND

Westminster a short distance north of  the ICA, and St James’s. Bombs reigned in London.
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WOUND  

A: av(o)id is centred on absence, the letters hug the edges while the o disappears within itself. fully stopped, yet, fainting. tracing 
gestures to double acts. 

A: While their predecessors promoted a tabula rasa approach to the existing, the Smithsons were conscious that the new ought to be 
considered within the context of  what already exists. Architects are witnesses to past generations, triggered by the revelations of  a 
building site. A building cannot exist outside of  its context. The interaction between existing and addition enacts the space between, a 
‘space that is left open for interpretation’. A dialectical space, manifested through the ways in which texts and built projects relate 
and interconnect with each other. A book as a small building. Holes in Cities recurred between 1953 and 1988. They revealed that a city 
is always–already full of  holes, some evident, others unexpected. Blackouts, air–communications terminations, and dustmen strikes 
all threatening to disrupt. The Smithsons began writing Ordinariness and Light, during one such pause in building activity, a pause 
dictated by the world shortage of  steel between 1952–1953. A pause appropriate for considering future directions for the post–war 
world, and for rethinking the ‘piecemeal tinkering’ of  the comprehensive redevelopment areas in London between the wars.  

“The most mysterious, the most charged of architectural 

forms are those which capture the empty air. The 

standing columns of the temple whose cella walls have 

gone, …Such forms are doubleacting, concentrating 

inwards, radiating buoyancy outwards. …‘an empty 

area that is available to be used’ or even ‘an area around 

everything that exists, continuing in all directions.’ Yet 

space could also be defined as ‘the distance between 

objects and persons’, and also that between words.”

WOUND

ENTR’ACTE  thumbprints can be discerned on close inspection, central, different in each image. The differences between suggests that the marks were not of  the lens but of  handling, or developing — 



27

A: a last re–mark, appending the empty air, where from here? from there? to step within the	 	 	 	 	 , to disappear. 

A: Alison Smithson lived in South Shields when the war started, during the aerial bombardments, ‘sky–watching’. There was a 
makeshift air–raid shelter in her garden, made of  railway sleepers and high walls. For Alison and Peter, both their House of  the 
Future and Patio and Pavilion spoke to a portion of  the sky, intent on pursuing the right of  all dwellings to hail such a fragment of  the 
heavens, so replete with unbreathed air. Aerial reconnaissance progressed to space exploration: the site from global to planetary. All 
was placed in orbit, outside, encircling; looking up to unknowns, and looking down upon blank surfaces, bare walls, and a city 
centre full of  holes.  

WOUND

Alison Smithson and Peter Smithson, The Space Between (Cologne: 

Walther Konig, 2017), p. 29. 

—, Ordinariness and Light: Urban theories 1952–1960 and their 

application in a building project 1963–1970 (Cambridge, MA.: MIT Press, 

1970), p. 9. 

—, Without Rhetoric: An Architectural Aesthetic 1955–1972 (London: 

Latimer New Dimensions, 1973), p. 92. 

Beatriz Colomina, ‘Unbreathed Air 1956’, in Alison and Peter Smithson: 

From the House of the Future to a House of Today, ed. by Dirk van den 

Heuvel and Max Risselada (Rotterdam: 010 Publishers, 2004), pp. 30–49 

(pp. 46, 47).  

WOUND

touching the surface beneath, imprinting moment on moment.
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ch 2. dc (tr) in each stitch. 

Crochet. Bracket, [ . Half  crochet. L.   
Frame. 
Tying loose ends. 

The text is a textile, woven. The 
analogy seems to imply multiple 
threads, but all can be composed 
from a single yarn. More than 
one: more interesting, more 
complex — a disrupted rhythm 
while the fingers adjust to the 
intrusion, the tension.   

tr (db) in each stitch, with ch 1 between.   

Different thicknesses. Of  needles, 
of  yar n. Dif ferent weigh t s . 
Different spacings between the 
entangled threads, one pushes 
and pulls through. It is the 
l a c u n a e t h a t a l l o w t h e 
connections to be made, the 
strands to intersect. Place a blank 
s h e e t o f  p a p e r u n d e r a 
microscope. 

yoh. slip stitch. 

Repetition. The instructions are 
brief, abbreviated. No need to say 
the same thing again, and again. 
The end is the same. Calluses.   

In French, the word crochet has 
multiple meanings, among them a 
form or technique of  textile 
production, as well as ‘bracket’. 
Indeed, it was within an English 
translation of  a text by Jacques 
Derrida which followed the 
English word ‘bracket’ with the 
French crochet (in brackets) that I 
first became aware of  these 
divergent etymological roots.   

Parentheses. Parents protecting 
their children, their inheritors. 
Pausing, deflecting; including the 
removable, the supplement, that 
w h i c h t h e s e n t e n c e ’ s 
comprehension is deemed not to 
depend upon. Too young.    

Wounds. 

ch 2. dc (tr) in each 
stitch. 
tr (db) in each stitch, 
with ch 1 between. 
yoh. slip stitch. 
ch 2. dc (tr) in each 
stitch. 
tr (db) in each stitch, 
with ch 1 between. 
yoh. slip stitch.



  

YOU’VE NEVER 
SEEN ME 
EXHIBIT I 



The Economist premises were bombed heavily during the Blitz. Subsequently, in the late 1950s, the magazine began to seek the 

consolidation of  its offices (then scattered throughout St James’s) on one site. Gradually, they were able to build up a half–acre site in St 

James’s. The Smithsons won the commission in May 1960. Though the site was surrounded by bomb–sites, the Economist buildings 

n e c e s s i t a t e d t h e extensive demolition of  

existing Victorian structures. It was one of  

the last buildings constructed as part of  the 

city’s postwar office boom (prior to Office 

D e v e l o p m e n t Permits, Capital Gains 

Tax, the Betterment Levy), and is now one of  

few remaining 1960s office buildings in London. 

The plaza generates a pre–entry space to each 

of  the buildings, an intermediary space before 

the city, an authorial pause, where the man in 

the street can choose to find his ‘secret’ way. The 

pavilion and route arrangement may be seen 

to originate within the Smithson’s Berl in 

Hauptstadt project of  1957, where different 

levels separated the p e d e s t r i a n f r o m t h e 

vehicular. Both were s i t e s o f  accumula ted 

meanings. The plaza is also considerate of  the 

adjacent exist ing p r o p e r t y c o n t a i n i n g 

B o o d l e ’ s C l u b , whose party wall was 

actually interrupted in its centre by a light well. To 

enclose this light well, a bay window with chamfered corners was added. This discreet reference has been both admired as ingenious and 

criticised for its uncomfortable relationship with the ground: “as if  the bay window had emerged from the rabbit–hole into which Alice 

disappeared”. The Economist plaza is intimate, miniature; a cluster of  cups upon a table.
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The bombs rained down heavily during the Blitz; before then war seemed so much 

more distant. I can recall the path I used to take to the museum; now these paths are 

indiscernible from the rubble. It was a time of  conflict, both external and internal, 

for the war gave me opportunities I would never have been privileged to before, as a 

woman. There were only two of  us there, two of  us others; despite our qualifications, 

being in                                                 . I remember when they granted me 

sufficient status to organise the move of  the Petrology rock and thin section 

collections from the old museum in Jermyn Street, St James’s to our present home in 

Exhibition Road. The old museum no longer stands there now; it had survived the 

devastation of  war only to be torn down. The old building was crumbling, in the 

end. Structural investigations had led to the discovery of  serious problems within the 

fabric; there were large cracks in several of  the cast iron roof  beams possibly caused 

by bombs dropped on Piccadilly during WWI, and the foundations had shifted. The 

building was ruptured, like the stones overwhelming the display cases it held. Pieces 

of  elsewhere; pieces from other fissures left behind, other holes, threatening to 

collapse in. 

‘Economist Building’ online: <https://historicengland.org.uk/listing/the–list/list–

entry/1264050> [accessed 12 May 2016]. 

Irénée Scalbert, ‘“Architecture is not made with the brain”, The Smithsons and the 

Economist Building Plaza’, in Architecture is Not Made With the Brain: The Labour of  

Alison and Peter Smithson, ed. by Architectural Association (London: Dexter Graphics, 

2005). 

Christopher Klemek, The Transatlantic Collapse of  Urban Renewal: Postwar Urbanism from 

New York to Berlin (London: University of  Chicago Press, 2011), p. 101. 

See, online: <https://www.ucl.ac.uk/bartlett/architecture/research/survey–

london> [accessed 12 November 2017]. 

Alison Smithson and Peter Smithson, The Charged Void: Architecture (New York: 

Monacelli Press, 2000), p. 248. 

Scalbert, ‘“Architecture is not made with the brain”’. 

Ibid. 

Also: <http://londonpavementgeology.co.uk> [accessed 12 November 2017]. 
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The Economist buildings are clad with Portland roach bed facings, the first major building to use the roach bed layer for cladding material. 

Roach is the top layer found on the Isle of  Portland. Its distinguishing feature is its prevalent number of  cavities, the remaining casts of  

missing fossils scattered throughout the rock. These holes or pockets offer excellent resistance to air pollution: absorbing and collecting from 

the air the final soots from London’s fireplaces. 

Smal l fissures or hollows within the stone 

(that may cause it to deteriorate, particularly if  

lef t exposed) are known as ‘vents’ and are 

not recommended for building purposes. 

These defects often remain undetected until 

larger blocks are converted into smaller 

units, with only the saw–cuts able to reveal 

their presence. Waste results as the affected units 

are removed. “But this is Portland Stone with a 

d i f fe rence, spec ia l l y chosen to be so shelly that it 

a p p e a r s t o b e disintegrating, as if  being eaten 

away by t h e l i t t l e creatures entombed in it. The 

material itself  constitutes a graveyard on the most intimate 

scale, a ruin under the microscope.” Techniques 

employed in the extraction of  Portland 

stone have included blasting: drilling a series of  

holes parallel to the quarry face, filling each 

h o l e w i t h g u n powder. In order to aid 

extraction of  the stone, it is worked in 

sympathy with its jointing pattern, associated 

with the tectonics that f o l d e d t h e Wey m o u t h 

Anticline and shambles syncline. Tasks once completed by hand were eventually replaced with machines. Tasks once above ground were 

eventually taken under; mining as opposed to quarrying. Following WWII, London and other devastated cities used Portland Stone facades 

within their reconstruction. Later, the increased use of  concrete and glass forced the contraction of  the industry.
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I remember journeying, via train, to the outer lands. I saw that the land beyond the 

window folded in on itself, in strata. I arrived to a sea of  monolithic stones; 

accompanied by so many monumental 		 	 . I was temporarily 

occupying  a gap myself, during the war, while I had the chance. I grasped the rocks 

before me, where the ground was disappearing slowly back into the sea. Rarely a 

geologist; once the bombs stopped falling I was forced to revert, turn backwards, 

erase my presence, to return to shadowed scripts. There are few credits; my name is 

often absent despite my contributions to the field. And so I wandered anonymously 

through the faces of  Portland; brushing against the abyss. The material is porous; so 

porous you could pour yourself  into its surface, and never find your way out again. 

This stone seeps recollections of  lives once lived; it is scarred by soot, marking 

graves.   

‘Cantor Lectures: Stones Used in Construction’, Journal of  the Society of  Arts, and the 

Institutions in Union, 13 (March 1865), 257–258 (emphasis author’s own). 

John Allen Howe, ed., Geology of  Building Stones (1910; repr. London: Taylor and 

Francis, 2001), p. 245. 

Peter Salter in: Jonathan Hill, Weather Architecture (London: Routledge, 2013), p. 248. 

Early descriptions of  the Isle of  Portland itself, however, completed by the historian 

Camden failed to mention any stone quarries (though those of  adjacent areas were 

detailed). See: Transactions of  the Institute of  British Architects of  London: Sessions 1835–

36,Vols.1–2 (London: John Weale, 1836), p. 152. 

William Barr McKay, McKay’s Building Construction (1938; repr. London: Routledge, 

2015), pp. 35, 39, 253. 

Mark Godden, ‘Portland’s Quarries and its Stone’, pp. 16–17; available online: 

<http://www.dorsetgeologistsassociation.com/Portland–Stone/

Portland_Stone_Document_–_7_June_12.pdf> [accessed 9 May 2017].  

Robert Harbison, Ruins and Fragments: Tales of  Loss and Rediscovery (London: Reaktion 

Books, 2015), p. 78.
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Blow–Up: a film by Michelangelo Antonioni, 1966, London. The opening sequence occurs within the plaza of  the Economist 

buildings; a circulating car filled with protesting mimes, mute. There is no one else around. The city is elsewhere, off  screen, out of  

frame, while the plaza remains its own microcosm. The film follows Thomas, a photographer, eventually leading to a park where he 

p h o t o g r a p h s a couple. On developing the 

p h o t o g r a p h s , Thomas discovers, in the 

background, what appears to be a murder. 

Thus begins his search for evidence, with 

obsessive scrutiny and closer observation: 

t h e i m a g e s a r e enlarged, blown up, in an 

a t t e m p t t o a i d comprehension. Yet, the 

ambiguity generated by the photographic grain 

leads no further toward any k ind o f  

definitive answer. Photographs, in the end, 

are as “elusive as the transient events that they 

capture”. Blow–Up: p h o t o g r a p h i c 

enlargement yet also des t ruc t ion . Thomas 

passes through a protest, activists fighting 

against nuclear war. Indeed, the street of  the 

Economist was also the sight of  a nuclear 

disarmament march i n t h e 1 9 6 0 s . T h e 

d e s t r u c t i v e potentials of  the atom 

were blown into public perception, with 

g o v e r n m e n t guidelines advising what 

actions might be taken in the event of  a nuclear explosion. Blow–Up was filmed in 1964, in the distant aftermath of  WWII, thus 

allegorising a world where the actions of  this period may be erased from view. Within Blow–Up, the protagonist, Thomas, discovers 

that the image itself  dissolves the closer he becomes to it.
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	 	 	 	 	 	 I continued to work as a scientific 

assistant to the Geological Survey’s Directors, later becoming a secretary for the new 

Atomic Energy Division. The bomb had changed everything; an atom of  matter 

could now be harnessed for the motives of  powerful men. I was only a geologist for 

three years, officially. Some names are only meant to be 	 	 	  from 

history; I know that the bible never mentioned me. Nor could I marry. Up until 

1975, and the introduction of  the Sex Discrimination Act 1975, female survey staff  

were required to resign on marriage. I hope that cobwebs have been blown away. I 

know that the air feels clearer now, as I disappear.

Blow–Up, dir. by Michelangelo Antonioni (Metro–Goldwyn–Mayer, 1967). 

Michelangelo Antonioni, quoted in: Hadas, A. Steiner, ‘Brutalism Exposed: 

Photography and the Zoom Wave’, Journal of  Architectural Education, 59.3 (February 

2006), 15–27. 

Indeed, the extras used within the film included students from the Architectural 

Association. 

Steiner, ‘Brutalism Exposed’. 

Megan Williams, ‘A Surface of  Forgetting: The Object of  History in Michelangelo 

Antonioni’s Blow–up’, Quarterly Review of  Film and Video, 17.3 (2000), 245–259. 

W. Arrowsmith, Antonioni: Poet of  Images (New York: Oxford University Press, 1995). 
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The Economist premises were bombed heavily during the Blitz. Subsequently, in the late 1950s, the magazine began to seek the 

consolidation of  its offices (then scattered throughout St James’s) on one site. Gradually, they were able to build up a half-acre site in St 

James’s. The Smithsons won the commission in May 1960. Though the site was surrounded by bomb-sites, the Economist buildings 

nece s s i t a t ed the extensive demolition of  

existing Victorian structures. It was one of  

the last buildings constructed as part of  the 

city’s postwar office boom (prior to Office 

D e v e l o p m e n t Permits, Capital Gains 

Tax, the Betterment Levy), and is now one of  

few remaining 1960s office buildings in London. 

The plaza generates a pre-entry space to each 

of  the buildings, an intermediary space before 

the city, an authorial pause, where the man in 

the street can choose to find his ‘secret’ way. 

The pavilion and route arrangement may be 

seen to originate within the Smithson’s 

Berlin Hauptstadt project of  1957, where 

d i f f e r e n t l e v e l s separated the pedestrian 

from the vehicular. B o t h w e r e s i t e s o f  

a c c u m u l a t e d meanings. The plaza is 

also considerate of  the adjacent exis t ing 

property containing Boodle’s Club, whose 

p a r t y w a l l w a s actually interrupted in its 

centre by a light well. To enclose this light well, a bay window with chamfered corners was added. This discreet reference has been 

both admired as ingenious and criticised for its uncomfortable relationship with the ground: “as if  the bay window had emerged from 

the rabbit-hole into which Alice disappeared”. The Economist plaza is intimate, miniature; a cluster of  cups upon a table.
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Blow-Up: a film by Michelangelo Antonioni, 1966, London. The opening sequence occurs within the plaza of  the Economist 

buildings; a circulating car filled with protesting mimes, mute. There is no one else around. The city is elsewhere, off  screen, out of  

frame, while the plaza remains its own microcosm. The film follows Thomas, a photographer, eventually leading to a park where he 

p h o t o g r a p h s a couple. On developing the 

p h o t o g r a p h s , Thomas discovers, in the 

background, what appears to be a murder. 

Thus begins his search for evidence, with 

obsessive scrutiny and closer observation: 

t h e i m a g e s a r e enlarged, blown up, in an 

a t t e m p t t o a i d comprehension. Yet, the 

ambiguity generated by the photographic grain 

leads no further toward any k ind o f  

definitive answer. Photographs, in the end, 

are as “elusive as the transient events that they 

capture”. Blow-Up: p h o t o g r a p h i c 

enlargement yet also des t ruc t ion . Thomas 

passes through a protest, activists fighting 

against nuclear war. Indeed, the street of  the 

Economist was also the sight of  a nuclear 

disarmament march in 19xx. The destructive 

potentials of  the atom were blown into 

public perception, w i t h g o v e r n m e n t 

guidelines advising what actions might be 

taken in the event of  a nuclear explosion. Blow Up was filmed in 1964, in the distant aftermath of  WWII, thus allegorising a world 

where the actions of  this period may be erased from view. Within Blow-Up, the protagonist, Thomas, discovers that the image itself  

dissolves the closer he becomes to it.
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The Economist buildings are clad with Portland roach bed facings, the first major building to use the roach bed layer for cladding material. 

Roach is the top layer found on the Isle of  Portland. Its distinguishing feature is its prevalent number of  cavities, the remaining casts of  

missing fossils scattered throughout the rock. These holes or pockets offer excellent resistance to air pollution: absorbing and collecting from 

the air the final soots from London’s fireplaces. 

Smal l fissures or hollows within the stone 

(that may cause it to deteriorate, particularly if  

lef t exposed) are known as ‘vents’ and are 

not recommended for building purposes. 

These defects often remain undetected until 

larger blocks are converted into smaller 

units, with only the saw-cuts able to reveal their 

p r e s e n c e . Wa s t e results as the affected units 

are removed. “But this is Portland Stone with a 

d i f fe rence, spec ia l l y chosen to be so shelly that it 

a p p e a r s t o b e disintegrating, as if  being eaten 

away by t h e l i t t l e creatures entombed in it. The 

material itself  constitutes a graveyard on the most intimate 

scale, a ruin under the microscope.” Techniques 

employed in the extraction of  Portland 

stone have included blasting: drilling a series of  

holes parallel to the quarry face, filling each 

h o l e w i t h g u n powder. In order to aid 

extraction of  the stone, it is worked in 

sympathy with its jointing pattern, associated 

with the tectonics that fo l d e d t h e Wey m o u t h 

Anticline and shambles syncline. Tasks once completed by hand were eventually replaced with machines. Tasks once above ground were 

eventually taken under; mining as opposed to quarrying. Following WWII, London and other devastated cities used Portland Stone facades 

within their reconstruction. Later, the increased use of  concrete and glass forced the contraction of  the industry.

out 
the 

roc
k. 

The
se 

hol
es 

or 
poc

ket
s

fo
ssi

ls 
sc

att
er

ed 
th

ro
ug

h

r e v e
a l  
t h e i
r  
p r e s
e n c
e

a p p e a r s
 

t o
 

b e
 

The Economist premises were bombed heavily during the Blitz. Subsequently, in the late 1950s, the magazine began to seek the 

consolidation of  its offices (then scattered throughout St James’s) on one site. Gradually, they were able to build up a half-acre site in St 

James’s. The Smithsons won the commission in May 1960. Though the site was surrounded by bomb-sites, the Economist buildings 

nece s s i t a t ed the extensive demolition of  

existing Victorian structures. It was one of  

the last buildings constructed as part of  the 

city’s postwar office boom (prior to Office 

D e v e l o p m e n t Permits, Capital Gains 

Tax, the Betterment Levy), and is now one of  

few remaining 1960s office buildings in London. 

The plaza generates a pre-entry space to each 

of  the buildings, an intermediary space before 

the city, an authorial pause, where the man in 

the street can choose to find his ‘secret’ way. 

The pavilion and route arrangement may be 

seen to originate within the Smithson’s 

Berlin Hauptstadt project of  1957, where 

d i f f e r e n t l e v e l s separated the pedestrian 

from the vehicular. B o t h w e r e s i t e s o f  

a c c u m u l a t e d meanings. The plaza is 

also considerate of  the adjacent exis t ing 

property containing Boodle’s Club, whose 

p a r t y w a l l w a s actually interrupted in its 

centre by a light well. To enclose this light well, a bay window with chamfered corners was added. This discreet reference has been 

both admired as ingenious and criticised for its uncomfortable relationship with the ground: “as if  the bay window had emerged from 

the rabbit-hole into which Alice disappeared”. The Economist plaza is intimate, miniature; a cluster of  cups upon a table.
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Blow-Up: a film by Michelangelo Antonioni, 1966, London. The opening sequence occurs within the plaza of  the Economist 

buildings; a circulating car filled with protesting mimes, mute. There is no one else around. The city is elsewhere, off  screen, out of  

frame, while the plaza remains its own microcosm. The film follows Thomas, a photographer, eventually leading to a park where he 

p h o t o g r a p h s a couple. On developing the 

p h o t o g r a p h s , Thomas discovers, in the 

background, what appears to be a murder. 

Thus begins his search for evidence, with 

obsessive scrutiny and closer observation: 

t h e i m a g e s a r e enlarged, blown up, in an 

a t t e m p t t o a i d comprehension. Yet, the 

ambiguity generated by the photographic grain 

leads no further toward any k ind o f  

definitive answer. Photographs, in the end, 

are as “elusive as the transient events that they 

capture”. Blow-Up: p h o t o g r a p h i c 

enlargement yet also des t ruc t ion . Thomas 

passes through a protest, activists fighting 

against nuclear war. Indeed, the street of  the 

Economist was also the sight of  a nuclear 

disarmament march in 19xx. The destructive 

potentials of  the atom were blown into 

public perception, w i t h g o v e r n m e n t 

guidelines advising what actions might be 

taken in the event of  a nuclear explosion. Blow Up was filmed in 1964, in the distant aftermath of  WWII, thus allegorising a world 

where the actions of  this period may be erased from view. Within Blow-Up, the protagonist, Thomas, discovers that the image itself  

dissolves the closer he becomes to it.
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The Economist buildings are clad with Portland roach bed facings, the first major building to use the roach bed layer for cladding material. 

Roach is the top layer found on the Isle of  Portland. Its distinguishing feature is its prevalent number of  cavities, the remaining casts of  

missing fossils scattered throughout the rock. These holes or pockets offer excellent resistance to air pollution: absorbing and collecting from 

the air the final soots from London’s fireplaces. 

Smal l fissures or hollows within the stone 

(that may cause it to deteriorate, particularly if  

lef t exposed) are known as ‘vents’ and are 

not recommended for building purposes. 

These defects often remain undetected until 

larger blocks are converted into smaller 

units, with only the saw-cuts able to reveal their 

p r e s e n c e . Wa s t e results as the affected units 

are removed. “But this is Portland Stone with a 

d i f fe rence, spec ia l l y chosen to be so shelly that it 

a p p e a r s t o b e disintegrating, as if  being eaten 

away by t h e l i t t l e creatures entombed in it. The 

material itself  constitutes a graveyard on the most intimate 

scale, a ruin under the microscope.” Techniques 

employed in the extraction of  Portland 

stone have included blasting: drilling a series of  

holes parallel to the quarry face, filling each 

h o l e w i t h g u n powder. In order to aid 

extraction of  the stone, it is worked in 

sympathy with its jointing pattern, associated 

with the tectonics that fo l d e d t h e Wey m o u t h 

Anticline and shambles syncline. Tasks once completed by hand were eventually replaced with machines. Tasks once above ground were 

eventually taken under; mining as opposed to quarrying. Following WWII, London and other devastated cities used Portland Stone facades 

within their reconstruction. Later, the increased use of  concrete and glass forced the contraction of  the industry.
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The Economist premises were bombed heavily during the Blitz. Subsequently, in the late 1950s, the magazine began to seek the 

consolidation of  its offices (then scattered throughout St James’s) on one site. Gradually, they were able to build up a half-acre site in St 

James’s. The Smithsons won the commission in May 1960. Though the site was surrounded by bomb-sites, the Economist buildings 

nece s s i t a t ed the extensive demolition of  

existing Victorian structures. It was one of  

the last buildings constructed as part of  the 

city’s postwar office boom (prior to Office 

D e v e l o p m e n t Permits, Capital Gains 

Tax, the Betterment Levy), and is now one of  

few remaining 1960s office buildings in London. 

The plaza generates a pre-entry space to each 

of  the buildings, an intermediary space before 

the city, an authorial pause, where the man in 

the street can choose to find his ‘secret’ way. 

The pavilion and route arrangement may be 

seen to originate within the Smithson’s 

Berlin Hauptstadt project of  1957, where 

d i f f e r e n t l e v e l s separated the pedestrian 

from the vehicular. B o t h w e r e s i t e s o f  

a c c u m u l a t e d meanings. The plaza is 

also considerate of  the adjacent exis t ing 

property containing Boodle’s Club, whose 

p a r t y w a l l w a s actually interrupted in its 

centre by a light well. To enclose this light well, a bay window with chamfered corners was added. This discreet reference has been 

both admired as ingenious and criticised for its uncomfortable relationship with the ground: “as if  the bay window had emerged from 

the rabbit-hole into which Alice disappeared”. The Economist plaza is intimate, miniature; a cluster of  cups upon a table.
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Blow-Up: a film by Michelangelo Antonioni, 1966, London. The opening sequence occurs within the plaza of  the Economist 

buildings; a circulating car filled with protesting mimes, mute. There is no one else around. The city is elsewhere, off  screen, out of  

frame, while the plaza remains its own microcosm. The film follows Thomas, a photographer, eventually leading to a park where he 

p h o t o g r a p h s a couple. On developing the 

p h o t o g r a p h s , Thomas discovers, in the 

background, what appears to be a murder. 

Thus begins his search for evidence, with 

obsessive scrutiny and closer observation: 

t h e i m a g e s a r e enlarged, blown up, in an 

a t t e m p t t o a i d comprehension. Yet, the 

ambiguity generated by the photographic grain 

leads no further toward any k ind o f  

definitive answer. Photographs, in the end, 

are as “elusive as the transient events that they 

capture”. Blow-Up: p h o t o g r a p h i c 

enlargement yet also des t ruc t ion . Thomas 

passes through a protest, activists fighting 

against nuclear war. Indeed, the street of  the 

Economist was also the sight of  a nuclear 

disarmament march in 19xx. The destructive 

potentials of  the atom were blown into 

public perception, w i t h g o v e r n m e n t 

guidelines advising what actions might be 

taken in the event of  a nuclear explosion. Blow Up was filmed in 1964, in the distant aftermath of  WWII, thus allegorising a world 

where the actions of  this period may be erased from view. Within Blow-Up, the protagonist, Thomas, discovers that the image itself  

dissolves the closer he becomes to it.

a m
b i g

u i t
y  

g e
n e r

a t e
d

s e
a r

c
h  f o

r  
e

v id
e

n
c e

,  
w

i t
h  o

b se s
s i

v
e  

s c
r u

t i
n

y

th
at 

th
ey ca

pt
ur

e

the
re 

is 
no

 
on

e 
els

e 
aro

u
nd

The Economist buildings are clad with Portland roach bed facings, the first major building to use the roach bed layer for cladding material. 

Roach is the top layer found on the Isle of  Portland. Its distinguishing feature is its prevalent number of  cavities, the remaining casts of  

missing fossils scattered throughout the rock. These holes or pockets offer excellent resistance to air pollution: absorbing and collecting from 

the air the final soots from London’s fireplaces. 

Smal l fissures or hollows within the stone 

(that may cause it to deteriorate, particularly if  

lef t exposed) are known as ‘vents’ and are 

not recommended for building purposes. 

These defects often remain undetected until 

larger blocks are converted into smaller 

units, with only the saw-cuts able to reveal their 

p r e s e n c e . Wa s t e results as the affected units 

are removed. “But this is Portland Stone with a 

d i f fe rence, spec ia l l y chosen to be so shelly that it 

a p p e a r s t o b e disintegrating, as if  being eaten 

away by t h e l i t t l e creatures entombed in it. The 

material itself  constitutes a graveyard on the most intimate 

scale, a ruin under the microscope.” Techniques 

employed in the extraction of  Portland 

stone have included blasting: drilling a series of  

holes parallel to the quarry face, filling each 

h o l e w i t h g u n powder. In order to aid 

extraction of  the stone, it is worked in 

sympathy with its jointing pattern, associated 

with the tectonics that fo l d e d t h e Wey m o u t h 

Anticline and shambles syncline. Tasks once completed by hand were eventually replaced with machines. Tasks once above ground were 

eventually taken under; mining as opposed to quarrying. Following WWII, London and other devastated cities used Portland Stone facades 

within their reconstruction. Later, the increased use of  concrete and glass forced the contraction of  the industry.
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Blow-Up: a film by Michelangelo Antonioni, 1966, London. The opening sequence occurs within the plaza of  the Economist 

buildings; a circulating car filled with protesting mimes, mute. There is no one else around. The city is elsewhere, off  screen, out of  

frame, while the plaza remains its own microcosm. The film follows Thomas, a photographer, eventually leading to a park where he 

p h o t o g r a p h s a couple. On developing the 

p h o t o g r a p h s , Thomas discovers, in the 

background, what appears to be a murder. 

Thus begins his search for evidence, with 

obsessive scrutiny and closer observation: 

t h e i m a g e s a r e enlarged, blown up, in an 

a t t e m p t t o a i d comprehension. Yet, the 

ambiguity generated by the photographic grain 

leads no further toward any k ind o f  

definitive answer. Photographs, in the end, 

are as “elusive as the transient events that they 

capture”. Blow-Up: p h o t o g r a p h i c 

enlargement yet also des t ruc t ion . Thomas 

passes through a protest, activists fighting 

against nuclear war. Indeed, the street of  the 

Economist was also the sight of  a nuclear 

disarmament march in 19xx. The destructive 

potentials of  the atom were blown into 

public perception, w i t h g o v e r n m e n t 

guidelines advising what actions might be 

taken in the event of  a nuclear explosion. Blow Up was filmed in 1964, in the distant aftermath of  WWII, thus allegorising a world 

where the actions of  this period may be erased from view. Within Blow-Up, the protagonist, Thomas, discovers that the image itself  

dissolves the closer he becomes to it.
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The Economist buildings are clad with Portland roach bed facings, the first major building to use the roach bed layer for cladding material. 

Roach is the top layer found on the Isle of  Portland. Its distinguishing feature is its prevalent number of  cavities, the remaining casts of  

missing fossils scattered throughout the rock. These holes or pockets offer excellent resistance to air pollution: absorbing and collecting from 

the air the final soots from London’s fireplaces. 

Smal l fissures or hollows within the stone 

(that may cause it to deteriorate, particularly if  

lef t exposed) are known as ‘vents’ and are 

not recommended for building purposes. 

These defects often remain undetected until 

larger blocks are converted into smaller 

units, with only the saw-cuts able to reveal their 

p r e s e n c e . Wa s t e results as the affected units 

are removed. “But this is Portland Stone with a 

d i f fe rence, spec ia l l y chosen to be so shelly that it 

a p p e a r s t o b e disintegrating, as if  being eaten 

away by t h e l i t t l e creatures entombed in it. The 

material itself  constitutes a graveyard on the most intimate 

scale, a ruin under the microscope.” Techniques 

employed in the extraction of  Portland 

stone have included blasting: drilling a series of  

holes parallel to the quarry face, filling each 

h o l e w i t h g u n powder. In order to aid 

extraction of  the stone, it is worked in 

sympathy with its jointing pattern, associated 

with the tectonics that fo l d e d t h e Wey m o u t h 

Anticline and shambles syncline. Tasks once completed by hand were eventually replaced with machines. Tasks once above ground were 

eventually taken under; mining as opposed to quarrying. Following WWII, London and other devastated cities used Portland Stone facades 

within their reconstruction. Later, the increased use of  concrete and glass forced the contraction of  the industry.
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Scaffold /Parallel February 2018 
If  you blow–up the image you may be able to 
discern the other texts.



38

I have an image in my head. 
It transitions between the dark 
room of  Blow–Up, the Parallel 
of  Life and Art exhibition, and 
the scattered wall pin–ups of  
a detective. This scene must 
be recreated. Delve into notes, 
documents, reproductions and 
c o m p o s e a s p a t i a l 
constellation, a representation 
of  the deductive process 
undertaken, the attempt to 
identify the images within the 
e x h i b i t i o n t h r o u g h 
increasingly blown–up images, 
fighting resolution.       

A blown up photograph.  

I suppose that’s what started 
it, at least that’s how I’ll 
choose to remember it. A 
b l e n d o f  i n s t i n c t a n d 
d e d u c t i o n a n d I w a s 
transformed into a detective, 
evidently captivated by the 

idea that I had been guided to 
s o m e t h i n g s i g n i fi c a n t ; 
something which was nothing, 
something which no sooner 
grasped had disappeared.   

What had been before, a mere 
few hours ago, was the 
projection of  a scene shot 
within Alison and Peter 
Smithson’s Economist Plaza, 
London, from 1964; a plaza I 
photographed myself  a year 
ago. This film is about a 
photographer. It is also about 
facades, screens, veils and the 
unseen: white faces — blanc, 
b l a n k — m i m i n g 
disappearances, ellipses, filling 
in the gaps with silences and 
gestures. Copy of  a copy; 
mimes enacting a routine.   

A double play.  

Temporal inconsistencies: 
interrupted, at once intent on 
deductive reasoning, yet, led 
inexplicably down alleyways 

after broken strings, leaving 
nothing but further silences, 
m o r e s p a c e s t o b e 
comprehended and rebuilt, 
akin to the bomb–sites the 
photographer drives through. 
Tracing, retracing footsteps, 
returning to the scene of  the 
crime. Missing bodies, missing 
pictures, craters: somehow 
this film founded on the black 
and white dots of  a blown–up 
photographic image captured 
before–the–fact the image of  
myself  as I encountered my 
own disappearance.   

The camera pans around an 
empty plaza,  

a vertical column of  unbreathed air,  

enclosed by a cluster of  
skyscrapers; white faces, blank 
facades, masking empty 
interiors, the soullessness of  
media, of  publication, of  
economics — these thin veils 
reveal nothing. 
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patter patter 
quotations of  Parallel of  Life and Art exhibition (sources; origins) 
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PATTER PATTER

PATTER PATTER 
AN EXCHANGE 



Massey, ‘The Independent Group’, p. 240; originally Banham, ‘Photography’, 259–261 ◦ Independent Group, ’Parallel of  Life and Art: Indications of  a new 
visual order (August 31, 1953)’, London, Tate Gallery Archives, Nigel Henderson Collection, TGA 9211.5.1.2. 

[footsteps; pause] “With the assistance of  the Smithsons’ engineer Ove Arup and Ronald Jenkins, the editors were able to suspend a selection of  the images 
from various heights and angles within the gallery, creating a ‘virtual ceiling’. Wires weaved through the space, forming an intricate network. However, since 
the completion of  this hanging occurred after the exhibition catalogue was printed, the numbers assigned to each were not always in agreement. In a 
conversation with Dorothy Morland many years later, Henderson confessed that they had to take into consideration certain practical issues during the 
hanging process: “We were probably hanging the material for about two or three days, and were trying to get it into a kind of  spider’s web above the heads 
of  people, because the room had to be used for lectures during the exhibition; by the time we’d strung up an awful lot of  wire and hooks and got out of  line 
and back into line and so on, we’d built up a pretty good nervous tension which continued right up to the point when we decided that this was all we could 
do and we had to face the comments.”” 

Walsh, Nigel Henderson, p. 97. 

[footsteps; pause] “The exhibition was visited by a total of  443 members throughout its duration, before being relocated to the Architectural Association, 
where it was displayed within their galleries for a total of  four days. The students of  the AA complained that traditional ideals of  beauty within photography 
had been intentionally disregarded and additionally that Man’s spirituality had been needlessly negated.”  

Walsh, Nigel Henderson, p. 100. 

[footsteps; pause] “Moholoy–Nagy and Kepes pursued the notion of  transparency, in both its visual and spatio–temporal dimensions. Indeed, the Parallel of  
Life and Art exhibition catalogue cover was taken from Moholy–Nagy’s Vision in Motion (1947), an x–ray photograph of  a man shaving, an illustration to a 
paragraph discussing transparency, an expression of  spatiotemporal compression that depicted both interior and exterior simultaneously. Turning toward the 
advances of  both microscopy and telescopy (including aerial and satellite photography), postwar exhibitions and publications displayed the micro and macro 
homologies, the analogies between organic patterns and man made structure that might be seen within the striking resemblances between molecular and 
planetary structures of   the Parallel of  Life and Art exhibition. In 1951, Gyorgy Kepes organised an exhibition titled ‘The New Landscape’. Kepes had 
recognised that: “It has been the nature of  our age to place the word above the picture, the prose above the poetry, the problem above the tragedy, the search 
for truth by methods of  science above the search for truth by the intuitive methods of  the artist.” The purpose of  the exhibition was, thereby, to present the 
‘new frontier of  the visible world’ or the ‘new landscape’ that was hitherto invisible to the unaided human eye.” 

Laszlo Moholy–Nagy, Vision in Motion (Chicago: Paul Theobald, 1947) ◦ Gyorgy Kepes, ‘The New Landscape’, MIT, 1951. 

[footsteps; pause] “The method will be to juxtapose photo–enlargements of  those images drawn from life, nature, industry, building, and the arts – of  related 
phenomena that are parts of  the New Landscape which experimental science has revealed and artists and theorists created. These images [...] will establish 
an intricate series of  cross–relationships between different fields of  art and technics. Touching off  a wide range of  association and offering fruitful analogies... 
a kind of  Rosetta stone.” 

Massey, ‘The Independent Group’, p. 240; originally Banham, ’Photography’. 

[footsteps; pause] “The ‘New Landscape’ was structured within a scaffold, with numerous images suspended from and within the framework. Formal 
commonalities were able to be established between the images, a mix of  light experiments and scientific material such as photo and electron micrographs of  
biological forms and crystal structures, as well as examples of  structure within artworks and architecture. The scientific was presented alongside the artistic, 
with focus placed upon recurring patterns, rhythm, growth, form, and logical systems. Each of  the images were magnified. The magnification brought 
abstraction, and, thus, ambiguity, as Kepes himself  stated: “The photographic image, however, is cut out from the familiar spatial frame of  reference and 
there is frequently no clue for deciphering the spatial scale. Micro–photo and an aerial photo can easily be confused.” Kepes saw that, once seen alongside 
each other, an aerial map of  a river or road system, an electron micrograph of  crystals, fern leaves, tree–like patterns of  electrical discharge, and branching 
blood vessels, though of   different origin and scale, may be identified as connected, as ‘similar graphs generated by similar processes’.” 

Independent Group, ‘ICA memorandum, 27 March 1953’, London, Tate Gallery Archive, Nigel Henderson Collection, TGA 9211.5.1.1 ◦ See: <https://
monoskop.org/Gy%C3%B6rgy_Kepes> [accessed 11 May 2016]. 

[footsteps; pause] “The Editors were equally conscious of  the new technologies which had expanded the field of  vision beyond the limits imposed on 
previous generations, and that these inventions and discoveries may, for example, allow the artist to "find beneath the microscope a visual world that excites 
his senses far more than does the ordinary world”. Yet, they also astutely recognised that the work of  such an artist may seem obscure to an observer 
unaware of  these sources of  inspiration. Their exhibition would therefore try to demonstrate this new world revealed by science — the micro, the macro, the 
aerial, the opaque, the too–quick–for–the–naked–eye: to present the affinities of  the sciences and the arts.” 

Diane Kirkpatrick, Eduardo Paolozzi (New York: New York Graphic Society, 1969), p. 19. 

[footsteps; pause] “The Editors had discovered a tearsheet from a French periodical regarding a contemporary installation by architect Ernesto Rogers 
created for the Architecture Triennale, Milan 1951, titled ‘Architecture, the Measure of   Man’. Rogers had selected architecturally significant images 
collected from an extensive period of  history: a Durer diagram on human proportions, a Mies van der Rohe study, a detail of  Reims Cathedral, a skyscraper 
of  New York, and the columns of  a Luxor temple. These images thus presented the 'measures of  man', the human scale of  architectural constructions.” 

‘Tearsheet (unidentified source)’, Alison and Peter Smithson Collection; in Walsh, Nigel Henderson, p. 99. 

[footsteps; pause] “All images were reproduced as panels, suspended from the ceiling and propped up against each other on the floor. The dramatic angles 
forced the observer to physically negotiate the environment as protagonists in an architecture of  movement. As Rogers commented: ‘To this end, large panels 
are so arranged as to allow multiple angles of  view and the various combinations intended on the presentation of  the photographs to be understood and, as 
it were, re–created.’ The expression of  similarities and interconnections was intended. No explanation, or commentary was provided, other than the 
statement of  the tear–sheet, now stored in one of  the Editors’ archives. This statement might have equally described the intentions of  the Editors in their 
own exhibition, in their seeking of  an immersive environment which would enable the participation – the “writing of  their own fiction” – of  the observers, 
and a temporally and spatially engaged movement through the “history of  all ages” and all scales of  art and science.” 

Ernesto Rogers in Terry Kirk, The Architecture of  Modern Italy: Visions of  Utopia, 1900–present (New York: Princeton Architectural Press, 2005), p. 116. 

[footsteps; pause] “What we called SELECTIVE ACCIDENT to be good must function like an OBJET TROUVE — a chance set of  ‘found’ phenomena 
bringing about an order which you might ideally have wished/wanted to create from scratch. It is a question of  RECOGNITION.” 

[footsteps; pause] “The individuals involved were all united by their ‘urban gleaning’ approach to precedent: scavenging the debris and detritus of  war–torn 
London, utilising the proximal ‘oddments left over from human endeavours’. Yet, they were also aligned through the affinities shared by the images and texts 
which they each gathered from the discarded and neglected material — the objets trouvés — surrounding them. These bricoleurs (or ragpickers) sought parallels 
where they were not expected and embraced all that was accidental. It was a hunt for correspondences, or parallels, which “[...] they undertook less as 
subjects overwhelmed by the expanded repertoire of  images around them than as mythographers curious as to how these images might ‘go together’ — and 
what groupings might begin to order the postwar universe.”” 

Claude Levi–Strauss, The Savage Mind (1969; repr. Chicago: University of  Chicago Press, 1996), p. 19 ◦  Hal Foster, ‘Savage Minds (A Note on Brutalist 
Bricolage)’, OCTOBER, 136 (Spring 2011), 182–191 (p. 191). 

[footsteps; pause] “The exhibition may be seen as a spatialisation of  the scrapbooks of  inspirational images which the Independent Group members passed 
between one another. It was a practice they would call the ‘as found’ where ‘the art is in the picking up, turning over and putting with’ — art as curation, as 
the coincidence of  sources. In architectural terms, this practice was concerned with not only the appropriation of  materials in their raw state, but also: 
“treating the site as a found object with valuable meanings embodied in the fabric”. It was founded upon the belief  that the existing urban environment 
should be worked with/within in order to be transformed, rather than merely demolished and replaced with a shiny new alternative.” 

Alison Smithson and Peter Smithson, ‘The “As Found” and the “Found”,’ in As Found, p. 40 ◦ Helena Webster, Modernism Without Rhetoric: Essays on the Work of  
Alison and Peter Smithson (London: Academy Editions, 1997), p. 46. 

[footsteps; pause] “The Independent Group sought to explore the potential of  these dispersed and fragmentary sources. The working title for the exhibition 
itself  was initially SOURCES. Duplication or concordance substantiated that they had “happened upon something significant”.” 

Lichtenstein and Schregenberger, eds., As Found, p. 38 ◦ Henderson, ‘Untitled’, TGA, NHC, TGA 9211.5.1.5. 

[footsteps; pause] “Though the ‘everyday’ had been embraced previously, the group were conscious of  not merely replicating these former approaches; as 
has been noted elsewhere, their approach was instead more aligned with that of  Mass–Observation’s ‘anthropology of  ourselves’. Levi–Strauss was pivotal 
within this conception of  structural anthropology, and the IG were undeniably indebted to him through their affinity with the concept of  bricolage. Though 
the exhibition may have been equally concerned with connections, it accepted “NO watertight scientific or philosophical system” and this indeterminate 
construction, with no direct admitted influence or source, may be seen to reveal that the images incorporated within the exhibition were selected from a 
potentially infinite number, and that thereby, it may be seen as ‘permanently unfinished’.” 

Charles Madge and Tom Harrisson, eds., Mass–Observation (pamphlet) (London; Frederick Muller, 1937), p. 10 ◦  Dawn Ades, ‘Paolozzi, Surrealism, 
Ethnography’, in Eduardo Paolozzi: Lost Magic Kingdoms and Six Paper Moons from Nahuatl (London: Museum of  Mankind, 1985), p. 63 ◦ Independent Group, 

Nigel Henderson, ‘The Imaginary Museum’, London, Tate Gallery Archives, Nigel Henderson Collection, TGA 9211.4.11 ◦ David Campany, A Handful of  
Dust: From the Cosmic to the Domestic (Paris: MACK, 2015), p. 35. 

[footsteps; pause] “The exhibition occurred within the aftermath of  the WWII in urban Britain: a raw and wounded reality of  ruins upon which the future 
would have to be constructed. It was a background of  debris and detritus which the Independent Group would attempt to gather and make sense of. The 
group intentionally disregarded conventional aesthetics, opting for images exemplary of  the raw context within which they were situated. As a consequence, 
it is perhaps understandable that the epitext to the exhibition (the articles written) includes statements which suggest that the exhibition should be seen to 
represent only disorientation and chaos. However, an alternative reading is possible, for as Henderson himself  within his own notes on the exhibition stated: 
“We have exploited the analogies (graphic correspondences) which appear to exist between disparate things.”” 

Gérard Genette, Paratexts: Thresholds of  Interpretation (1987; repr. London: Cambridge University Press 1997), p. 5 ◦ Alex Kitnick, ‘The Brutalism of  Life and 
Art’, OCTOBER, 136 (Spring 2011), 63–86 (p. 74) ◦ Based upon material sourced through recent archival research within the Nigel Henderson Collection 
held at the Tate Archive, undertaken between 15–16 October 2015 of  the Nigel Henderson Collection held at Tate Archive, London, within the Hyman 
Kreitman Reading Rooms ◦ Nigel Henderson, ‘Notes on Parallel of  Life and Art’, TGA, NHC, TGA 9211.5.1.6. 

[footsteps; pause] “The Independent Group sought to create an exhibition which “gathered together many points scattered in space” as a spatial 
constellation of  reproductions, which enabled interconnections to arise between images of  different sites of  inheritance. It may therefore be seen as indebted 
to the idea of  — in the words of  the Smithsons — ‘dragging a rough poetry’ from the urban debris: not to representing disconnection, but to generating 
resemblances. The images of  the exhibition were coincidental at least in the sense that they brought into play the original figure or text at the same time as 
the ‘new’ version. They further simultaneously generated both similitude and disarray, as the combination of  both microscopic and macroscopic scales, 
whilst offering visual and structural similarities, in many cases prevented assertion of  whether the photographed content was in fact an infinitesimal detail or 
an expansive entirety. These polar points of  view conveyed at once both the once invisible to the naked human eye and the encompassing environment, the 
space beyond the world that was once inconceivable to the human mind.” 

Alison Smithson and Peter Smithson, ‘The New Brutalism’, Architectural Design (April 1957), 113. Nigel Henderson, ‘Untitled’, TGA, NHC, TGA 9211.5.1.5 

[footsteps; pause] “Nigel Henderson described the installation (likely recalling the use of  string within the gallery spaces of  Marcel Duchamp’s 1938 
International Surrealist Exhibition) as a: “kind of  spider’s web”. As others, including Victoria Walsh, have observed, the arrangement bore some 
resemblance to the Memorable Photos from Life Magazine exhibition which travelled to the ICA from MoMA shortly before Parallel was first formally considered. 
The immersive nature of  the arrangement of  photographic panels within this particular exhibition was a format that had been developed by Herbert Bayer, 
a Bauhaus member famous for his field–of–vision diagrams. It was intended to densify the optical experience of  the audience to the point of  saturation: 
implicating them within the narrative which unfolded as they moved through the gallery. It, thus, generated interconnections between otherwise isolated and 
dissimilar subjects and situations and thereby suggested the existence of  a universal order.” 

Walsh, Nigel Henderson, p. 99. 

[footsteps; pause] “It was the quest for orientation within this new, blitzed, yet, increasingly mediated environment which further promoted the IG’s 
fascination and experimentation with collage. From their genesis in 1952 with Paolozzi’s epidiascope lecture, the IG frequently sought to both explore and 
convey the potentials of  this representative medium. Parallel, with its 'indications of  a new visual order’, was a visual non–manifesto.” 

Lawrence Alloway, ‘City Notes’, Architectural Design, 29.1 (January 1959), 34–35, in Lawrence Alloway, Imagining the Present: Context, Content, and the Role of  the 
Critic, ed. by Richard Kalina (London: Routledge, 2006), pp. 65–70. 

[footsteps; pause] “In the Architectural Review, critic Reyner Banham (himself  seen as a member of  the Independent Group, though not involved with this 
exhibition) concluded that the orientation of  the images within the exhibition was ultimately arbitrary, that each – as a consequence of  their ambiguity — 
was: “[...] hardly rendered any less, or more, probable by being turned upside down.” Ironically, this appraisal was later substantiated when in an 
unidentified German magazine, a photograph of  the exhibition was inadvertently published upside down.” 

Reyner Banham, ‘Photography: Parallel of  Life and Art’, Architectural Review, 114.682 (October 1953), 259–261 ◦ Ryan Johnston, ‘Not Quite Architecture... 
Cold War History, New Brutalist Ethics and ‘Parallel of  Life and Art’, 1953,’ Interspaces: Art + Architectural Exchanges from East to West Conference Proceedings, 
<http://artinstitute.unimelb.edu.au/__data/assets/pdf_file/0010/549883/3.4_JOHNSTON,_Not_Quite_Architecture.pdf> [accessed 11 May 2016]. 

[footsteps; pause] “In their introduction to the exhibition, the editors promote the camera as: “recorder, reporter and scientific investigator”.  Henderson 
himself  was a photographer, and in order to reproduce the source images he photographed each image in turn using a plate camera. For Henderson this 
method represented a degree of  objective detachment. His comparison with his wartime duties illustrates this clearly: “You get your head under the essential 
cloth and rack away at the bellows extension probing into the visual meat  of  what’s before you. More like dive–bombing really.””

[footsteps; pause] “The Independent Group included photographer Nigel Henderson, artists Eduardo Paolozzi, Richard Hamilton, William Turnbull and 
John McHale, critics Reyner Banham and Laurence Alloway, and architects Colin St John Wilson and Alison and Peter Smithson. The Institute of  
Contemporary Arts (ICA) was established in 1946 by E. L. T. Mesens, Roland Penrose, and Herbert Read. Then based at 17 Dover Street, Piccadilly, it was 
an establishment keen to nurture this flourishing avant–garde creativity of  the 1950s environment of  post–war London. Founded in 1946 by Surrealists, it 
can be credited with setting in motion the movements of  Pop Art, Op Art and British Brutalist art and architecture.” 

Martin Harrison, Transition: the London Art Scene in the Fifties (London: Merrell, Barbican Art, 2002) ◦  ICA, <http://www.ica.org.uk/sites/default/files/
downloads/ICA%20Exhibitions%20List%201948%20–%20Present.pdf> [accessed 03 September 2014] ◦  Humphrey Jennings, Pandaemonium 1660–1866: 
The Coming of  the Machine as Seen by Contemporary Observers, ed. by Mary–Lou Jennings and Charles Madge (London: Free Press, 1985), p. xxxv ◦  Ben 
Highmore, ‘“Image–Breaking, God Making”: Paolozzi’s Brutalism’, OCTOBER, 136 (Spring 2011), 87–104 (pp. 98–99) ◦ Charles Madge, ‘A Note on Images’ 
(1951), in Humphrey Jennings: Film–maker, Painter, Poet, ed. by Mary–Lou Jennings (London: BFI, 1982), p. 47. 

[footsteps; pause] “The Independent Group (IG) formed from a shared concern that the version of  Surrealism put forward by the ICA founders was no 
longer relatable to the ‘current situation’. Prior to Read’s departure for America in May 1953, the IG’s members were constrained to a submissive role, as 
such the progress of  their first exhibition was heavily protracted. Yet, after this point, and until its conclusion in 1955, the IG became much more involved 
with the ICA’s programme. From October 1953 until February 1954, the group ran a series of  nine seminars — entitled ‘Aesthetic Problems of  
Contemporary Art’ — discussing science, technology and design history. These sessions were, like Futurism, preoccupied with new revelations in science, as 
well as with what they perceived to be the necessity of  nullifying the academicism of  the Modern Movement.” 

David Sylvester, ‘Round the London Art Galleries’, The Listener, (September 1953), 512 ◦  Rod Mengham, ‘Bourgeois News: Madge and Jennings’, New 
Formations, 44 (Autumn 2001), 26–33, <http://jacketmagazine.com/20/meng–jen madg.html> [accessed 17 September 2014] ◦  Highmore, ‘“Image–
Breaking, God Making”,’ p. 98 ◦ Anne Massey, ‘The Independent Group: Towards a Redefinition’, The Burlington Magazine, 129.1009 (April 1987), 232–242 
(p. 237). 

[footsteps; pause] “The IG was inspired by contradictions, as well as by the apparent dissonance between the disciplines of  art and science. Popular among 
British artists of  the time, D’Arcy Wentworth Thompson’s On Growth and Form appears to have captivated the group’s attention. Thompson argued that the 
scientist must instead contend with the ‘ephemeral, accidental, not the eternal nor universal’, ideas reflected in the IG’s own thoughts.” 

Highmore, ‘“Image–Breaking, God Making”’, pp. 98–100 ◦  D’Arcy Wentworth Thompson, On Growth and Form (1917; repr. Cambridge: Cambridge 
University Press, 1945), p. 3, <https://archive.org/details/ongrowthform00thom> [accessed 17 September 2014] ◦ Massey, ‘The Independent Group’, p. 
236. 

[footsteps; pause] “For the members of  the IG, visual culture existed in direct relation to science and technology, and not within a vacuum. This notion also 
inspired the exhibition, Parallel of  Life and Art. The initial idea for the exhibition was first proposed by these creative practitioners in early 1952, with planning 
and preparations for the final exhibition being undertaken within the subsequent year and a half. Though within these preliminary experimentations 
Henderson and Paolozzi explored placing the photographs in two rows, one above the other, in a more explicit indication of  ‘parallel’, and later considered 
the arrangement of  the photographs within a grid framework, the final conception proved to be a further variant.” 

Claude Lichtenstein and Thomas Schregenberger, eds., As Found: The Discovery of  the Ordinary (Zürich: Lars Müller Publishers, 2001), p. 38 ◦ Victoria Walsh, 
Nigel Henderson: Parallel of  Life and Art (London: Thames and Hudson, 2001), pp. 108–109. 

[footsteps; pause] “The exhibition was engaged with the ephemeral, the impermanent, and the overlooked. It was composed of  a seemingly scattered 
arrangement of  approx. 122 black and white images (both macro– and microscopic scales) presented — suspended — at different scales and angles within 
the gallery space. The images selected for inclusion were those which captivated and further influenced the group’s creative productions. These artefacts 
were borrowed from scientific manuals, journals, encyclopaedias, magazines, and newspapers — as the Smithsons noted: “The exhibition will present 
material belonging intimately to the background of  everyone today. Much of  it has been so completely taken for granted as to have sunk beneath the 
threshold of  conscious perception […]. The exhibition will provide a key — a kind of  Rosetta stone — by which the discoveries of  the sciences and the arts 
can be seen as aspects of  the same whole.”” 

Alison Smithson and Peter Smithson, ‘unedited exhibition notes (Alison and Peter Smithson Archive, undated)’, in As Found, p. 39. 

[footsteps; pause] “Yet, these materials were not merely lifted from these disparate sources: they were edited. ‘Editor’ is the appellation determined by the 
members of  the IG reflective of  their role within this exhibition. While a ‘curator’ may simply select content, the ‘editor’ changes it. Each image was 
photographed once more, before being blown–up, reproduced and attached to cardboard panels for support. Black and white was a conscious decision on 
the part of  the Editors: specifically chosen for its perceived ability to “intensify a ‘family likeness’ between objects that had but a slight affinity.” Yet, also — 
combined with the blurring and de–focusing effects of  over–enlargement — for its recreation of  the ambiguity of  the overprinted news–photograph. The 
exhibition was accompanied by a catalogue which detailed all of  the images contained within the gallery space, as well as their sources.”

Parallel of  Life and Art: Indications of  a New Visual Order, ICA Exhibition Press Release, 31 August 1953, TGA, NHC, TGA 9211.5.2.7. See: <http://
www.tate.org.uk/art/artworks/henderson–paolozzi–untitled–study–for–parallel–of–life–and–art–t12444/text–summary [accessed 22 November 2014] ◦ 
Catherine Spencer, ‘The Independent Group’s ‘Anthropology of  Ourselves’’, Art History (Special Issue: British Art and the Cultural Field, 1939–1969, ed. by 
Lisa Tickner and David Peters Corbett), 35.2 (March 2012), 314–335 (p. 328). 

[footsteps; pause] “It was during the late 1940s and early 1950s, that Henderson first set out with his camera in exploration of  the environment, later joined 
by the Smithsons. His photographs of  shopfronts within the East End of  London may be seen to continue the surrealist ethnography of  Mass–Observation. 
On reflection he explained that one of  the main inspirations for the exhibition was ‘the overwhelming beauty of  the occasional throw–away image — news 
photo (a sort of  objets trouvé)’, an image which might be found discarded within the streets of  his own photographs, and which subsequently brought the 
discoveries of  the surrealist ‘chance encounter’, “latent energies, impulses and desires in overlooked and ephemeral materials”, into play.” 

Spencer, ‘The Independent Group’s ‘Anthropology of  Ourselves’’, p. 326; originally Henderson, ‘Untitled’,TGA, NHC, TGA 9211.5.1.6, 5. 

[footsteps; pause] “A significant aspect of  the collaborative activity of  the IG was the “ability to find forms that could hold together diverse and contradictory 
elements  in a way that [was] non–hierarchical and [did] not destroy the integrity of  the individual elements”. In other words, collage. This practice was 
evident, too, within the shopfront window displays, and thus enabled the ‘traumatic past’ and the ‘optimistically imagined future’ to coincide creatively. 
“Only certain kinds of  operations were admitted, among which the most notable were finding, choosing and juxtaposing. […] It was therefore far more 
specific than an instance of  honest or direct detailing, […] a whole world was concealed. Once the essential filiation with late 1940s Paris is recognised, it 
becomes clear that Brutalism was both more restricted and more interesting than it has been made out to be…”.” 

Ben Highmore, ‘Rough Poetry: Patio and Pavilion Revisited’, Oxford Art Journal, 29.2 (June 2006), 269–290 (pp. 282–284) ◦ Irenee Scalbert, ‘Architecture as a 
Way of  Life: the New Brutalism 1953–1956’, p. 78, online: <http://www.team10online.org/research/papers/delft1/scalbert.pdf> [accessed 11 May 2016]. 

[footsteps; pause] “In architecture, the ‘as found’ aesthetic was something we thought we named in the early 1950s when we first knew Nigel Henderson and 
saw in his photographs a perceptive recognition of  the actuality around his house in Bethnal Green: […] the items in the detritus on bombed sites, such as 
the old boot, heaps of  nails, fragments of  sack or mesh and so on. Setting ourselves the task of  rethinking architecture in the early 1950s, we meant by the ‘as 
found’ not only adjacent buildings but all those marks that constitute remembrancers [sic] in a place and that are there to be read through finding out how 
the existing built fabric of  the place had come to be as it was…”. 

Alison Smithson and Peter Smithson, ‘The ‘As Found’ and the ‘Found’,’ in The Independent Group: Postwar Britain and the Aesthetics of  Plenty, ed. by David Robbins 
(Cambridge, MA: MIT Press, 1990), p. 201. 

[footsteps; pause] “Setting ourselves the task of  rethinking architecture in the 1950s we meant by the ‘as found’ not only adjacent buildings but all those 
marks that constitute remembrances in place and that are to be read through finding out how the existing built fabric of  the place had come to be as it was... 
Thus the ‘as found’ was a new seeing of  the ordinary, an openness as to how prosaic ‘things’ could energise our inventive activity.” 

Smithson and Smithson, ‘The ‘As Found’ and the ‘Found’’, p. 201. 

[footsteps; pause] “We have exploited the analogies (graphic correspondences) which appear to exist between disparate things, as a result of  this universal 
dispersal of  image [...]. We are using a special case of  André  Malraux’s ‘Imaginary Museum’ extended to cover a range of  phenomena reduced to the 
common factor of  the photograph.”  

Nigel Henderson, ‘The Imaginary Museum’, TGA, NHC, TGA 9211.4.11. 

[footsteps; pause] “The Editors had desired André Malraux to open the exhibition since in his essay ‘Le Musee Imaginaire’ (1947) he had postulated that 
both photography and the museum embody many corresponding capabilities, including the ability to assemble objects or artworks that could not otherwise 
be associated. He observed that photographic reproduction had displaced the art object and the museum, opening up an ‘immaterial space’, a ‘place of  the 
mind’, that admits artworks and objects previously excluded (fleamarket finds), and prompts a ‘succession of  discoveries’ where “[e]very major confrontation 
also calls for a metamorphosis in our manner of  seeing.”” 

André Malraux, The Voices of  Silence (London: Doubleday, 1967), p. 223. 

[footsteps; pause] “In ‘The Imaginary Museum’ (or, ‘Museum Without Walls’) Malraux emphasised the extension that occurs once a work has been removed 
from its original context. In addition, he highlights the ‘family likeness’ that the black and white print intensifies within images with but slight affinity. Scale is 
also affected, since in reproductions within books, the size of  artworks is usually similar and therefore the sense of  scale between different objects is lost. The 
temporality of  art is understood as a ‘heritage of  all history’, a history which is present in every moment, and continually contingent. The imaginary 
museum is thereby more than a repository of  reproductions: it is a coincidence of  past, present, and future; a making visible of  fictions: “What the musee 
imaginaire makes possible is that the user of  the museum may participate in this writing, may create his or her own ‘fiction’.”” 

Rosalind Krauss, ‘Postmodernism’s Museum Without Walls’, in Thinking About Exhibitions, ed. by Reesa Greenberg, Bruce W. Ferguson and Sandy Nairne 
(London: New York: Routledge, 2005), p. 243. 

[footsteps; pause] “Malraux privileged the curatorial over artistic production, an act the Editors were also pursuing in their scrapbooks of  images — their 
‘portable museums’ — which they would pass between one another, and that exemplified Malraux’s statement: “An artbook is a museum without walls.” 
With the indexical function of  the photograph suspended, the creative potential for spatial and temporal plays, and thereby visual ambiguity, was opened. 
Through distortions in scale and the dislocation of  context, the gallery space could be truly ‘without walls’, as the images reached beyond them back to their 
sources. It would be an exhibition which would gather together ‘many points scattered in space’ as a spatial constellation of  reproductions.” 

André Malraux, ‘Museum Without Walls’, The Voices of  Silence. 

Nigel Henderson, ‘The Imaginary Museum’, TGA, NHC, TGA 9211.4.11. 

[footsteps; pause] “The Editors had desired André Malraux to open the exhibition since in his essay ‘Le Musee Imaginaire’ (1947) he had postulated that 
both photography and the museum embody many corresponding capabilities, including the ability to assemble objects or artworks that could not otherwise 
be associated. He observed that photographic reproduction had displaced the art object and the museum, opening up an ‘immaterial space’, a ‘place of  the 
mind’, that admits artworks and objects previously excluded (fleamarket finds), and prompts a ‘succession of  discoveries’ where “[e]very major confrontation 
also calls for a metamorphosis in our manner of  seeing.”” 

André Malraux, The Voices of  Silence (London: Doubleday, 1967), p. 223. 

[footsteps; pause] “In ‘The Imaginary Museum’ (or, ‘Museum Without Walls’) Malraux emphasised the extension that occurs once a work has been removed 
from its original context. In addition, he highlights the ‘family likeness’ that the black and white print intensifies within images with but slight affinity. Scale is 
also affected, since in reproductions within books, the size of  artworks is usually similar and therefore the sense of  scale between different objects is lost. The 
temporality of  art is understood as a ‘heritage of  all history’, a history which is present in every moment, and continually contingent. The imaginary 
museum is thereby more than a repository of  reproductions: it is a coincidence of  past, present, and future; a making visible of  fictions: “What the musee 
imaginaire makes possible is that the user of  the museum may participate in this writing, may create his or her own ‘fiction’.”” 

Rosalind Krauss, ‘Postmodernism’s Museum Without Walls’, in Thinking About Exhibitions, ed. by Reesa Greenberg, Bruce W. Ferguson and Sandy Nairne 
(London: New York: Routledge, 2005), p. 243. 

[footsteps; pause] “Malraux privileged the curatorial over artistic production, an act the Editors were also pursuing in their scrapbooks of  images — their 
‘portable museums’ — which they would pass between one another, and that exemplified Malraux’s statement: “An artbook is a museum without walls.” 
With the indexical function of  the photograph suspended, the creative potential for spatial and temporal plays, and thereby visual ambiguity, was opened. 
Through distortions in scale and the dislocation of  context, the gallery space could be truly ‘without walls’, as the images reached beyond them back to their 
sources. It would be an exhibition which would gather together ‘many points scattered in space’ as a spatial constellation of  reproductions.” 

André Malraux, ‘Museum Without Walls’, The Voices of  Silence. 

Nigel Henderson, ‘The Imaginary Museum’, TGA, NHC, TGA 9211.4.11. 

[footsteps; pause] “The Editors had desired André Malraux to open the exhibition since in his essay ‘Le Musee Imaginaire’ (1947) he had postulated that 
both photography and the museum embody many corresponding capabilities, including the ability to assemble objects or artworks that could not otherwise 
be associated. He observed that photographic reproduction had displaced the art object and the museum, opening up an ‘immaterial space’, a ‘place of  the 
mind’, that admits artworks and objects previously excluded (fleamarket finds), and prompts a ‘succession of  discoveries’ where “[e]very major confrontation 
also calls for a metamorphosis in our manner of  seeing.”” 

André Malraux, The Voices of  Silence (London: Doubleday, 1967), p. 223. 

[footsteps; pause] “In ‘The Imaginary Museum’ (or, ‘Museum Without Walls’) Malraux emphasised the extension that occurs once a work has been removed 
from its original context. In addition, he highlights the ‘family likeness’ that the black and white print intensifies within images with but slight affinity. Scale is 
also affected, since in reproductions within books, the size of  artworks is usually similar and therefore the sense of  scale between different objects is lost. The 
temporality of  art is understood as a ‘heritage of  all history’, a history which is present in every moment, and continually contingent. The imaginary 
museum is thereby more than a repository of  reproductions: it is a coincidence of  past, present, and future; a making visible of  fictions: “What the musee 
imaginaire makes possible is that the user of  the museum may participate in this writing, may create his or her own ‘fiction’.”” 

Rosalind Krauss, ‘Postmodernism’s Museum Without Walls’, in Thinking About Exhibitions, ed. by Reesa Greenberg, Bruce W. Ferguson and Sandy Nairne 
(London: New York: Routledge, 2005), p. 243. 

[footsteps; pause] “Malraux privileged the curatorial over artistic production, an act the Editors were also pursuing in their scrapbooks of  images — their 
‘portable museums’ — which they would pass between one another, and that exemplified Malraux’s statement: “An artbook is a museum without walls.” 
With the indexical function of  the photograph suspended, the creative potential for spatial and temporal plays, and thereby visual ambiguity, was opened. 
Through distortions in scale and the dislocation of  context, the gallery space could be truly ‘without walls’, as the images reached beyond them back to their 
sources. It would be an exhibition which would gather together ‘many points scattered in space’ as a spatial constellation of  reproductions.” 

André Malraux, ‘Museum Without Walls’, The Voices of  Silence. 

Parallel of  Life and Art: Indications of  a New Visual Order, ICA Exhibition Press Release, 31 August 1953, TGA, NHC, TGA 9211.5.2.7. See: <http://
www.tate.org.uk/art/artworks/henderson–paolozzi–untitled–study–for–parallel–of–life–and–art–t12444/text–summary [accessed 22 November 2014] ◦ 
Catherine Spencer, ‘The Independent Group’s ‘Anthropology of  Ourselves’’, Art History (Special Issue: British Art and the Cultural Field, 1939–1969, ed. by 
Lisa Tickner and David Peters Corbett), 35.2 (March 2012), 314–335 (p. 328). 

[footsteps; pause] “It was during the late 1940s and early 1950s, that Henderson first set out with his camera in exploration of  the environment, later joined 
by the Smithsons. His photographs of  shopfronts within the East End of  London may be seen to continue the surrealist ethnography of  Mass–Observation. 
On reflection he explained that one of  the main inspirations for the exhibition was ‘the overwhelming beauty of  the occasional throw–away image – news 
photo (a sort of  objets trouvé)’, an image which might be found discarded within the streets of  his own photographs, and which subsequently brought the 
discoveries of  the surrealist ‘chance encounter’, “latent energies, impulses and desires in overlooked and ephemeral materials”, into play.” 

Spencer, ‘The Independent Group’s ‘Anthropology of  Ourselves’’, p. 326; originally Henderson, ‘Untitled’,TGA, NHC, TGA 9211.5.1.6, 5. 

[footsteps; pause] “A significant aspect of  the collaborative activity of  the IG was the “ability to find forms that could hold together diverse and contradictory 
elements  in a way that [was] non–hierarchical and [did] not destroy the integrity of  the individual elements”. In other words, collage. This practice was 
evident, too, within the shopfront window displays, and thus enabled the ‘traumatic past’ and the ‘optimistically imagined future’ to coincide creatively. 
“Only certain kinds of  operations were admitted, among which the most notable were finding, choosing and juxtaposing. […] It was therefore far more 
specific than an instance of  honest or direct detailing, […] a whole world was concealed. Once the essential filiation with late 1940s Paris is recognised, it 
becomes clear that Brutalism was both more restricted and more interesting than it has been made out to be…”.” 

Ben Highmore, ‘Rough Poetry: Patio and Pavilion Revisited’, Oxford Art Journal, 29.2 (June 2006), 269–290 (pp. 282–284) ◦ Irenee Scalbert, ‘Architecture as a 
Way of  Life: the New Brutalism 1953–1956’, p. 78, online: <http://www.team10online.org/research/papers/delft1/scalbert.pdf> [accessed 11 May 2016]. 

[footsteps; pause] “In architecture, the ‘as found’ aesthetic was something we thought we named in the early 1950s when we first knew Nigel Henderson and 
saw in his photographs a perceptive recognition of  the actuality around his house in Bethnal Green: […] the items in the detritus on bombed sites, such as 
the old boot, heaps of  nails, fragments of  sack or mesh and so on. Setting ourselves the task of  rethinking architecture in the early 1950s, we meant by the ‘as 
found’ not only adjacent buildings but all those marks that constitute remembrancers [sic] in a place and that are there to be read through finding out how 
the existing built fabric of  the place had come to be as it was…”. 

Alison Smithson and Peter Smithson, ‘The ‘As Found’ and the ‘Found’,’ in The Independent Group: Postwar Britain and the Aesthetics of  Plenty, ed. by David Robbins 
(Cambridge, MA: MIT Press, 1990), p. 201. 

[footsteps; pause] “Setting ourselves the task of  rethinking architecture in the 1950s we meant by the ‘as found’ not only adjacent buildings but all those 
marks that constitute remembrances in place and that are to be read through finding out how the existing built fabric of  the place had come to be as it was... 
Thus the ‘as found’ was a new seeing of  the ordinary, an openness as to how prosaic ‘things’ could energise our inventive activity.” 

Smithson and Smithson, ‘The ‘As Found’ and the ‘Found’’, p. 201. 

[footsteps; pause] “We have exploited the analogies (graphic correspondences) which appear to exist between disparate things, as a result of  this universal 
dispersal of  image [...]. We are using a special case of  André  Malraux’s ‘Imaginary Museum’ extended to cover a range of  phenomena reduced to the 
common factor of  the photograph.”  



BARE CHAMBERS 
EXHIBIT II 

The hunter of these absent figures, on uncovering their empty chambers, is 

identified (anonymously) as a chambermaid — I believe she may have once 

worked as a servant in Lewis Carroll’s family residence, though she herself has 

now disappeared within the family tree.
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Alice through the Looking Glass 

Nigel Henderson returned to the gallery space at different 

times during the exhibition to take photographs of the 

entire installation. In one set, his second daughter Justin 

(b. 23 February 1946; d. 6 July 2007) is captured in 
various locations around the room. She is only seven years 

old in the photographs which contain her: 

TGA 9211.5.2.59 
– sitting in a chair, 
read ing , blur red , 
adjacent to Etruscan 

Funerary Vase (28), 
framed by window. 

TGA 9211.5.2.71 
– standing within the 
doorframe, facing the 
camera, surrounded 
by: excavated figure 
from Pompei (29), 
women's 100m semi-
fi n a l ( 1 0 6 ) , 

d i smembe red (no t 
disassembled) typewriter (12), radiograph of  a jeep 
(14), figures of  men, animals and symbols (40), 
muriform weathering of  granite (77), and carved 
wooden grave figure (81).  There is no trace of  the 
portrait of  a jet pilot. 

TGA 9211.5.2.72 – standing beneath Etruscan 
Funerary Vase (28), facing camera, adjacent to 
window. 

TGA 9211.5.2.90 – only just in shot, far left hand 
side, very blurred, sitting in chair, showing entire rear 
wall, as well as the cyclist, football x-ray, two 
anatomies, etc., she is also once more framed within the 
window, though on this occasion not the focus of  the 
image. 

Justin is therefore always associated with openings, framed 

by thresholds between the present and the beyond (past 

and future), and situated 

between reproduction and 
death. 

 Everything contained 

w i t h i n t h e i m a g e – 

photograph and child - is a 

c o n s e q u e n c e o f 
reproduction. Indeed, the 

child played a crucial role 

following WWII as a symbol 

of new life after a disturbing 
p e r i o d o f d e a t h a n d 

destruction. Genealogical 

roots would continue to 

rake through the cratered 

ground. In these images, 
Justin’s body acts as a 

reference point, by which 

we are made aware of the 

exhibition’s distorting sense 

of scale – between micro 
and macrocosmic; between the close-up and wide-angle 

view. She appears always blurred, haunting; she appears 

akin to the figures enveloping her, alternately transparent 

and darkened. The (female) Figure is here conveyed as but 
a surface, a looking glass, impacted upon by the world 

outside the walls of the gallery. The feminine is easily 

overwhelmed.

The Unicorn looked dreamily at 
Alice, and said “Talk, 
child.” 

Alice could  
not help her  
lips curling up into a smile as she 
began: 
“Well, now that we have seen each 
other,” said the Unicorn, “if  you'll 
believe in me, I'll believe in you. Is 
that a bargain?” 

Lewis Carroll. Through the Looking Glass, 
and what Alice found there
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“Do you know, I always thought Unicorns were 
fabulous monsters, too! I never saw one alive 
before!”

Alex Kitnick, ‘The Brutalism of  Life and Art’, OCTOBER, 136 (Spring 
2011), 63-86. 

London, Tate Gallery Archives, Nigel Henderson Collection
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Her 

The Office of Public Sector Information (OPSI) is the body 

responsible for the operation of Her Majesty’s Stationery 
Office (HMSO) and other UK public information services. 

OPSI is part of the National Archives and is responsible for 

Crown copyright. It publishes, through HMSO, the London 
Gazette, Edinburgh Gazette, Belfast Gazette and all UK 

legislation. HMSO was established as a new department 

of HM Treasury on 5 April 
1786. The creation was a 

result of the advocacy of 

Edmund Burke for reforms of 

the corrupt, expensive and 
inefficient Royal Household 

and the Civil Service.  

 F r o m 1 8 2 2 , a l l 

government departments 

had to buy stationery 
through the HMSO. In 

1 8 8 9 , H M S O w a s 

granted Letters Patent and 

appointed administrator 
of the rights of Crown 

copyright. Most of its 

publ ishing funct ions 

were privatised in 1996 

as The Stationery Office (TSO), though it retained the 
role of administering Crown copyright. This covered 

material created by civil servants, ministers and 

government departments and agencies: Ordnance 

Survey mapping, press releases, academic articles and 

public records, amongst other documents. Copyright 
can also come into Crown ownership by transfer of 

the copyright from the legal owner to the Crown. 

Copyright in a work assigned to the Crown lasts 

70 years after the death of the creator. Prior to 

1996, HMSO was the publisher of nearly all 
government material, including official histories. 

It is one of the world’s biggest publishers, 

holding over 49,000 titles in stock, producing 

2.3 million passports a year, and an array of 

other publications including guides to long-
distance footpaths. The Keeper, and chief 

executive officer 

of The National 

A r c h i v e s , 
manages Crown 

c o py r i g h t a n d 

Crown database 

rights on behalf of 

Her Majesty the 

Queen (or, when 
applicable, His 

Majesty the King). 
 T h e r e a r e 

numerous credits 

for HMSO within 
the Parallel of  Life 

a n d A r t e x h i b i t i o n 

ca t a logue , i t r ema in s 

unl ike ly tha t the t rue 

sources (male or female) of these figures will ever be 
known. Many of the images are of sites, of spaces, of earth 

– territories of the kingdom (or, more rightfully, 

queendom) which, since conquered, are consequently 

‘owned’ by whoever wears the crown. Thus, the 
subsequent images – by merely capturing, framing this 

ownership – are owned too: any reproduction requires 

prior permission. … Yet, if  he had not ascended, HMSO 
might not ever have been ‘Her’. …

“The coronation of  Queen Elizabeth II took 
place on 2 June 1953. Elizabeth ascended 
the throne upon the death of  her father, King 
George VI, on 6 February 1952. George VI 
was King from 11 December 1936 until his 
death. As the second son of  King George V, 
he was not expected to inherit the throne. His 
elder brother ascended the throne upon the 
death of  their father, however, he later 
revealed his desire to marry a divorced 
American socialite. For political and religious 
reasons he could not marry a divorced 
woman and remain king. He abdicated to 
marry her, and George ascended the throne. 
During George’s reign, the break-up of  the 
British Empire accelerated. From 1939, the 
Empire and the Commonwealth was at war 
with Nazi Germany. Though Britain and its 
allies were victorious in 1945, the United 
States and the Soviet Union rose as pre-
eminent world powers and the British 
Empire declined.”

“… Anonymity; ghosts. 
The sex of  the author 
remains unknown; the 
origins remain lost.… 
… Official to whom? For 
whom? Does o ffic ial 
preclude accuracy? … 

… F a c i l i t a t i n g 
wanderings, elsewhere. … 

… I n t e r c h a n g e a b l e . 
Unfixed. Not always the 
case. …”
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International Directory of  Company Histories, Vol. 7. (London: St. James Press, 
1993).

A. P. Herbert, ‘Here Comes the Queen’. Life Magazine (27 April 1953).p. 98.
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Alice Austen 

Alice Austen was an American photographer, whose 

works became abandoned in an archive. Raised in 

a well-off family, she eventually ended up in the 

poorhouse, before the discovery of her images in 
the archive by Oliver Jensen, an editor at Life 
M a g a z i n e . T h e 

magazine included a 

feature on her work; 

later, Jensen wrote 

and compiled The 

Revolt of American 

Women in 1952, the 

year Alice would die.  

 The book contained 

many of her photos 

but only one was 

i n c l u d e d i n t h e 

exhibition Parallel of  

Life and 
Art. Her friend, the 

gymnast and professional 

teacher Daisy Elliott, asked 

Alice to photograph her 

students in her studio, with its impressive array of 
calisthenics equipment. This photograph was credited 

within the Parallel of  Life and Art exhibition catalogue as 

‘In a 1910 gymnasium’ from ‘The Revolt of American 

Women, Oliver Jensen’.  

 There was no acknowledgement of the sexuality of the 
subjects within the caption; a feminist critique might be 

inferred only from the photograph itself and the 

corresponding book reference. Indeed, once the 

exhibition ended, all that remained were the installation 

photographs taken by Henderson and the catalogue. The 

matter-of-fact description eludes to a subversive feminine 

strength; a blunt and ironic reading-between-the-lines of 

the societal changes that had taken place with regards to 
equality between women and men. Women were slowly 

being allowed access to masculine space. 

 It is perhaps an incidental 

detail that this image was 

assigned to a misspelled 
category, ‘1901’. One can 

assume that the switch of 0s 

and 1s was unintentional 

(that the subtitle should have 
read ‘1910’ in alignment 

with the creation date of the 

photograph). Yet, perhaps it 

was to highlight the dawn of 

the 20th century, and with it 
the dawn of the ‘revolt’ of 

women, before 

w h i c h t h e 

g y m n a s i u m 
was no doubt a 

man’s terrain. 

 S t i l l , t h e 

copyright fell to the book’s author, a male 

writer, while the photographer remained 

anonymous. Thus, though the female was represented in 
her photograph, the presence of the female photographer, 

Alice, was once more absent. Like Justin, Alice remained 

in the shadows. It remains unknown which editor selected 

the photograph for inclusion, and why, but there was only 

a solitary female editor involved. 

“His pictorial history traces through rare old 
photographs, cartoons and text the first hundred years 

of  the female fight for freedom. 
‘Nothing can dramatise the changes 
and what’s happened to women in 

this country as much as the very visible contrast you 
get from the book’s pictures,’ Jensen observed.”

“Early in November, on the 
publication day of  Oliver 
Jensen’s book The Revolt of  
American Women, Jean 
Stafford (his wife) staged a 
‘revolt’ of  her own. Taking 
her clothes and her papers 
with her, she moved out of  
the house in Westport 
w i t h o u t l e a v i n g a 
forwarding address. ‘Jean 
left about a week ago,’ 
Oliver wrote. ‘She gave me 
advance notice to be sure, 
…but I did not entirely 
believe her until I came back 
to this house and found her 
gone.’” 
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‘News from Burlington, North Carolina’, The Daily Times  
(5 May 1971), amongst other newspapers.

Charlotte Margolis Goodman, Jean Stafford: The Savage Heart (Austin: 
University of  Texas Press, 1990), p. 231.

<http://www.aliceausten.org> [accessed 24 May 2018].
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Alison Smithson 

Alison Smithson and her husband Peter were 'absent' from 

the exhibition. While the work of both Nigel Henderson – 

coffee grounds, handprint, dis-integrating mirror, and 

distortion of a Victorian lantern slide – and Eduardo 
Paolozzi – plasterblocks - were both featured and credited, 

nothing created by the 

Smithsons was included 

( t h o u g h t h e y h a d 

opportunity, within an 
‘Archi tecture’ sect ion) . 

Alison was the only female 

member o f the 

I n d e p e n d e n t 
Group at that time 

(and joined by 

only one more, 

Magda Cordell).   

 A l i s o n w r o t e 
s e v e r a l n o v e l s 

during her lifetime. 

Her most well-

known, Portrait of  

the Female Mind as a Young 
Girl (1966), may be seen as semi-autobiographical, 

chronicling the imagined lives of a girl whose fantasies 

transport her, through marriage, to multiple different 

escapes from the reality of her life within a working class 

household, swapping grim conditions for a modern, high-
tech environment. The novel bridges between gender roles 

and home, the ordinary and the extraordinary of 

technology, as well engaging with past, present and future 

roles of women. Alison believed that it was only through 

technological progress that women could be granted 

individual freedom and mobility. Within her architectural 

work this might be seen in her focus on the 

home environment. Conclusion never occurs 

within this narrative, there any many possible 
outcomes for the protagonist. The text 

highlighted the postwar emphasis on marriage 

and the ideal of the ‘nuclear’ family (the 

foundation of the 

Welfare State). A 
bleak period for 

feminism. Alison, 

indeed, gained a reputation 

for being difficult.   

 Alison featured within 

B.S. Johnson’s edited text 

(and film), The Evacuees 
(1966). She had grown up in 
South Shields, in the north 

east of England. Amongst 

the shipyards; amongst the 

s i r e n s . T h o u g h a 
draughtsman's daughter 

(later, a School of Art 

principal), few other threads 

remain as to why 

she became an 
architect. Only war. The worst air raids rained 

down in October 1941; many lost their lives, 

thousands lost their homes. Alison could identify 

the planes. She was evacuated to her 

grandparents in Edinburgh, to a contrasting 
cityscape: from craters to order and the Mound. 

She was determined. King's College School of 

Architecture, University of Durham, Newcastle 

in 1944. Sixteen years old. Female.

“His mind seemed older than theirs: 
it shone coldly …like a moon upon 
a younger earth …he was drifting 
amid life like the barren shell of  the 
moon. Art thou pale for weariness 
Of  climbing heaven and gazing on 
t h e e a r t h , W a n d e r i n g 
companionless...? He repeated to 
himself  the lines of  Shelley's 
fragment.”

“The artist, like the 
God of  the creation, 
r ema in s w i th in o r 
behind or beyond or 
above his handiwork, 
invisible, refined out of  
existence, indifferent, 
paring his fingernails.”

“I will tell you what I will do and 
what I will not do. I will not serve 
that in which I no longer believe …
and I will try to express myself  in 
some mode of  life or art as freely as 
I can and as wholly as I can, using 
for my defence the only arms I 
allow myself  to use — silence, exile 
and cunning.” 
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B. S. Johnson, The Evacuees (London: Gollancz, 1968).

James Joyce, A Portrait of  the Artist as a Young Man (New York: Huebsch, 1916; 
repr. London: Harper Collins, 2012).

Alison Smithson, Portrait of  the Female Mind as a Young Girl 
(London: Chatto and Windus, 1966).
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Female representations : the 
mummy of Mut–en–mennu, a 
female bulb scale mite, the 
tribal tattooing of an eskimo 
bride, the Helsinki women's 
100m semi–final, the Corps de 
dame by Du Buffet, and 'In a 
1910 gymnasium' — an image 
full of women. Also, the 

presence of  

Justin Henderson. 

Male representations: the mask of 
Quetzalcoatl, a male bulb 
scale mite, a bark drawing of a 
native spearing a kangaroo, M. 
Henri Farman in flight, Jackson 

Pollock in his studio, a portrait 
of a jet pilot, a man shaving 
with an electric razor, and the 
funeral of King George VI  
(though the male protagonist in 
this case is hidden in a coffin).   

Female sources:  

H e r M a j e s t y ' s 
Stationery Office.  

Male sources: Oliver Jensen, 
Nigel Henderson, Cassell, 
Thornton, Lancelot Hogben, 
Denis Diderot, Gromert, B. 
Spencer, J. R. Eyerman, Rev. 
Wood, Enrico Fulchignoni. 
Walter Bloch, Louis Figuer, E. 
Victor Wilmott, A. J. Butler, 
George Strock, E. J. Marey, F. 
Romano, David Diringer, Dr. 
Slach and Erke, A. Ossario, Mr 
Smiles , Gedeon Mantel l , 
Wi l l i a m Pa g o n e s , H a n s 
Namuth, Wayne Miller, and 
Walter P. Chrysler.   

Female authors: none, aside from 
the absent credit of one female 

photographer,  

Alice Austen. 

Male authors: Jean Dubuffet, Le 
Corbusier, Paul Klee, Wassily 
Kandinsky, Leonardo da Vinci, 
Pablo Picasso, Ove Arup, 
Eduardo Paolozzi, and Nigel 
Henderson.   

Female editors:  

Alison Smithson.  

Male editors: Eduardo Paolozzi, 
N i g e l H e n d e r s o n , Pe t e r 
Smithson, Ronald Jenkins; 
Reyner Banham, Richard 
Hamilton, Toni del Renzio, 
W i l l i a m Tu r n b u l l , J o h n 
M c H a l e , a n d L a w r e n c e 
Alloway.   

Female influences: unknown. 

Male influences: Lázló Moholy–
Nagy, György Kepes, André 
Malraux, Ernesto Rogers, 
Marcel Duchamp, and William 
Wentworth Thompson.   

C H A M B E R : 
ROOM, WOMB, 
CAMERA.  

B A R E : 
S T R I P P E D , 
P L U N D E R E D, 
DEVOID.

BARE CHAMBERS
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Alice through the Looking Glass 
Nigel Henderson returned to the gallery space at different 

times during the exhibition to take photographs of the 

entire installation.  In one set, his second daughter Justin 

(b. 23 February 1946; d. 6 July 2007) is captured in 
various locations around the room. She is only seven years 

old in the photographs which contain her: 

TGA 9211.5.2.59 
— sitting in a chair, 
read ing , blur red , 
adjacent to Etruscan 

Funerary Vase (28), 
framed by window. 

TGA 9211.5.2.71 
— standing within 
the doorframe, facing 
t h e c a m e r a , 
s u r r o u n d e d b y : 
excavated figure from 
P o m p e i ( 2 9 ) , 
w o m e n ' s 1 0 0 m 

semi–final (106), 
dismembered (not disassembled) typewriter (12), 
radiograph of  a jeep (14), figures of  men, animals and 
symbols (40), muriform weathering of  granite (77), 
and carved wooden grave figure (81).  There is no trace 
of  the portrait of  a jet pilot. 

TGA 9211.5.2.72 — standing beneath Etruscan 
Funerary Vase (28), facing camera, adjacent to 
window. 

TGA 9211.5.2.90 — only just in shot, far left hand 
side, very blurred, sitting in chair, showing entire rear 
wall, as well as the cyclist, football x–ray, two 
anatomies, etc., she is also once more framed within the 
window, though on this occasion not the focus of  the 
image. 

Justin, as Kitnick notes, is therefore always associated with 

openings, framed by thresholds between the present and 

the beyond (past and future), 

and s i tua ted be tween 
reproduction and death. 

 Everything contained 

w i t h i n t h e i m a g e — 

photograph and child — is, 

for Kitnick, a consequence 
of reproduction.  Indeed, 

the child played a crucial 

role following WWII as a 

symbol of new life after a 
disturbing period of death 

a n d d e s t r u c t i o n . 

Genealogical roots would 

continue to rake through the 

cratered ground. In these 
images, Justin’s body acts as 

a reference point, by which 

we are made aware of the 

exhibition’s distorting sense 

of scale — between micro 
and macrocosmic; between the close–up and wide–angle 

view. She appears always blurred, haunting; she appears, 

to Kitnick, akin to the figures enveloping her, alternately 

transparent and darkened. The (female) Figure is here 
conveyed as but a surface, a looking glass, impacted upon 

by the world outside the walls of the gallery. The feminine 
is easily overwhelmed.

The Unicorn looked dreamily at 
Alice, and said “Talk, 
child.” 

Alice could  
not help her  
lips curling up into a smile as she 
began: 
“Well, now that we have seen each 
other,” said the Unicorn, “if  you'll 
believe in me, I'll believe in you. Is 
that a bargain?” 

Lewis Carroll. Through the Looking Glass, 
and what Alice found there
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“Do you know, I always thought Unicorns were 
fabulous monsters, too! I never saw one alive 
before!”

Alex Kitnick, ‘The Brutalism of  Life and Art’, OCTOBER, 136 (Spring 
2011), 63–86. 

London, Tate Gallery Archives, Nigel Henderson Collection
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Her 

The Office of Public Sector Information (OPSI) is the body 

responsible for the operation of Her Majesty’s Stationery 
Office (HMSO) and other UK public information services. 

OPSI is part of the National Archives and is responsible for 

Crown copyright. It publishes, through HMSO, the London 
Gazette,  Edinburgh Gazette, Belfast Gazette and all UK 

legislation. HMSO was established as a new department 

of HM Treasury on 5 April 
1786. The creation was a 

result of the advocacy of 

Edmund Burke for reforms of 

the corrupt, expensive and 
inefficient Royal Household 

and the Civil Service.  

 F r o m 1 8 2 2 , a l l 

government departments 

had to buy stationery 
through the HMSO. In 

1 8 8 9 , H M S O w a s 

granted Letters Patent and 

appointed administrator 
of the rights of Crown 

copyright. Most of its 

publ ishing funct ions 

were privatised in 1996 

as The Stationery Office (TSO), though it retained the 
role of administering Crown copyright. This covered 

material created by civil servants, ministers and 

government departments and agencies: Ordnance 

Survey mapping,  press releases, academic articles 

and public records, amongst other documents. 
Copyright can also come into Crown ownership by 

transfer of the copyright from the legal owner to the 

Crown. Copyright in a work assigned to the 

Crown lasts 70 years after the death of the 

creator. Prior to 1996, HMSO was the 
publisher of nearly all government material, 

including official histories. It is one of the 

world’s biggest publishers, holding over 49,000 

titles in stock, producing 2.3 million passports a 

year, and an array of other publications 
including guides to long–distance footpaths.   

The Keeper, and 

chief executive 

o f fi c e r o f Th e 
National Archives, 

manages Crown 

c o py r i g h t a n d 

Crown database 

rights on behalf of 

Her Majesty the 
Queen (or, when 

applicable, His 

Majesty the King). 
 T h e r e a r e 

numerous credits 
for HMSO within 

the Parallel of  Life and Art 
exhibition catalogue, it 

remains unlikely that the 

true sources (male or female) of these figures will ever be 
known. Many of the images are of sites, of spaces, of earth 

— territories of the kingdom (or, more rightfully, 

queendom) which, since conquered, are consequently 

‘owned’ by whoever wears the crown. Thus, the 
subsequent images — by merely capturing, framing this 

ownership — are owned too: any reproduction requires 

prior permission. … Yet, if  he had not ascended, HMSO 
might not ever have been ‘Her’. …

“The coronation of  Queen Elizabeth II took 
place on 2 June 1953. Elizabeth ascended 
the throne upon the death of  her father, King 
George VI, on 6 February 1952. George VI 
was King from 11 December 1936 until his 
death. As the second son of  King George V, 
he was not expected to inherit the throne. His 
elder brother ascended the throne upon the 
death of  their father, however, he later 
revealed his desire to marry a divorced 
American socialite. For political and religious 
reasons he could not marry a divorced 
woman and remain king. He abdicated to 
marry her, and George ascended the throne. 
During George’s reign, the break–up of  the 
British Empire accelerated. From 1939, the 
Empire and the Commonwealth was at war 
with Nazi Germany. Though Britain and its 
allies were victorious in 1945, the United 
States and the Soviet Union rose as pre–
eminent world powers and the British 
Empire declined.”

“… Anonymity; ghosts. 
The sex of  the author 
remains unknown; the 
origins remain lost.… 
… Official to whom? For 
whom? Does o ffic ial 
preclude accuracy? … 

… F a c i l i t a t i n g 
wanderings, elsewhere. … 

… I n t e r c h a n g e a b l e . 
Unfixed. Not always the 
case. …”
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International Directory of  Company Histories, Vol. 7. (London: St. James Press, 
1993).

A. P. Herbert, ‘Here Comes the Queen’. Life Magazine (27 April 1953).p. 98.
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Alice Austen 

Alice Austen was an American photographer, whose 

works became abandoned in an archive. Raised in 

a well–off family, she eventually ended up in the 

poorhouse, before the discovery of her images in 
the archive by Oliver Jensen, an editor at Life 
M a g a z i n e . T h e 

magazine included a 

feature on her work; 

later, Jensen wrote 

and compiled The 

Revolt of American 

Women in 1952, the 

year Alice would die.  

 The book contained 

many of her photos 

but only one was 

i n c l u d e d i n t h e 

exhibition Parallel of  

Life and 
Art. Her friend, the 

gymnast and professional 

teacher Daisy Elliott, asked 

Alice to photograph her 

students in her studio, with its impressive array of 
calisthenics equipment.  This photograph was credited 

within the Parallel of  Life and Art exhibition catalogue as 

‘In a 1910 gymnasium’ from ‘The Revolt of American 

Women, Oliver Jensen’.  

 There was no acknowledgement of the sexuality of the 
subjects within the caption; a feminist critique might be 

inferred only from the photograph itself and the 

corresponding book reference. Indeed, once the 

exhibition ended, all that remained were the installation 

photographs taken by Henderson and the catalogue. The 

matter–of–fact description eludes to a subversive feminine 

strength; a blunt and ironic reading–between–the–lines of 

the societal changes that had taken place with regards to 
equality between women and men. Women were slowly 

being allowed access to masculine space. 

 It is perhaps an incidental 

detail that this image was 

assigned to a misspelled 
category, ‘1901’.  One can 

assume that the switch of 0s 

and 1s was unintentional 

(that the subtitle should have 
read ‘1910’ in alignment 

with the creation date of the 

photograph). Yet, perhaps it 

was to highlight the dawn of 

the 20th century, and with it 
the dawn of the ‘revolt’ of 

women, before 

w h i c h t h e 

g y m n a s i u m 
was no doubt a 

man’s terrain. 

 S t i l l , t h e 

copyright fell to the book’s author, a male 

writer, while the photographer remained 

anonymous.   Thus, though the female was represented in 
her photograph, the presence of the female photographer, 

Alice, was once more absent. Like Justin, Alice remained 

in the shadows. It remains unknown which editor selected 

the photograph for inclusion, and why, but there was only 

a solitary female editor involved. 

“His pictorial history traces through rare old 
photographs, cartoons and text the first hundred years 

of  the female fight for freedom. 
‘Nothing can dramatise the changes 
and what’s happened to women in 

this country as much as the very visible contrast you 
get from the book’s pictures,’ Jensen observed.”

“Early in November, on the 
publication day of  Oliver 
Jensen’s book The Revolt of  
American Women, Jean 
Stafford (his wife) staged a 
‘revolt’ of  her own. Taking 
her clothes and her papers 
with her, she moved out of  
the house in Westport 
w i t h o u t l e a v i n g a 
forwarding address. ‘Jean 
left about a week ago,’ 
Oliver wrote. ‘She gave me 
advance notice to be sure, 
…but I did not entirely 
believe her until I came back 
to this house and found her 
gone.’” 
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‘News from Burlington, North Carolina’, The Daily Times  
(5 May 1971), amongst other newspapers.

Charlotte Margolis Goodman, Jean Stafford: The Savage Heart (Austin: 
University of  Texas Press, 1990), p. 231.

<http://www.aliceausten.org> [accessed 24 May 2018].
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Alison Smithson 

Alison Smithson and her husband Peter were ‘absent’ from 

the exhibition. While the work of both Nigel Henderson 

— coffee grounds, handprint, dis–integrating mirror, and 

distortion of a Victorian lantern slide — and Eduardo 
Paolozzi — plasterblocks — were both featured and 

credited, nothing created by 

the Smithsons was included 

( t h o u g h t h e y h a d 

opportunity, within an 
‘Archi tecture’ sect ion) . 

Alison was the only female 

member o f the 

I n d e p e n d e n t 
Group at that time 

(and joined by 

only one more, 

Magda Cordell).   

 A l i s o n w r o t e 
s e v e r a l n o v e l s 

during her lifetime. 

Her most well–

known, Portrait of  

the Female Mind as a Young 
Girl (1966),  may be seen as semi–autobiographical, 

chronicling the imagined lives of a girl whose fantasies 

transport her, through marriage, to multiple different 

escapes from the reality of her life within a working class 

household, swapping grim conditions for a modern, high–
tech environment. The novel bridges between gender roles 

and home, the ordinary and the extraordinary of 

technology, as well engaging with past, present and future 

roles of women. Alison believed that it was only through 

technological progress that women could be granted 

individual freedom and mobility. Within her architectural 

work this might be seen in her focus on the 

home environment. Conclusion never occurs 

within this narrative, there any many possible 
outcomes for the protagonist. The text 

highlighted the postwar emphasis on marriage 

and the ideal of the ‘nuclear’ family (the 

foundation of the 

Welfare State). A 
bleak period for 
feminism. Alison, 

indeed, gained a reputation 

for being difficult.   

 Alison featured within 

B.S. Johnson’s edited text 

(and film), The Evacuees 
(1966). She had grown up in 
South Shields, in the north 

east of England. Amongst 

the shipyards; amongst the 

s i r e n s . T h o u g h a 
draughtsman's daughter 

(later, a School of Art 

principal), few other threads 

remain as to why 

she became an 
architect. Only war.   The worst air raids rained 

down in October 1941; many lost their lives, 

thousands lost their homes. Alison could identify 

the planes. She was evacuated to her 

grandparents in Edinburgh, to a contrasting 
cityscape: from craters to order and the Mound. 

She was determined. King’s College School of 

Architecture, University of Durham, Newcastle 

in 1944. Sixteen years old. Female.

“His mind seemed older than theirs: 
it shone coldly …like a moon upon 
a younger earth …he was drifting 
amid life like the barren shell of  the 
moon. Art thou pale for weariness 
Of  climbing heaven and gazing on 
t h e e a r t h , W a n d e r i n g 
companionless...? He repeated to 
himself  the lines of  Shelley’s 
fragment.”

“The artist, like the 
God of  the creation, 
r ema in s w i th in o r 
behind or beyond or 
above his handiwork, 
invisible, refined out of  
existence, indifferent, 
paring his fingernails.”

“I will tell you what I will do and 
what I will not do. I will not serve 
that in which I no longer believe …
and I will try to express myself  in 
some mode of  life or art as freely as 
I can and as wholly as I can, using 
for my defence the only arms I 
allow myself  to use — silence, exile 
and cunning.” 
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B. S. Johnson, The Evacuees (London: Gollancz, 1968).

James Joyce, A Portrait of  the Artist as a Young Man (New York: Huebsch, 1916; 
repr. London: Harper Collins, 2012).

Alison Smithson, Portrait of  the Female Mind as a Young Girl 
(London: Chatto and Windus, 1966).
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a view from 
conversation with a fantôme and a thief  (on the space between photo and text) 

Within the Parallel of  Life and Art documentation held within 
the Nigel Henderson Collection at Tate Archive, there was a 
folder of  empty folders. I placed Bare Chambers inside. 

October 2015.

BARE CHAMBERS
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1. A Watch. Cassells Book of  Knowledge, Vol.2. ◦  11. Diver- ticulum of  colon X10 (photo–micrograph). E. 
Victor Wilmott, F.L.B.P. F.R.P.S. Post Graduate Medical School. ◦  12. Dismembered 
Typewriter. Contemporary Future Magazine. ◦  14. radiograph of  
a jeep. Courtesy Kodak, Ltd. ◦ 20. E r b i l , a n c i e n t 
Assyrian city over 4,000 years old (air view). A e r o fi l m s 
copyright. ◦  21. Skyscrapers. 
Wi d e a n g l e s lens photo. George 
S t ro c k . L i f e Magazine. ◦  22. 
Detail Mask of  Questzalcoatl . British 
Museum. ◦  27. Different types of  veget- a b l e cellular tissue. Thornton’s B o o k o f  

Vegetable Anatomy. ◦ 29. Excavated figure, P o m- pei. F. Romano, Naples. ◦  30. 
Tribal tat tooing of  E s k i m o b r i d e . ‘The Book of  
the North’ 1922. Leipzig. ◦  33. Corps de dame. B. Dubuf- f e t , 1 9 5 0 - . 
Collection of  A. Ossorio. ◦ 37. Porous w h a l e- bone mask of  
a man’s head. Vicinity of  Point Hope, A l a s k a . S t a n-
f o r d University Press, California. ‘ N a t-

ive Arts of  the Pacific North West’ . 
◦  38. Racing cyclists crash (news photo). 

Keystone Press.  ◦  40. Figures of  men, 
animals, animated objects and symbols from Cali- fornia, Arizona, and the 

Bahamas. ‘The Alphabet’, David Drinker. Hutchinson’s Scientific 
a n d Technical publications. ◦  45. Proteus ( s t a i n e d ) . M i c r o –
p h o t o X1250. Mr Smiles Optics Sec- t i o n , 
Medic- al Research Council. ◦  46. Iron nickel chromi -
u m a l l o y ( E l e c t r o n m i c r o - p h o t o ) . 
C o u r- tesy of  the Director, N a t i o n a l P h y s i c a l 
Labor- atory, Teddington. C r o w n C o py- right. ◦ 
49. Roe triplane. By courtesy of  the Director, Science 
Museum, South K e n s i n g- ton. ◦  56. Japanese wood–cut. ◦ 
6 0 . L o w p o w e r magnification of  squamous celled p a p i l- l o m a 
m i c r o – photo. ◦  63. Burnt out forest in California. 
Negative kindly lent by William Pagones Esp. Los Angeles. ◦  65. Pigeons flying. National 
g e o- graphic Magazine. ◦  66. Prize fighting (high speed flash). Newsphoto, Look 
Magazine. ◦ 72. Sea Urchin. Diderot, 1773. ◦ 73. Cross section of  a stem. Thornton’s Book of  veget-
able Anatomy. ◦  74. Guillemot’s eggs. ‘Handbook of  British Oology’, A. J. Butler. ◦  82. 

Child’s painting. Les Arts, 1953, Paris. ◦  77. Muriform weathering of  granite. 
National Geological survey. Crown copyright. ◦  78. Mile wide crater (wide angle lens 
photo). J. R. Eyerman, Life Magazine. ◦  80. Aymara ideographic script. 'The Alphabet’ 
Dr. David Diringer. ◦   83. Lunatic drawing (film still from Images de la Folie). Professor 

Enrico Fulchignoni. ◦ 88. Clog Almanac. ◦  89. Building a waste beach of  rubble from Purbeck Beds. Na-
tional geological Survey. crown Copyright. ◦ 91. Man shaving with 

an electric razor (radiograph). Dr. Slack and L. F. Erhke, Lamp 
Division, research D e- par tment , Wes t inghouse 
Electric, USA. ◦ 9 2 . Portrait of  a jet pilot. Wayne 

M i l l e r , L i f e Magazine. ◦   93. 2000 gns. 
Classic, Newmarket, 1 9 5 3 . Courtesy of  race Finish Reco. 

Co. Ltd. ◦  94. Stran- ded steam boat ‘JIM WOOD’. ‘Mississippi Stern 
Wheelers’ Kaimbach Publishing Co. ◦ 99. Stresses produced by explod-

ing charges. Courtesy Journal of  Applied Physics. 
◦ 100. A benign tumour made up of  proliferated cells X53 (microphoto). 
E. Victor Wilmott, F.I.B.P, F.R.P.S. Post Graduate Medical School. ◦ 103. 
Electron micro–photo, Iron Nickel chromium alloy. National Physical 
Laboratory, Teddington. Crown Copyright. ◦  104. Moment of  Kick 
(exposure one millionth of  a second). Dr Slack and L.F. Ehrke, Lamp 
Division, Research Department, Westinghouse Electric, USA. ◦  106. 
Helsinki 1952. Woman 100 Metres Semi Final. Race Finish Recording Co. 
Ltd. ◦ 107. Leaf  of  a grape tree. Thornton’s Book of  Vegetable Anatomy. 

◦  111. Coarse and fragmented hypereutectic graphite near top of  vacuum melted ingot 
(micro–photo). Journal of  Iron and Steel Industry. ◦ 119. Section of  Thrombosed Pulmon-
ary Artery. X19. E. Victor Wilmott, F.I.B.P, F.R.P.S. ◦



Mystery lake excites scientists. Six explorers bearing. Far 
to the north, they had clambered over the barren meteor-
ite blasting out the largest known. The men were mem-
bers of  an expedition organised 
after studying some aerial photos, 
noticed a strange rimmed, circular 
lake. It con- trasted 
decided to fly to the 
strange pit. for it had 
a n u p l i f t e d e d g e 
not worn down by glaciers, no 
glacial scratches. no trace of  
volcanic ash, it must be a meteorite crater, although he did not locate 
any fragments — which could have been b u r i e d 
or scattered. meteoritic clues: significant a l i g n-
ments of  fractures as if  the rock crust had b e e n 
shoved up by a tremendous missile.

attention is drawn to, a poet, who had published a book of  
drafts. These re-writings included all of  the false starts and dead 
ends, erasures and hesitations, notes and insertions, all of  
the traceable sheets relating to the ‘work in progress’ which 
had become the work itself. The “messy actuality of  
writing’s visible quarry” was presented as text, as a “rough, repetitive, 
even fast idious, p r o c e s s o f  e x t r i c a t i o n a n d 
explication”, where 
“reading becomes the memory 
ground of  composition”. Unde- c i p h e r-

able marks, typically removed, are left as 
fissures. notes for s i m i l a r l y t o 

drafts, became a text–object in 
t h e i r o w n right, with the 
n o t a t i o n s of fered as a 

m e a n s o f  e lud ing and 
reducing the actual artwork 

i t s e l f . T h e drafts of  both and, for, reveal that 
“ w r i t i n g i s treated as a process which demands 

and occupies local, contextual, as much as concep-
tual space”. Drafts 
and notations may 
thereby be seen as a 
product ive (and, 

h e r e , creative) means to 
d irect ly elucid-

ate such contextual traces 
within a written text.

crter is a mrk in the lndscpe. 
Its impression is resultnt of  
the universe’s quill, text 
formed of  the clligrphy of  
nture, scorched into the 
yielding surface of  the Erth. 
Wht once existed in its plce 
no longer does so. Often 
evporting on impct, no trce is 

left behind of  the met-
eorite itself. bsence. ll 
presences ber the trces 
of  the bsent: the crter 
is a mrk which 
ex i s t s only in 
re l t ion to the 
ground it nnihil-

ted. It disloctes, displces, and refers beyond itself.  The ‘crterous’ 
site relies not on knowble prmeters, but on 
t r n s c e n d e n t thresholds conscious of  their 
ever-reching roots nd evsive inheritnce.
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REMOVES NO.4: 
 Parallel of  Life and Art exhibition model, October 2015



  

12. Dismembered Typewriter. Contemporary Future Magazine. ◦  14. radiograph of  a jeep. Courtesy Kodak, Ltd. ◦  19. Ilots 
d’habitations particulieres, Pompei. Gromert. ◦   20. Erbil, ancient Assyrain city over 4,000 years old (air 
view). Aerofilms copyright. ◦  21. Sky- s c r a p e r s . Wide angles lens photo. George Strock. Life 

Magazine. ◦   22. Detail M a s k o f  Questzalcoatl. British Museum. ◦  29. Excav-
a t e d fi g u r e , Pompei. F. Romano, Naples. ◦  37. Porous whalebone 
m a s k of  a man’s head. Vicinity of  Port Hope, Alaska. Stanford University 
Press, California ’Nat- ive Arts of  the Pacific North West’. ◦  38. Racing cyclists 
c r a s h ( n e w s p h o t o ) . Keystone Press. ◦  40. Figures of  men, anim-
a l s , animated objects and sym- bols from California, Ari-
z o n a , and the Bahamas. ‘The Alphabet’, David Drinker. 

Hutch in- son’s Scientific and Tech- n i c a l 
p u b- lications. ◦ 46. Iron nickel chromium a l l o y 
(Elec- t ro n m i c r o – photo). Courtesy of  the Dir- e c t o r, 
N a- tional Physical Laboratory, T e d- dington. Crown Copyright. ◦  49. Roe 

t r i p l a n e. B y courtesy of  the Director, Science Mu-
seum, South Kensington. ◦ 
51. In a 1 9 1 0 g y m-

n a s i- um. ’The 
Revolt of  Amer-

ican Women’ Oliver Jensen, Har- court Brace. ◦  60. Low 
power magnification of  squamous celled papilloma micro–photo. ◦  65. Pi-

geons flying. National geographic Magazine. ◦ 68. Study of  vertical entry of  
missile into water. ◦ 73. Cross section o f  a stem. Thornton’s Book of  Vegetable Ana-
tomy. ◦  74. Guillemot’s eggs. ‘Handbook of  British Oology’, A. J. Butler. ◦  77. Muriform weathering of  
granite. National Geo- logical survey. Crown copyright. ◦ 78. Mile wide crater (wide angle lens pho-
to ) . J. R. Eyerman, Life Magazine. ◦ 81. Carved wooden grave figure, Kwakiutl Tribe. 
Photograph V.E.S. University, British Columbia. ◦ 82. Child’s painting. L e s 
Artes 1953, Paris. ◦ 92. Portrait of  a jet pilot. Wayne Miller, Life 
Magazine. ◦  9 4 . S t r a n- ded steam boat ‘JIM WOOD’. ‘Missis-
sippi Stern Wheelers’ Kaimbach Pub- l i s h i n g Co. ◦ 99. Stresses produced b y e x p l o d i n g 
charges. Cour- tesy Journal of  Applied Physics. ◦  106. Helsinki 1952. Wo-

man 100 Metres Semi Final. Race Finish Recording Co. Ltd. ◦



Crter: noun and verb, ction nd event; the mrking and the mrk itself. The crter, 
like the trce, is mrking of  nd mrk within lndscpe, whether the erth 
or pge. It is shdowed out- line on the mp, yet, in the 
physicl, sptil relity of  the crter, there is not only an 
outline but depth. depth indicting beyond of  the     
immedite,  b e y o n d of  its cretor nd wht existed 
there be- f o r e . But, lso,  beyond 
of  future c r e t i v e potentil-
i t i e s , where compositions 
might rise from the hollowed ground, 
might be divined from the scttered 
remnnts found within both its depths nd its mar-
gins. Perhps there is difference in force, between met-

eoritic impct nd subtle 
shifting cross the surfce. 

different pressure reflective of  
scle, dependent upon position, 
e l o-
quent 

of  the 
weight 
o f  t h o u g h t 

ssigned to ech nd its degree of  
w v e r i n g : 
b e t w e e n 
the swiftly 

c o v e r e d expnse of  spce of  the 
d i r e c t e d meteor and the 

slower, more con- templtive puses of  
the pen.  

Officeworkers wonder about A–bomb as 
they see a new building go up. to set 
waving a flag, fastened there to signify 
this was as high. Officeworkers in nearby 
buildings (left), miss the deafening noise. 
In a week in which a book about the A-

bomb became a best-seller 
(pp.26-29), staccato sounds of  
riveting gave many a sort of  
reassurance that normal 

life would still go on. The 
b u i l d-

i n g ’ s s t e e l 
f r a m e w o r k 
w a s s u p-
posed to be 
finished by July 14 

( L i f e , June 12), but 
the work was 

six weeks behind 
schedule. Never-
theless 
t h e 

c o n-
tractor 
s t i l l h o p e d 

to meet his deadline and 
have 

the building 
ready for occupancy by 

April 
, 1951.
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It was an image I was unable to erase from my mind.  There were so many others on display,  exquisite landscapes,  enchanting portraits,  

yet, it was a small,  roughly square image that   eclipsed all of their light. 	I took a photograph.  I persuaded the traces of light to 

be captured in physical memorial:   a reproduction.  

 It’s difficult to explain what the calling was:   a lingering intuition. 		I remember pausing in the gallery,  before the 

figure,   and wondering why,  compared to all of the others surrounding it,  compared to all of the others I knew I could not locate,   it 

was so different  and  captivating.  I recall searching for the footnote,  the acknowledgement within the caption.   There were 

no captions.  Only a catalogue.   The image was necessarily left behind,  a physical entity,  suspended from the wall of the gallery  
once I departed.  It remains there now,  seemingly unknowing of the words  I will attempt to configure around it,  from an originary distance 

of miles and years.   Yet, somehow, I know that it knows:   that it was only suspended there,   that day,   for me to 

attempt to arrange these words. 

	An analysis:  it is a photograph of a photograph.   The surrounding images encompass,   command,  and threaten to 

collapse into fragmented pieces around the viewer.   There are images suspended from points,   their connecting cables clearly visible as 
a series of fine triangles.   The walls are divided,   often dissolving into nothingness,  a framework deconstructing itself before it 

meets the  disintegrating ground.   The ceiling is an entangled web,   the rest is photography.   There are microscopes and 

telescopes in this world.   The centre of the rear wall is dominated  by a small,  roughly square image,   watching over the viewer 

while she sleeps,  and while she awakens.  

 The image of this small,  roughly square image  is also small,   but the walls of the room it conveys   swell with the weight of the 
images arranged within,   all of different scales and subjects,   all without the fuss of gilded frames.   The image is placed at the 
furthest wall,   off–centre,  with its face to the viewer,  and,  thereby,   in turn,   to the unseen and unknown photographer  

who has photographed her.   The image is innocent,   the land traced over with a thin veil.   Another image rests against 

the wall on the opposite side,  another is suspended from the ceiling above.  The room is overflowing with trinkets of existence  impossible to 

define,   and obscuring the tale.  The remaining space is left open   for the movements of the visitors and their gazes,   all but 

enveloping them in their perpetual waiting,   forever absorbed in their thoughts in   fleeting traces. 

This is how I prepare a text for presentation, with pauses expressed visually to remind me to breathe.
A VIEW FROM
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The focus is the figure,   the photographer remains  anonymous.  Though it remains unknown   as to whether the photographer 

is an accidental voyeur,   capturing the scene in a brief,  off–guard moment,  or whether,  instead,  t h e p h o t o g r a p h e r h a s 

photographed herself  into the picture.   A self–portrait.  A realistic representation of the process of creation and its sources,   

little brought to attention.   Reality revealed as an endless play   of reproduction.  

 Parallel of Life and Art was the spatialisation,  yet containment,   of a world beyond:   a constellation of  sources   

scattered all over the war–torn Earth.  It’s gaze was beyond the walls.  An absence,   a space between the chaos of other constructions,  
fighting for attention.  If one traces all of the lines of descent of all creative ideas,   all are interconnected   in a web of references   

leading to each other.   It is the depiction of a space   within which each medium is itself interrogated.  Reflexive practice.   

Anonymous.   When each derives from others   where does authorship really lie?  It is a lie. 

 There is now a gap without an image   on those heaving walls.    Is the photographer working on an image   to fill in this 
hole?  The empty space waiting for occupation.   Frozen in incompletion.  I do not know whether any members of the Independent 

Group  were aware of the temporal displacement.   No windows can be seen in this image,  though they are there,   veiled.   

A landscape turned inward,    a room as a microcosm for the cosmos beyond.    Th e p h o t o g r a p h s o f t h e 

exhibition reveal a space  that engaged with extended scales —  both micro and macroscopic —   to the world invisible to the naked 
eye  and unseen beyond the periphery  of the atmosphere of the Earth’s  spinning  sphere.  

 Everything relies on blank space.   The interval between.   There’s always an impulse to re–trace,   a s i f re–out l in ing the 
resonating words would commit them to memory,   to understanding,   to be referred to again at a later date.   I remain drawn to the 

con,   to the weaving of warp  and weft;  a double,   with a cleft.    To the ground.   The embers still flicker,   

now and then,  reminding of its inescapable power,   the spark of every idea.  Origins,   etymology:  it’s all about defining our 

existence,   beginnings.   Cinders;   constellations. 		 Everything returns someday,   secondary,   
haunting. 

A VIEW FROM



In October 1953, an exhibition took place 
at the ICA, Dover Street, London: Parallel 
of  Life and Art. At some point in its 
duration, two of  its figures mysteriously 
disappeared. In The Moon’s an Arrant Thief, I 
took a photograph showing the spaces 
once occupied by the missing images, and 
allowed a fantôme on ekphrasis — means by 
which an absent object is brought vividly 
before the eyes — to take their place.
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In October 1953, an exhibition took place 
at the ICA, Dover Street, London: Parallel 
of  Life and Art. At some point in its 
duration, two of  its figures mysteriously 
disappeared. In The Moon’s an Arrant Thief, I 
took a photograph showing the spaces 
once occupied by the missing images, and 
allowed a fantôme on reproduction — 
means by which an absent object is copied, 
doubled — to take their place.
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2. After the second world war, a particular cultural disposition was initiated as a consequence of  the inception of  the Welfare State, and which the 
ICA and Independent Group reacted against.i Britain was devastated by the war, its empire shattered. Amidst this wreckage, America ascended.ii 
Though the Ministry of  Information’s portrayals of  shared national identity continued to proliferate — deploying narratives of  Britain’s rural 
heritage alongside fictions of  collectivity — the popularity of  the mass–culture promoted by American media endured.iii 

	i. This culture, too, was fundamental to the national identity that Britain sought to construct — one indebted to traditional values, and that 
endeavoured to rework the modernism of  the pre–war period.iii 

	 ii. An insular and xenophobic outlook, thus, pervaded throughout the reconstruction period.iii  

	 iii. Anne Massey, The Independent Group: Modernism & Mass Culture in Britain, 1945–59 (Manchester: Manchester University Press, 1995), pp. 2–4.
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3. During WWII, the iron and steel industry was taken under government control, under the auspices of  the Ministry of  Supply. Together with the 
Ministry of  Aircraft production, steel production was specifically allocated. However, the key problem lay in the raw material supply. Labour 
promised the nationalisation of  the industries in 1945, but the act was not passed until 1949. By 1951, the Conservatives forced both to be 
denationalised once more. It was at this time that increased demands were felt as a result of  the Korean War rearmament programme; shortages 
followed, exacerbated by a strike in 1952.i The lack of  steel affected reconstruction. No frameworks; no falsework.ii 

	 i. Alison Smithson and Peter Smithson, Ordinariness and Light: Urban theories 1952–1960 and their application in a building project 1963–1970 (Cambridge, MA: MIT Press, 
1970), p. 9. Also: <http://www.nationalarchives.gov.uk/cabinetpapers/themes/after–second–world–war.htm> [accessed 18 February 2018]. 

	 ii. Scaffolding Great Britain Ltd. (SGB)x were thanked within the acknowledgments section of  the Parallel of  Life and Art exhibition catalogue. It is assumed that 
scaffolding was used in order to suspend the images from the ceiling, though no evidence remains within the photographs.  

						x. The first frame system was brought to market by SGB in 1944 and was used extensively for postwar reconstruction. It was the ‘scaffixer’ of  Daniel Palmer–Jones that revolutionised the 
scaffolding system: a coupling device enabling connections. See: <https://www.sgb.co.uk/about/history/early–developments> [accessed 18 February 2018]. 

4. In December 1952, a severe air–pollution event occurred, now known as the Great Smog of  ’52. Between 5th–9th, a combination of  cold weather, 
anticyclone and windless conditions swept up coal–burning derived pollutants and distributed a thick layer of  smog over London. Only the 
underground continued its operations. London’s pea–soupers were well known, so much so that the event was not considered significant at the time, 
despite its penetration of  indoor areas and severe disruption consequent of  its adverse impact on visibility, reduced to a few yards.i Many died.ii It is 
the worst air–pollution event in UK history, thankfully stimulating a significant amount of  research, regulation, and awareness of  the effects of  poor 
air quality upon health.iii 

	 i. ‘as if  you were blind’. 

	 ii. Jonathan Hill, Weather Architecture (London, UK: Routledge, 2013), p. 248. 

	 iii. The Clean Air Act was finally introduced in 1956 (and was in effect until 1964), sponsored by the Ministry of  Housing and Local Government in England.x 

		 x. Yet, whilst instinct might support the tendency towards suburbanisation, to dispersion and low density pollution sources, such developments are also environmentally costly, eating 	
		 up swathes of  land, leading to further transport links, more fumes. See: <http://www.legislation.gov.uk/ukpga/1956/52/pdfs/ukpga_19560052_en.pdf> [accessed 18 February 	 	
		 2018].
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5. This period was also preoccupied with the ‘bomb’, and, thus, with an increased building of  back–yard bomb shelters. The ‘bomb’, too, became 
tied to other associations: namely, nuclear power.i December 20th 1951: the first electrical power was generated from atoms. Electrical 
modernisation — heating, air conditioning, water heating and cooling, lighting, telecommunications — impacted supply chains. As did, too, the age 
of  space exploration — sparked by Cold War competition — whose advances also affected the electrical community.**  

i. With the fission of  Uranium in 1938, in addition to the bombings of  Hiroshima and Nagasaki in 1945, the arrival of  a new aleatory power was declared: 
nuclear. Attempts were made to relate this obscure atomic unknown with the quotidian and familiar.x y  **  

x. The entrance section of  the Exhibition of  Science, part of  the Festival of  Britain 1951, consisted of  five darkened rooms: a sequence which took the visitor “step by step, into the heart 
of  matter”. Within the first chamber, the visitor found a pencil and a piece of  paper. Between the threshold of  each subsequent space, they then shrank “like Alice in Wonderland … 
first to the size of  the pencil, and then to the thickness of  the paper.” On reaching the fourth enclosure, the visitor became so microscopic*  they were able to determine the crystals of  
the graphite; before a “last step, and you are ten thousand million times smaller than you began, and now you see into the atoms themselves”.**  

y. “One newsreel […] showed an aerial photograph of  London with a white line marking the four square miles that would be ‘vaporised’ if  a bomb was dropped on Tower Bridge.” 
Thus, the world was brought to face the atom.**  

* Microscopic and telescopic images unveiled the infinitesimal structures of  nature. Planners proposed that the reconfiguration of  the built environment in accordance with these structures would offer a balance 
between the constructs of  man and nature. The structure of  the post–war atom was, thus, manipulated as a device for explicating how the spatial and the temporal could “sustain a social order as secure, 
eternal and unchanging as the building blocks of  matter themselves”: a microcosmos, replicated within the urban plan.**  

** Richard Hornsey, ‘“Everything is made of  atoms”: The reprogramming of  space and time in post–war London’, Journal of  Historical Geography, 34, 1 (Jan 2008), 94–117. (pp. 97, 110, 112).
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6. The avant–garde Modern Architectural Research (MARS) Group (founded 1933) were, between 1940–1944, limited to Town Planning 
Committee work, and primarily engaged with the replanning of  London. But, for many of  the group, the proposals were out of  touch with the 
realities on the ground. A complete and radical re–plan of  the entire city centre may have previously been acceptable, but the current situation — 
with its rations of  materials and fragmentation — demanded a much more delicate approach.i 

i. In the immediate aftermath, housing became one of  the most pressing matters requiring attention. Many homes were left devastated, and provision for those left 
homeless was urgently sought. However, the local authorities placed in charge were ill–equipped to fulfil such function; the Poor Law regulations, too, were 
ineffectual.ii 

ii. A programme for reconstruction was called for, yet, the government was laboured in its response. From the beginning it was evident that reconstruction would not merely equate to 
a rebuilding of  what had existed before. The stark excavations offered opportunities to erase the inadequate, as slum clearance programmes showed. Yet, nostalgia, too, played its role: 
generating a longing for the ‘everyday’ of  a pre–war world. 

13. Pre–war there were battles for preservation. In 1898, the TCPA was founded, with the purpose of  furthering the Garden City agenda. There 
were struggles founded in the fear of  loss of  built heritage, haunted equally by the threat of  future destruction. Britain’s landscape and buildings 
were, thus, deemed of  value and to be protected. In 1941, the National Buildings Record documented all architecturally acclaimed constructions, 
with an incentive that any post–war reconstruction would not oppose heritage preservation. The first legislation for post–war rebuilding, the 1944 
Town and Country Planning Act, offered statutory protection for listed buildings and other monuments.i 

i. In 1943, Forshaw and Abercrombie’s plans for greater London were put forward. Yet, in the previous year, the design of  temporary constructions remained 
architects’ main focus, whether housing, hospitals, or military structures. As 1942 drew to a close, however, post–war life began to be ruminated over much more 
purposefully: asking, would Modernism persist or would a new vision be instigated?ii 

ii. Whilst throughout 1942, architects proceeded with temporary solutions (to housing, to hospitals), in addition to military buildings, as the year ended, they were beginning to 
consider the firmer foundations of  the future. The ‘Rebuilding Britain’ exhibition, July 1943, exemplified the trends of  this reconsideration of  the replacements for the craters of  the 
urban environment.6 	   

		 All: Nicholas Bullock, Building the Postwar World: Modern Architecture and Reconstruction in Britain (London: Routledge, 2002), pp. 4, 6–8, 12–14, 18, 25, 29.
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14. During the war, the architecture schools were relocated outside of  the city into the silence of  suburbia, and both these and the architectural 
journals of  the period failed to encourage consideration of  the potentials for new construction forms and planning, most especially in relation to 
prefabrication and housing respectively. It was not until 1943 that the Architectural Review began to search for such new ideas, determining a 
contemporaneous series of  concerns and interrogating the future development of  modern architecture post–war. Throughout the war, Britain was 
wholly dependent upon America for its resources, and subsequent exposure to US culture through films, for example, led to an inevitable 
transference of  ideas. With the Bauhaus teachings moving from Europe to the US, the Architectural Review followed their precedent and began 
looking toward the US for inspiration; for examples of  current practice “unconstrained by the rationing and limitations that dominated building in 
Britain”.x Welfare State visions directed much of  the reconstruction during this period, all seeking to reassure and convey an un–fluctuating new 
world. The discussions and collaborations of  the Independent Group, however, worked to develop an alternative urban narrative, one which instead 
bared the already present aspects of  the city inherently capable of  offering a more “profound form of  social democracy”.y 

	 x. Nicholas Bullock, Building the Postwar World: Modern Architecture and Reconstruction in Britain (London: Routledge, 2002), pp. 29–30. 

	 y. ‘City Notes’ (1959) by Lawrence Alloway, a Piccadilly Circus commentary, and a film for the Smithsons’ Haupstadt project, Berlin (also 1959), into which was 
inserted footage of  London by John McHale, are two examples of  the varying directions taken by such critical engagement with the urban environment — offering 
two contrasting views of  and approaches to the urban centre, where each, in their own way, confronted the predominating constraints of  post–war reconstruction at 
that time.i 

i. Such exertions of  control can be seen within the County of  London Plan (1943) and the Greater London Plan (1944), in which Abercrombie foresaw an interconnected web of  
neighbourhoods of  mixed classes, with habitual acts nullifying economic hierarchies. Identities, it was proposed, would be developed for each area, with encircling, peripheral vehicular 
routes leaving the centre to a clustering of  amenities.*  

* These messages were conveyed and in part experienced by visitors at the South Bank Exhibition, part of  the Festival of  Britain (1951), where the site itself  was formed of  its own constellation of  
open spaces and pavilions with routes connecting between them. Their intention was to suggest that it was within ‘collective participation’ that the “inclusive vibrancy of  post–war social democracy 
was embedded”.*1 

*1. Richard Hornsey, ‘The Independent Group Looks at London’s West End’, Journal of  Visual Culture, 12, 2 (August 2013), 292–312 [pp. 292–3].
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18. As part of  the conflict, aerial reconnaissance programmes were coordinated, utilising the new found technologies within photography. The 
young generation of  artists, photographers, architects, and critics who formed the Independent Group approached modernism “fresh from their 
wartime experiences and extracted an entirely different meaning from that of  the British pre–war Surrealists and post–war Welfare State worthies.” 
Indeed, Nigel Henderson had been a pilot before being granted leave for trauma suffered. They had different inspirations, and thus a new 
understanding, which “emphasised the history of  science and technology and gloried in the disorder of  human existence as opposed to the 
preciousness of  metaphysical art.” The birds eye view was captured; the rooftops framed within the frozen moment of  the snapshot. Many such 
aerial images were featured within the Parallel of  Life and Art exhibition. Many, too, were concerned not with the infinite but the infinitesimal. 
Macro–photography unmasked the hidden; micro–photography exposed the invisible. See: Anne Massey, The Independent Group: Modernism and Mass 
Culture in Britain, 1945–59 (Manchester: Manchester University Press, 1995), pp. 33–35.i  

i. Within his text ‘Air, War, and Architecture’, Anthony Vidler argues that, within many of  the post–WWII reconstruction plans, “[t]he past was either eradicated 
or transformed, in an 18th–century manner, into ruin fragments in the park [...] The city [became] no more nor less a cemetery of  its own past”. The city was a 
composition of  rubbled vistas, and the bunkers of  Alison and Peter Smithson, amongst other Brutalist architects, can consequently be seen to be haunted by the 
prospect of  an even more destructive nuclear future. See: Anthony Vidler, ‘Air, War, and Architecture’, in Ruins of  Modernity, ed. by Julia Hell and Andreas Schönle 
(London: Duke University Press, 2010), pp. 29–40 (pp. 34–36).x  

x. In A History of  Bombing, Sven Lindquist constructs what Vidler believes to be the “repressed master discourse of  the twentieth century: not the trauma of  past lost, but the 
anticipatory fear of  future loss […].” In spite of  the reassurances of  a planned symbiosis, and increased knowledge of  the atom’s capabilities, there remains a ghost within the urban 
fabric; a shadow of  the what if. See: Vidler, ‘Air, War, and Architecture’, p. 32; Sven Lindquist, A History of  Bombing (London: Granta, 2012).*  

* The map of  London after the war plots all of  these past losses; these craters, these traces: “[...] if  we look at the classic accounts of  architectural history after 1945 — those of  Reyner Banham [amongst others...] 
all significantly enough written by those who had served in or at least experienced the war — we find little or no mention of  the war years.” The war is absent, yet, we feel its traces. See: Vidler, ‘Air, War, and 
Architecture’, p. 30; W. G. Sebald, On the Natural History of  Destruction (London: Notting Hill Editions, 2012).a 

a. As Vidler notes, this move toward the decentralisation of  the city — toward the banalisation of  suburbia — was aimed at protecting industry from the future threat of  (potentially nuclear) bombing. See: Vidler, ‘Air, War, and Architecture’, p. 36.*1  

*1 Vidler also discusses the bunker, not in relation to the actual protective shelters necessitated by the falling missiles, but as descriptive of  a project by Alison and Peter Smithson. Their ‘House of  the Future’ of  1955–6, as Beatriz Colomina has noted elsewhere, may be viewed as a kind of  ‘safe–house’, a shelter aimed at 
humanity’s salvation. Yet, this vision was followed in 1956 by their ‘Patio and Pavilion’, which formed part of  the ‘This is Tomorrow’ exhibition, in which the Smithsons “chose to build a shack out of  wood and corrugated iron, surrounded by the detritus of  civilisation, the shards of  a post–apocalyptic world.” Rather 
than hiding behind the gleaming white of  the synthetic, it instead fully embraced the ghosts of  the craterous context surrounding it. See: Vidler, 'Air, War, and Architecture’, pp. 36–7.!  

! Others noted a similar potential within the ruins, the bomb–sites, the debris left behind following the second world war: “In 1953, at a time when much of  Europe still lay in ruins and the spectre of  atomic war loomed ever larger, the English novelist and travel writer Rose Macaulay published Pleasure of  Ruins, her classic study of  the aesthetics of  destruction. [...S]he traces the development of  a taste for desuetude from Renaissance dream narratives to the 
‘heartless pastime’ pursued by Henry James on his travels in Italy. It is not until the final pages that Macaulay acknowledges she is writing among modern examples, and then only — in a short ‘note on new ruins’ — to claim that the wreckage caused by bombing in WWII lacks the proper obscurity to qualify as pleasing decay: ‘Ruin must be a fantasy, veiled by the mind’s dark imaginings’.” See: Brian Dillon, ‘Decline and Fall’, Frieze, 130 (April 2010), 
<https://frieze.com/article/decline–and–fall> [accessed 17 January 2018]; Rose Macaulay, Pleasure of  Ruins (London: Thames and Hudson, 1984), pp. 454–5. note 

note. ”According to Macaulay, the ruined houses, shops and churches of  London, Hamburg, Coventry, and Dresden would need to be softened by nature and time before being elected to a canon that includes Pompeii and the Parthenon. Macaulay’s language, however, suggests that the wreckage she sees around her enthrals her. Of  a bombed–out house, she writes with some lyricism: 'The stairway climbs up and up, undaunted, to the roofless summit where it meets the sky’.” See: Ibid.
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Footnotes: might have been at the end (of the book, or the section), but find themselves abandoned at the base of the page. | This placement can force the boundary, the threshold between 
text and note, to shift: rising up and down, competing for space. | Sometimes a physical line separates; sometimes an imaginary line is implied by an increased space, an extra return. | 
Footmarks, footprints, frail trails, tracings of previous steps, previous locations when the ground was soft enough to accept an outline of my feet. | Treads, soon replaced by others who are 
walking the same path. | Sometimes the ground attaches itself between the treads, is carried home, or elsewhere. | Stalkings, hauntings, I’m unable to shake. | Notes are written on tiny 
scraps of paper as reminders of all of the things we must do and must not forget. | Once the task has been completed these notes are usually discarded, replaced. | Scribbles and scrawls, 
mostly illegible, hastening the decline of our memory. | There’s probably too much whirring. | The notes I write now seem not so much about evidencing for others where my thoughts and 
ideas have come from, but about allowing myself to remember and retrace all of the other texts that I have read and which have resonated. | A piece written long ago instinctively 
chopped: all of the quotations and references that didn’t really matter, that I had put up with at the time, short of alternatives, but that ultimately failed to engage my soul or make my 
breath falter in excitement at their resonance with my own inner thoughts. | I’m not sure if I’d even thought them, before I had read them, written already by another. | I’m more selective, 
these days, more attuned to including only those whom I really admire, whom I could only wish to emulate. | Their writings are often so ephemeral, so subtle, so admirable that my pen 
retraces their words before my consciousness registers the theft. | Yet, every now and again, I’m forced to admit an anomaly, someone whose writings merely elucidate a certain 
understanding of a topic I am equally pursuing, whose work is impactful to the discourse of the discipline if not myself, and therefore must in some way be brought to bear upon the 
conversation. | And so they are there, hidden at base or back, though I long to entirely omit them. | These notes are curated, their associated quotations targeted in order to stand in for my 
own feelings and observations. | Sometimes the notes elaborate on these, oftentimes they remain emotionless. | Resolute in their enforced structures: surname, forename, title (place: 
publisher, date), page numbers. | These notes offer a promise of expansion, of a beyond. | They wrestle with an instinct not to distract from the flow of words, yet, to sidestep, to 
supplement, to make the eyes dart. | Footnotes are becoming problematic for me. | All I wish for is to be able to write my own thoughts, based upon my own experiences and observations, 
without recourse to others. | Yet, it feels as if my words cease to have validity without having already been spoken by someone else with seemingly greater authority, an academic standing. 
| I’m forced to agree or argue with these prior testimonies. | I have concerns about such alignments: it does not mean that I agree with anything else that they may have said. | That I 
fully identify with the context from which this other mention surfaced. | And, yet, I fear to quote, to cite, to reference these sources only leads the reader further astray, into the emergence of 
other contradictions in intent and affiliation. | The reader’s focus becomes placed in the beside and beyond, in the other texts, rather than in the one before them, distracted, perhaps even 
put–off if they feel vindicated in a certain error of judgement, a misreading, on the author’s part. | Sometimes I only use a footnote because I feel I have to, better to shore it all up than 
let the waves flow from the heart. | Some have managed to escape these binds, but I’ve been told here is not the place, that scholarship must be clearly demonstrated and that the only way 
this can be done is through references, reassurances that others have been read. | Every interaction is always followed by an endless flow of additional literature, additional steps should 
the reader wish to double check that all is in order. | But what of my own footsteps, observations, based on real–life actions, events, and phenomena? | I’m tempted to fabricate their 
source, as long as there is a footnote then perhaps that will pacify. | Must I scavenge some scraps from somewhere, anywhere, just for the sake of some retrospective evidence that I am not 
the only one who has thought of these things and that thereby what I have to say has some relevance? | Some evidence for its place on the shelf. | False certainty, since these words have 
either sprung from my own mind or else have been informed by my entire life’s library. | Footnotes now seem to me to be only allusions. | You must you must you must: I choose to 
muster an inertia toward these dictations. | I, too, have a voice, and that voice doesn’t always need to be spoken through others. | Yes, but, you must still demonstrate 
engagement: must still pander to the establishment, must ensure the standing of others in their citational research esteem. | It is footnotes (and sales) that keep the wheels of academia 
turning. | I can feel the hairs bristling, I’m missing the point. | Perhaps get into the habit of putting them at the base of the page, I suppose that enables the eyes to dart 
backward and forward easier, makes the evidence clearer, allows the reader to rest easy that the words before them have not sprung from thin air. | A scattering of superscripts to settle the 
doubt. | Are they not then looking more to the references than the text itself for answers? | Reassurances are found only in references and acknowledgements, better still in those which are 
known to the reader already. | There’s n handful of must–haves, I’m sure. | An omission could be just as destructive to a candidate’s credibility as a misunderstanding. | For every 
thought I have, I must find someone else to corroborate, before I can commit my thought to paper. | But, with such reflection on the existing literature, how I can end up doing anything 
other than juxtaposing quotations? | Collaging prior positions; paraphrasing to attempt to make the words my own. | It all feels prescriptive, not in any way intimate, or spontaneous. | 
I’ve managed to write these passages without once glancing at my notes, or my expanding library of books. | I suppose I will have to revisit each statement in the future and impose a 
commentary at the base of the page. | There’s no point in rebelling, we all must be judged. | I can only ever be considered in relation to those I footnote, I’d better pick the right ones.



  

Footnotes: might have been at the end (of  the book, or the section), but find themselves abandoned at the base of  the page. | This placement can force the boundary, the threshold between 
text and note, to shift: rising up and down, competing for space. | Sometimes a physical line separates; sometimes an imaginary line is implied by an increased space, an extra return. | 
Footmarks, footprints, frail trails, tracings of  previous steps, previous locations when the ground was soft enough to accept an outline of  my feet. | Treads, soon replaced by others who are 
walking the same path. | Sometimes the ground attaches itself  between the treads, is carried home, or elsewhere. | Stalkings, hauntings, I’m unable to shake. | Notes are written on tiny 
scraps of  paper as reminders of  all of  the things we must do and must not forget. | Once the task has been completed these notes are usually discarded, replaced. | Scribbles and scrawls, 
mostly illegible, hastening the decline of  our memory. | There’s probably too much whirring. | The notes I write now seem not so much about evidencing for others where my thoughts and 
ideas have come from, but about allowing myself  to remember and retrace all of  the other texts that I have read and which have resonated. | A piece written long ago instinctively 
chopped: all of  the quotations and references that didn’t really matter, that I had put up with at the time, short of  alternatives, but that ultimately failed to engage my soul or make my 
breath falter in excitement at their resonance with my own inner thoughts. | I’m not sure if  I’d even thought them, before I had read them, written already by another. | I’m more selective, 
these days, more attuned to including only those whom I really admire, whom I could only wish to emulate. | Their writings are often so ephemeral, so subtle, so admirable that my pen 
retraces their words before my consciousness registers the theft. | Yet, every now and again, I’m forced to admit an anomaly, someone whose writings merely elucidate a certain 
understanding of  a topic I am equally pursuing, whose work is impactful to the discourse of  the discipline if  not myself, and therefore must in some way be brought to bear upon the 
conversation. | And so they are there, hidden at base or back, though I long to entirely omit them. | These notes are curated, their associated quotations targeted in order to stand in for my 
own feelings and observations. | Sometimes the notes elaborate on these, oftentimes they remain emotionless. | Resolute in their enforced structures: surname, forename, title (place: 
publisher, date), page numbers. | These notes offer a promise of  expansion, of  a beyond. | They wrestle with an instinct not to distract from the flow of  words, yet, to sidestep, to 
supplement, to make the eyes dart. | Footnotes are becoming problematic for me. | All I wish for is to be able to write my own thoughts, based upon my own experiences and observations, 
without recourse to others. | Yet, it feels as if  my words cease to have validity without having already been spoken by someone else with seemingly greater authority, an academic standing. 
| I’m forced to agree or argue with these prior testimonies. | I have concerns about such alignments: it does not mean that I agree with anything else that they may have said. | That I 
fully identify with the context from which this other mention surfaced. | And, yet, I fear to quote, to cite, to reference these sources only leads the reader further astray, into the emergence of  
other contradictions in intent and affiliation. | The reader’s focus becomes placed in the beside and beyond, in the other texts, rather than in the one before them, distracted, perhaps even 
put–off  if  they feel vindicated in a certain error of  judgement, a misreading, on the author’s part. | Sometimes I only use a footnote because I feel I have to, better to shore it all up than 
let the waves flow from the heart. | Some have managed to escape these binds, but I’ve been told here is not the place, that scholarship must be clearly demonstrated and that the only way 
this can be done is through references, reassurances that others have been read. | Every interaction is always followed by an endless flow of  additional literature, additional steps should 
the reader wish to double check that all is in order. | But what of  my own footsteps, observations, based on real–life actions, events, and phenomena? | I’m tempted to fabricate their 
source, as long as there is a footnote then perhaps that will pacify. | Must I scavenge some scraps from somewhere, anywhere, just for the sake of  some retrospective evidence that I am not 
the only one who has thought of  these things and that thereby what I have to say has some relevance? | Some evidence for its place on the shelf. | False certainty, since these words have 
either sprung from my own mind or else have been informed by my entire life’s library. | Footnotes now seem to me to be only allusions. | You must you must you must: I choose to 
muster an inertia toward these dictations. | I, too, have a voice, and that voice doesn’t always need to be spoken through others. | Yes, but, you must still demonstrate 
engagement: must still pander to the establishment, must ensure the standing of  others in their citational research esteem. | It is footnotes (and sales) that keep the wheels of  academia 
turning. | I can feel the hairs bristling, I’m missing the point. | Perhaps get into the habit of  putting them at the base of  the page, I suppose that enables the eyes to dart 
backward and forward easier, makes the evidence clearer, allows the reader to rest easy that the words before them have not sprung from thin air. | A scattering of  superscripts to settle the 
doubt. | Are they not then looking more to the references than the text itself  for answers? | Reassurances are found only in references and acknowledgements, better still in those which are 
known to the reader already. | There’s a handful of  must–haves, I’m sure. | An omission could be just as destructive to a candidate’s credibility as a misunderstanding. | For every 
thought I have, I must find someone else to corroborate, before I can commit my thought to paper. | But, with such reflection on the existing literature, how I can end up doing anything 
other than juxtaposing quotations? | Collaging prior positions; paraphrasing to attempt to make the words my own. | It all feels prescriptive, not in any way intimate, or spontaneous. | 
I’ve managed to write these passages without once glancing at my notes, or my expanding library of  books. | I suppose I will have to revisit each statement in the future and impose a 
commentary at the base of  the page. | There’s no point in rebelling, we all must be judged. | I can only ever be considered in relation to those I footnote, I’d better pick the right ones.
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* wandering footsteps
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* The walk begins here, on this ground, aslant, with faint footsteps. 
We speak of  wandering as aimless drifting; but there are always 
intentions afoot, pacing. Back and forth, across the chambers; re–
returning to the scene, origins scattered everywhere — made visible 
beneath the blue. The openings are our fantômes, the lacunae that can 
haunt us. In retreat, we imitate ghosts.1 Paths are plotted: multiple 
scales, always from above. Yet, we may chose to stray within the 
margins — the unmarked alleys, hernias amidst slag heaps — drawn 
from our intuition and inner compass. Coincidental plots. The 
pavements are littered with markings; ducts, drains, and pipelines all 
notated through chalk.2 Tears fall; we become lost.3 Lulled into the 
before.4 The surface is peeling away; exposing errant tales, the site as a 
palimpsest — worn, disappearing, fragmenting, the more the ground 
is gone over with repetitious acts. Through wandering we sidestep into 
unofficial histories, borne of  the interstices betwixt recollections and 
dust.5 Wandering is to trace fine threads — wire–walking webs that 
lead to endless depths, beyond the site, to other airs.
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** pauses & stillness
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** The rushes prohibit lingering;6 without glancing against cold 
shoulders, always–already tender and bruised. Falling as still as the 
stars in the constellations; blinking, as trace paths intertwine. The 
body shivers, breathing space amidst unfolding narratives; accounts, 
our days are numbered, until the one beyond the last. A pause is 
always a ‘critical gesture’, whether comma, colon, full stop, marker, 
or crater;7 an interruption, asking: which way to the fold? Poised, 
awaiting announcement, direction, signals; the possibilities are all 
lying, just out of  reach.8 Still waters still harbour stirring depths; 
resting in arresting protest, resignation, delay. A site is never stable; 
its roots extend in all directions — all is always under construction.9 
The pavement is a space between each step and the next; unsound 
footings, asides resting, fenced in. The bats emerge from the tracks: 
mind the gap.10 Pauses are possibilities, yet, too often the voids are 
infilled without paying dues, without care–full attention; it will not 
do. The storm of  supplements on site shatters the silence; due south. 
Any quest is always–already interspersed with intrusions; getting on 
and off  the ship. Shortages, scaffolds, smog; awaiting the train, there 
and back again, with blind chance.
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*** sites within the city
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*** The site is a gathering of  fragments, a ‘cluster of  cups’. Yet, what 
exists is more than the physical; what exists spills over beyond the lips, 
where denotation eradicates ambiguity.11 The wind is different now, 
breathes deeply; now that what used to exist on this site has been razed. 
Down the rabbit hole. Always below, beneath, footnoted. Yet, a site is 
fleeting, composed of  debris and detritus, the lost and the hidden, as well 
as things other, from elsewhere, pencilled in. The eraser anticipates the 
ending; attempts to peer through the cracks in the hoardings, where 
precipitation is seeping in. The rubble is loose and unstable underfoot, 
shifting and escaping scrutiny. A stray leaf  drifts into the scene; drifting 
into other landscapes. To pace, to trace step–by–step, intimate 
trajectories; to intersperse the leaves of  other trees within the field of  
potentialities. Forecast: cloudy. This site is also other sites; this tale is the 
shattered mirror of  other narratives. It is a site known to you through 
disregard, inattention, and peripheral vision; it is a site known to others 
through trespasses, tipping, and myth: postcard propaganda. Memory is 
delicately eroded, stuttering. Double exposures. There will be things 
forgotten, things left behind, things that will remain buried within the 
minds of  others.
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**** surface textures
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**** The worn pavement beneath our soles is softly traced over by the 
hesitant wanderer; the splintering cracks are absently bridged by her 
tangential gestures. The rain falls, washes away the precipitative treads 
left behind, drains all marginal marks away into the depths. There can 
be no cutting corners; there can be only restraint in keeping to the 
designated wandering space defined by the kerb.12 Our routes through 
the city are framed; the frames are filled with an abundance of  
textures. Some surfaces are more fractured than others, whether 
through erosion or intentionally so; cobbled together. Sometimes the 
erosion is repaired; more often, the widening chasm is preserved until 
complete ruination. Rhythms and ruptures; these raised and sunken 
profiles are all notations.13 The sky is doubly exposed; twice the 
thunder. The immediate post–WWII cityscape was filled with 
microscopic and macroscopic intrigue.14 Falling closer to the ground, 
to the fault–lines marking the surface. Faint stitches.15  These surfaces 
have been reconstructed over time, have been made more 
hardwearing — able to withstand the incessant pounding, and the 
burden of  shadows; and, yet, they can outlive buildings.
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***** shadows
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***** Light tiptoeing within darkness; within the trailing twins of  
shadows. Infringing upon the doubles of  others; lengthening and 
shortening, fuzzy edges.16 Poor imitations; shadows of  doubt. To 
walk without any interruptions without falter false start or 
misdirection an ending at any point any pause the full stop will be 
found as found breathless endless wandering figuring within the 
shadows before the page is torn from the edges before the nib 
scars the white pebbles in the forest falls on to the pavement 
between skyscrapers the craters move you and move within you 
until the closing gap. Cast the eyes over; dustings.17 You can often 
see her wandering. Unwavering; despite the gathering gales, 
despite the desolate snow before her; emerging from the forest to 
the clearing, into the light, to glimpse the asterisks above. The 
shadows are deeper here, more defined. The photons are missing; 
obstructions interrupt their path. We are forever stalked by their 
loss. Look close enough, and there’s a space between self  and 
spectre: a shadow gap.
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****** asides



85

****** Note the little stars above, the pathways they illuminate 
below. They are forever lingering on the edge of  the ether; 
swerving, wandering akin to footsteps caught in labyrinths and 
blind–alleys. Orbits shifting, seeking unknowns — aberrations to 
constellations supplementary to this one. The notes entwined with 
each of  these diminutive celestial bodies are a double plot. 
Hollowed; halved. The footnotes expose the roots, the H.L.s; the 
leaves will emerge.18 The snowy surface is ruptured by orbs, 
lightning bolts — asides, indecisions, interruptions; hiding within 
the interstices, clawing the letters open to the firmament. The site 
is a sieve: punctured by unforeseen findings and serendipitous 
encounters; riddled with evidential tangents leading to ever–more 
marginal paths. Following footsteps, stalking, trespassing.19 

Footsteps notate the city in steps — 1, 2, 3. The further we 
journey beyond the site’s boundaries the greater the sprawl, the 
finer the ply. This branch, chasing little stars, has reached 
Westminster and the site of  the Economist buildings and plaza. To 
be continued.

LITTLE STARS



“Openings in the fabric of  the visible are thus not so much 
produced then as encountered, fleetingly glimpsed. Here, the 
[crater] operates as an aperture in the real, a portal to other 
places and times, both future and past. The horizontal landscape 
of  what is present is ruptured by another frequency of  
experience, the vertical or vertiginous force of  something felt or 
sensed. A [crater] is experienced as a poetic fall from or faltering 
within what is known or certain. It exists at the cusp of  
recognition, where the witness is left unable to fully find the 
words for communicating what they have seen. The [crater] is 
always a little otherworldly, for it marks the opening of  one 
world or reality onto the possibility of  others. Those receptive to 
the [crater] thus inhabit a zone between two worlds, between now 
and elsewhere, between the actual and imagined.” Adapted from Emma 

Cocker, Glimpsed, Only in Certain Light, 2012.
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13. Ubu Roi, programme of  a dramatised reading, ICA, London, 18 February 1952, produced by W.J., with H.L. and S.D. 

Gaberbocchus Press  
V&A exhibition, 2003
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CONSTELLATIONS 
ARE MADE OF 
STORIES 
EXHIBIT V 

CONSTELLATIONS ARE MADE OF STORIES

2 scattered

4 surrounded by bomb–sites 
5 necessitated the extensive demolition of  existing

7 an intermediary space before the city, an authorial pause

3 sites of  accumulated meanings

10 interrupted in its centre 

9 as if  the bay window had emerged from the rabbit–hole into which Alice disappeared

12 discreet reference

13 intimate, miniature; a cluster of  cups upon a table

1 small fissures

6 left exposed

8 disintegrating, as if  being eaten away by the little creatures entombed in it.

14 a ruin under the microscope

11 holes parallel to
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6 pieces of  elsewhere; pieces 
from other fissures left behind, 
other holes, threatening to 
collapse in

8 now these paths are indiscernible from the rubble

3 crumbling, in the end 

5 there were large cracks 

4 the foundations had shifted

2 the building was ruptured 

12 to the outer lands

7 temporarily occupying  a gap

1 the ground was disappearing 
slowly back into the sea

14 to return to shadowed scripts

11 I wandered anonymously

13 brushing against the abyss

9 marking graves
10 as I disappear
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11 eclipsed all of  their light

2 a lingering intuition

7 fleeting traces

1 there were no captions

6 collapse into fragmented pieces

8 the land traced over with a thin veil.

3 all but enveloping them in their perpetual waiting

9 obscuring the tale

4 and while she awakens

10 before it meets the disintegrating ground

5 originary distance 
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1 it is a lie

CONSTELLATIONS ARE MADE OF STORIES

11 anonymous

12 a constellation of  sources

4 a room as a microcosm for the cosmos 

beyond

10 a landscape turned inward

2  an endless play of  reproduction

3 in a web of  references

6 frozen in incompletion

5 veiled

7 the world invisible to the naked eye and unseen 
beyond the periphery

9 the interval between

14 everything relies 
on blank space

13  an impulse to re–trace

8 haunting
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2 with faint footsteps

6 the unmarked alleys, hernias amidst slag heaps

10 we imitate ghosts

14 the lacunae that can haunt us

1 to stray within 
the margins

9 wandering 

4 lingering
3 breathing space amidst unfolding narratives

13 the storm of  supplements on site shatters the silence

12 any quest is always–already 
interspersed with intrusions

8 as well as things other, from elsewhere, pencilled in

7 the eraser anticipates the ending; attempts to peer 
through the cracks in the hoardings, where 
precipitation is seeping in

5 intimate trajectories

11 double exposures
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9 tangential gestures

3 some surfaces are more fractured than others

4 twice the thunder

10 as found breathless endless wandering figuring within the 
shadows

5 despite the desolate snow before her

8 to glimpse the asterisks above

1 note the little stars above, 
the pathways they illuminate 
below

6 hiding within the interstices

7 markers indicate a rupturing of  the snowy surface

2 celestial bodies 

11 chasing little stars
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illustrations 
Cover Image. Geological strata plot of  London and Portland. Drawing by Ashley Mason. 18 February 2018. 

Plan of  Exhibition. p. 3. Photograph and model with overlay by Ashley Mason. 18 February 2018. 

Fig. 1. Imminent Bodies. p. 5. ‘Temporal dislocation of  labels of  Craters exhibition.’ Photographs taken over duration of  Craters by Ashley Mason. 18 February 2018.  

Fig. 2. Missing. p. 10. Interior view of  Parallel of  Life and Art exhibition, Nigel Henderson, September 1953. Original photograph: Nigel Henderson, Photograph of  
installation view of  Parallel of  Life and Art exhibition [c.11 September 1953 — 18 October 1953] © Nigel Henderson Estate. Photo © Tate (2018), online: <http://
www.tate.org.uk/art/archive/tga–9211–5–2–79/henderson–photograph–of–installation–view–of–parallel–of–life–and–art–exhibition> [accessed 18 February 2018]. 

Fig. 3. Missing. p. 11. Interior view of  Parallel of  Life and Art exhibition, Nigel Henderson, September 1953. Original photograph: Nigel Henderson, Photograph of  
installation view of  Parallel of  Life and Art exhibition [c.11 September 1953 — 18 October 1953] © Nigel Henderson Estate. Photo © Tate (2018), online: <http://
www.tate.org.uk/art/archive/tga–9211–5–2–93/henderson–photograph–of–installation–view–of–parallel–of–life–and–art–exhibition> [accessed 18 February 2018]. 
[Note: this text is inspired by Sophie Calle, Ghosts.] 

Fig. 4. Missing. p. 12. 78. Mile Wide Crater (wide angle lens photo). included in: ’Biggest Meteor Crater?’, Life Magazine, 14 August 1950, 34–35. Original photograph: J. 
R. Eyerman, © Time Inc. 

Fig. 5. Missing. p. 13. 21. Skyscrapers. Wide angle lens photo. ‘Skyscraper’s start’, Life Magazine, 12 June 1950. Original photograph: George Strock. © Time Inc. 

Fig. 6. Missing. p. 15. ‘Biggest Meteor Crater?’, Life Magazine, 14 August 1950. Original photograph taken by J. R. Eyerman, © Time Inc. 

Fig. 7. Missing. p. 17. This is ‘Life’s’ close–up of  same scene. ‘Peak Performance’, Life Magazine, 14 November 1949. Original photograph: George Strock. © Time Inc. 

Fig. 8. Missing. p. 17. Looking up from excavation, camera’s wide–angle lens distorts workman, frames with other buildings the space skyscraper will fill. ‘Skyscraper’s 
start’, Life Magazine, 12 June 1950. Original photograph: George Strock. © Time Inc. 

Fig. 9. Missing. p. 18. Exhibition catalogue, Parallel of  Life and Art, September 1953. Original document: Independent Group, Parallel of  Life and Art exhibition catalogue [c. 
September 1953] © Nigel Henderson Estate. Photograph taken by Ashley Mason at Parallel of  Life and Art, The Hepworth Wakefield, 16 November 2013 — 19 April 
2015. 01 August 2014. 

Fig. 10. Missing. p. 19. Exhibition catalogue, Parallel of  Life and Art, September 1953. Original document: Claude Lichtenstein and Thomas Schregenberger, eds., As Found: 
The Discovery of  the Ordinary (Zürich: Lars Müller Publishers, 2001), p. 44. © Nigel Henderson Estate. 

Fig. 11. Wound. p. 22. Nigel Henderson, Photograph showing a construction site, [c.1949 — 1956]. © Nigel Henderson Estate. Photo © Tate (2018). Creative Commons 
CC–BY–NC–ND (3.0 Unported), online: <http://www.tate.org.uk/art/archive/items/tga–201011–3–1–99–6/henderson–photograph–showing–a–construction–site> 
[accessed 23 November 2017]. 

Fig. 12. Wound. p. 23. Nigel Henderson, Photograph showing a construction site, [c.1949 — 1956]. © Nigel Henderson Estate. Photo © Tate (2018). Creative Commons 
CC–BY–NC–ND (3.0 Unported), online: <http://www.tate.org.uk/art/archive/items/tga–201011–3–1–99–7/henderson–photograph–showing–a–construction–site> 
[accessed 18 February 2018]. 

Fig. 13. Wound. p. 24. Nigel Henderson, Photograph showing workmen on a construction site, [c.1949 — 1956]. © Nigel Henderson Estate. Photo © Tate (2018). 
Creative Commons CC–BY–NC–ND (3.0 Unported), online: <http://www.tate.org.uk/art/archive/items/tga–201011–3–1–51–4/henderson–photograph–showing–
workmen–on–a–construction–site> [accessed 18 February 2018].
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Fig. 14. Wound. p. 25. Nigel Henderson, Photograph showing workmen on a construction site, [c.1949 — 1956]. © Nigel Henderson Estate. Photo © Tate (2018). Image 
released under Creative Commons CC–BY–NC–ND (3.0 Unported), online: <http://www.tate.org.uk/art/archive/items/tga–201011–3–1–51–1/henderson–
photograph–showing–workmen–on–a–construction–site> [accessed 18 February 2018].  

Fig. 15. Wound. p. 26. Nigel Henderson, Photograph of  a demolished building, [c.1949 — 1954]. © Nigel Henderson Estate. Photo © Tate (2018). Image released under 
Creative Commons CC–BY–NC–ND (3.0 Unported), online: <http://www.tate.org.uk/art/archive/items/tga–9211–9–6–69/henderson–photograph–of–a–
demolished–building> [accessed 18 February 2018].  

Fig. 16. Wound. p. 27. Nigel Henderson, Photograph of  a demolished building,[c.1949 — 1954]. © Nigel Henderson Estate. Photo © Tate (2018). Image released under 
Creative Commons CC–BY–NC–ND (3.0 Unported), online: <http://www.tate.org.uk/art/archive/items/tga–9211–9–6–70/henderson–photograph–of–a–
demolished–building> [accessed 18 February 2018].  

Fig. 17. You’ve Never Seen Me. p. 30. ‘You’ve Never Seen Me, Isle of  Portland’. Original photograph taken by Ashley Mason. 

Fig. 18. You’ve Never Seen Me. p. 32. ‘You’ve Never Seen Me, Economist Plaza’. Original photograph taken by Ashley Mason. 18 March 2016. 

Fig. 19. You’ve Never Seen Me. p. 34. ‘You’ve Never Seen Me, Blow–Up’. Original photograph taken by Ashley Mason. 18 March 2016. 

Fig. 20. You’ve Never Seen Me. p. 36. ‘You’ve Never Seen Me: Markers, Economist Plaza’. Original photograph taken by Ashley Mason. 18 March 2016. 

Fig. 21. You’ve Never Seen Me. p. 37. ‘Scaffold / Parallel’. Photograph taken by Ashley Mason. 18 February 2018. 

Fig. 22. Bare Chambers. p. 42. Photograph of  Bare Chambers installation. Photograph taken by Ashley Mason. 18 February 2018. 

Fig. 23. Bare Chambers. p. 44. Marginal gloss for Justin Henderson. 1. Nigel Henderson, Photograph of  unidentified girl inside Parallel of  Life and Art exhibition [c.11 
September 1953 — 18 October 1953] © Nigel Henderson Estate, © Westinghouse Electric Corporation. Photo © Tate (2018), online: <http://www.tate.org.uk/art/
archive/items/tga–9211–5–2–71/henderson–photograph–of–unidentified–girl–inside–parallel–of–life–and–art–exhibition> [accessed 18 February 2018]; 2. Nigel 
Henderson, Photograph of  installation view of  Parallel of  Life and Art exhibition [c.11 September 1953 – 18 October 1953] © Nigel Henderson Estate, © 
Westinghouse Electric Corporation. Photo © Tate (2018), online: <http://www.tate.org.uk/art/archive/items/tga–9211–5–2–96/henderson–photograph–of–
installation–view–of–parallel–of–life–and–art–exhibition> [accessed 18 February 2018]; 3. Nigel Henderson, Photograph of  installation view of  Parallel of  Life and Art 
exhibition [c.11 September 1953 — 18 October 1953] © Nigel Henderson Estate. Photo © Tate (2018), online: <http://www.tate.org.uk/art/archive/items/tga–9211–
5–2–59/henderson–photograph–of–installation–view–of–parallel–of–life–and–art–exhibition> [accessed 18 February 2018]; 4. Nigel Henderson, Photograph from 
Parallel of  Life and Art exhibition catalogue, no. 95 [c.11 September 1953 — 18 October 1953] © Nigel Henderson Estate. Photo © Tate (2018). Creative Commons 
CC–BY–NC–ND (3.0 Unported), online: <http://www.tate.org.uk/art/archive/items/tga–9211–5–2–37/henderson–photograph–from–parallel–of–life–and–art–
exhibition–catalogue–no–95> [accessed 18 February 2018], and Nigel Henderson, Photograph from Parallel of  Life and Art exhibition catalogue, no. 52 [c.11 
September 1953 — 18 October 1953] © Nigel Henderson Estate. Photo © Tate (2018), online: <http://www.tate.org.uk/art/archive/items/tga–9211–5–2–20/
henderson–photograph–from–parallel–of–life–and–art–exhibition–catalogue–no–52> [accessed 18 February 2018]; 5. Nigel Henderson, Unidentified photograph, 
rejected from Parallel of  Life and Art exhibition [c.11 September 1953 — 18 October 1953] © Nigel Henderson Estate. Photo © Tate (2018). Creative Commons CC–
BY–NC–ND (3.0 Unported), online: <http://www.tate.org.uk/art/archive/items/tga–9211–5–2–53/henderson–unidentified–photograph–rejected–from–parallel–of–
life–and–art–exhibition> [accessed 18 February 2018]; 6. John Tenniel, Alice stepping through the looking–glass [1871], Wikimedia Commons.  

Fig. 25. Bare Chambers. p. 46. Marginal gloss for Her. 1. Photograph showing a notice board for ‘Coronation Announcements’ attached to a wall [1953] © Nigel 
Henderson Estate. Photo © Tate (2018). Image released under Creative Commons CC–BY–NC–ND (3.0 Unported), online:<http://www.tate.org.uk/art/archive/
items/tga–201011–3–1–80–4/henderson–photograph–showing–a–notice–board–for–coronation–announcements–attached–to–a> [accessed 18 February 2018]; 
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illustrations (cont.) 
Fig. 25. Bare Chambers. p. 46. (cont.) 3. British Royal Family Tree, Wikimedia Commons (Hoodinksi), Attribution–ShareAlike 4.0 International (CC BY–SA 4.0), 
<https://creativecommons.org/licenses/by–sa/4.0/deed.en> [accessed 18 February 2018]; 4. Ordnance Survey, Map of  City of  London and its Environs [1869–1880], 
Wikimedia Commons; 5. Nigel Henderson, Photograph showing school children celebrating at a street event for the Coronation [1953] © Nigel Henderson Estate. 
Photo © Tate (2018). Creative Commons CC–BY–NC–ND (3.0 Unported), online: <http://www.tate.org.uk/art/archive/items/tga–201011–3–1–6–11/henderson–
photograph–showing–school–children–celebrating–at–a–street–event–for–the> [accessed 18 February 2018]; 6. HMSO, Tell Nobody — Not Even Her — Careless Talk 
Costs Lives [1939–1945], Wikimedia Commons, IWM Non Commercial Licence © IWM (Art.IWM PST 13910), online: <https://www.iwm.org.uk/collections/item/
object/31825> [accessed 18 February 2018]. Composed by Ashley Mason. Revised for Craters 2018. 

Fig. 26. Bare Chambers. p. 48. Marginal gloss for Alice Austen. 1. Cover image of  Oliver Jensen, The Revolt of  American Women (New York: Harcourt, Brace, 1952); 2. Alice 
Austen, Alice Austen Watches Her World [1910], Wikimedia Commons and Thomas Altfather Good, An antique camera on display in the home–turned–museum of  
famed Staten Island photographer E. Alice Austen [2012], Wikimedia Commons, Attribution–ShareAlike 4.0 International (CC BY–SA 4.0), <https://
creativecommons.org/licenses/by–sa/4.0/deed.en> [accessed 18 February 2018]; 3. Klemming’s Atelier Stockholm, Linggymnastik Gymnastiska Centralinstitutet 
Stockholm ca. 1900 [1890–1910], Wikimedia Commons; 4. Independent Group, Catalogue for the exhibition Parallel of  Life and Art [c.11 September 1953 — 18 October 
1953] © Nigel Henderson Estate. Rights © Tate (2018), TGA 955/15/33; 5. [n.a.], Linggymnastik Gymnastiska Centralinstitutet Stockholm ca 1900 [1890–1910], 
Wikimedia Commons; 6. [n.a.], Mrs Emmeline Pankhurst, leader of  the Women’s Suffragette movement, is arrested outside Buckingham Palace while trying to present a 
petition to King George V in May 1914 [21 May 1914], Wikimedia Commons. Composed by Ashley Mason. Revised for Craters 2018. 

Fig. 27. Bare Chambers. p. 50. Marginal gloss for Alison Smithson. 1. Nigel Henderson, Photograph of  Alison Smithson in a work room [c.1949 — c. 1956] © Nigel 
Henderson Estate. Creative Commons CC–BY–NC–ND (3.0 Unported), online: <http://www.tate.org.uk/art/archive/items/tga–201011–3–1–29–8/henderson–
photograph–of–alison–smithson–in–a–work–room> [accessed 18 February 2018]; 3. Cover image from: Alison Smithson, A Portrait of  the Female Mind as a Young Girl 
(London: Chatto & Windus, 1966); 4. Beatrix Potter, Mrs. Rabbit at her shop with Flopsy, Mopsy and Cotton–tail, from The Tale of  Benjamin Bunny [1904], Wikimedia 
Commons; 5. Cover image from: B. S. Johnson, The Evacuees (London: Victor Gollancz, 1968); 6. Tyne and Wear Archives and Museums, Bomb damage at Readhead’s 
shipyard, South Shields, 1941 [10 April 1941], Wikimedia Commons, © TWAM (ref  2931), online: <https://www.flickr.com/photos/twm_news/26035134290/> 
[accessed 18 February 2019]; 7. Ministry of  Information, An Anderson shelter remains intact amidst destruction in Latham Street, Poplar, London during 1941 [1941], 
Wikimedia Commons, IWM Non Commercial Licence © IWM (D 5949), online: <https://www.iwm.org.uk/collections/item/object/205198906> [accessed 18 
February 2018], and Ministry of  Information, Air Raid Precautions in Central London, England, UK, 1941 [1941], Wikimedia Commons, IWM Non Commercial 
Licence © IWM (D 3606), online: <https://www.iwm.org.uk/collections/item/object/205195892> [accessed 18 February 2018], and [n.a.], The Home Front in Britain 
during the Second World War [1939–1945], Wikimedia Commons, IWM Non Commercial Licence © IWM (HU 44272), online: <https://www.iwm.org.uk/
collections/item/object/205021956> [accessed 18 February 2019]. Composed by Ashley Mason. Revised for Craters 2018. 

Fig. 28. Bare Chambers. p. 52. Photograph of  empty folders within Nigel Henderson Collection at Tate Archive with Bare Chambers placed inside. Photograph taken by 
Ashley Mason. 18 October 2015. [Note: this creative piece is fictional, with no additional or new material actually inserted within the archive.] 

Fig. 29. A View From. p. 54. ‘Removes no.1.’ Photograph taken by Ashley Mason. 18 October 2015. [Note: this working model was constructed with the aid of  installation 
photographs of  the Parallel of  Life and Art exhibition held within the Nigel Henderson Collection at Tate Archive (folder TGA 9211).] 

Fig. 30. A View From. p. 55. ‘Removes no.2.’ Photograph taken by Ashley Mason. 18 October 2015. [Note: Ibid.] 

Fig. 31. A View From. p. 56. ‘Removes no.3.’ Photograph taken by Ashley Mason. 18 October 2015. [Note: Ibid.] 

Fig. 32. A View From. p. 57. 'Removes no.4.’ Photograph taken by Ashley Mason. 18 October 2015. [Note: Ibid., The text for this piece (and that of  ‘Removes no.2’) has 
been adapted from Ashley Mason, ‘Craters: between cleared and constructed, between absent and present’, Interstices, 17 ‘Return to Origins’ (2017), 54–66.] 
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illustrations (cont.) 
Fig. 33. The Moon’s an Arrant Thief. p. 60. Installation view of  ‘Meteor Crater with fantôme’. With: Interior view of  Parallel of  Life and Art exhibition, Nigel Henderson, 
September 1953. Original photograph: Nigel Henderson, Photograph of  installation view of  Parallel of  Life and Art exhibition [c.11 September 1953 — 18 October 
1953] © Nigel Henderson Estate. Photo © Tate (2018), online: <http://www.tate.org.uk/art/archive/tga–9211–5–2–93/henderson–photograph–of–installation–view–
of–parallel–of–life–and–art–exhibition> [accessed 18 February 2018]. Photograph of  installation taken by Ashley Mason. 18 February 2018. 

Fig. 34. The Moon’s an Arrant Thief. p. 62. Installation view of  ‘Skyscrapers with fantôme’. With: Interior view of  Parallel of  Life and Art exhibition, Nigel Henderson, 
September 1953. Original photograph: Nigel Henderson, Photograph of  installation view of  Parallel of  Life and Art exhibition [c.11 September 1953 — 18 October 
1953] © Nigel Henderson Estate. Photo © Tate (2018), online: <http://www.tate.org.uk/art/archive/tga–9211–5–2–93/henderson–photograph–of–installation–view–
of–parallel–of–life–and–art–exhibition> [accessed 18 February 2018]. Photograph of  installation taken by Ashley Mason. 18 February 2018. 

Fig. 35. Little Stars. p. 74. ‘* : Image of  London Pavement by Nigel Henderson with footnote — wandering footsteps.’ Original photograph: Nigel Henderson, 
Photograph possibly showing a texture study of  a wall [c.1949 — c.1956], © Nigel Henderson Estate. Photo © Tate (2018). Creative Commons CC–BY–NC–ND (3.0 
Unported), online: <http://www.tate.org.uk/art/archive/items/tga–201011–3–1–92–8/henderson–photograph–possibly–showing–a–texture–study–of–a–wall> 
[accessed 18 February 2018]. Installation view of  Little Stars. Photograph taken by Ashley Mason. 18 February 2018. 

Fig. 36. Little Stars. p. 76. ‘** : Image of  London Pavement by Nigel Henderson with footnote — pauses & stillness.’ Original photograph: Nigel Henderson, Photograph 
of  railway tracks [1949 — 1954], © Nigel Henderson Estate. Photo © Tate (2018). Creative Commons CC–BY–NC–ND (3.0 Unported), online: <http://
www.tate.org.uk/art/archive/items/tga–9211–9–6–104/henderson–photograph–of–railway–tracks> [accessed 18 February 2018]. Installation view of  Little Stars. 
Photograph taken by Ashley Mason. 18 February 2018. 

Fig. 37. Little Stars. p. 78. ‘*** : Image of  London Pavement by Nigel Henderson with footnote — sites within the city.’ Original photograph: Nigel Henderson, 
Photograph possibly showing a texture study of  a wall [c.1949 — c.1956], © Nigel Henderson Estate. Photo © Tate (2018). Creative Commons CC–BY–NC–ND (3.0 
Unported), online: Online: <http://www.tate.org.uk/art/archive/items/tga–201011–3–1–92–11/henderson–photograph–possibly–showing–a–texture–study–of–a–
wall> [accessed 18 February 2018]. Installation view of  Little Stars. Photograph taken by Ashley Mason. 18 February 2018. 

Fig. 38. Little Stars. p. 80. ‘**** : Image of  London Pavement by Nigel Henderson with footnote — surface textures.’ Original photograph: Nigel Henderson, Photograph 
possibly showing a texture study of  a path [c.1949 — c.1956], © Nigel Henderson Estate. Photo © Tate (2018). Creative Commons CC–BY–NC–ND (3.0 Unported), 
online: Online: <http://www.tate.org.uk/art/archive/items/tga–201011–3–1–92–12/henderson–photograph–possibly–showing–a–texture–study–of–a–path> [accessed 
18 February 2018. Installation view of  Little Stars. Photograph taken by Ashley Mason. 18 February 2018. 

Fig. 39. Little Stars. p. 82. ‘***** : Image of  London Pavement by Nigel Henderson with footnote — shadows.’ Original photograph: Nigel Henderson, Photograph 
possibly showing a texture study of  a road [c.1949 — c.1956], © Nigel Henderson Estate. Photo © Tate (2018). Creative Commons CC–BY–NC–ND (3.0 Unported), 
online: Online: <http://www.tate.org.uk/art/archive/items/tga–201011–3–1–92–6/henderson–photograph–possibly–showing–a–texture–study–of–a–road> [accessed 
18 February 2018]. Installation view of  Little Stars. Photograph taken by Ashley Mason. 18 February 2018. 

Fig. 40. Little Stars. p. 84. ‘****** : Image of  London Pavement by Nigel Henderson with footnote — asides.’ Original photograph: Nigel Henderson, Photograph possibly 
showing a texture study of  a fire hydrant [c.1949 — c.1956], © Nigel Henderson Estate. Photo © Tate (2018). Creative Commons CC–BY–NC–ND (3.0 Unported), 
online: Online: <http://www.tate.org.uk/art/archive/items/tga–201011–3–1–94–10/henderson–photograph–possibly–showing–a–texture–study–of–a–fire–hydrant> 
[accessed 18 February 2018]. Installation view of  Little Stars. Photograph taken by Ashley Mason. 18 February 2018. 

Figs. 41–44. Constellations Are Made of  Stories. pp. 90–97. ‘Constellations I–IV.’ Drawings by Ashley Mason. 18 February 2018. 
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