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ABSTRACT

In this thesis | make use of phenomenologicailpired theories of landscape to define a
particular subset of sitspecific performance which | am calling landscape performance. | argue that
these performances are distinct from other s@pecific performances in the ways that they include
their audience in the creation and embodiment of landscape. The project investigates what
strategies are employed to document this kind of work and whateissmay arise both in the
method of documenting and in the documentation itself.

This work starts from the position that landscapes are unfixed, in flux and contested, and
explores the ways that performance documentation, adds to the complexity and belpseate
representations and manifestations that resist fixed meanings. Through an analysis of specific
documents, this work aims to explore the multiplicity of meanings that can be drawn from the
documentation of specific landscape performance works.

The findings of this thesis are dependent on three case studgsloring the work of
prominent producers of landscape performand¢v/A, Simon Whitehead and Wrights & Sites. The
aim is to scrutinise each documentary methodology, draw attention to the mejtiptertwined and
often conflicting ways that the documentation presents both performance and landscape and to
discuss the implications of these documents and the documentation of this kind of work in general.

This work has applied a mixed methodologywadlving the interpretative analysis of
performance documentation such as photographs, drawings, sound recordings, videos, and blogs, as
well as the context in which they are presented. | also undertake reflective analysis of my own
interaction with the m&ers of the work or the documentation itself. This process reveals the
different ways that landscape performance documentation can affirm or disrupt understandings of
landscape and uncovers fresh conceptual frameworks for performance documentation thereby
providing a contribution to scholarship on the relationships between landscape, performance and
documentation.
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INTRODUCTION
This thesis was made possible by an Arts and Humanities Research Council scholarship which
allowed me to undertake a research project of my own design. The work stemmed from an interest
in pefformance documentation, an active and engaging field of enquiry in theatre and performance
research. There is an existing and growing body of scholarship engaging with the complexities of
what documentationis, what it mightdo, and how it might beused(see Schneider 2001, Taylor
2003, Reason 2006, Heathfield and Jones 2012, Sant 2017, Giannachi and Westerman 2017).
alGGKSg wSlazy 32S8a la FIFIN +Fa 2 adlrasS GKFG R2(
LINE2 OOdzLlBAy3a RAAO02dzNAS (@006 KAy WithiSheJrFfissNdeiny & & G dzR
investigationsof those qualities that arguably distinguish live performance from other art forms and
lend it its potency (ibid). At the early stages of my research | identified the potential for an original
contribution to ongoing debates on the practice of documentation by bringing together a triad of
interests: performance, documentation and landscape. | narrowed a broader interest in
documentation to focus on the challenges and implications of documenting a gartidnd of site
specifiégeneric performance which | conceptualise as landscape performance. These are
LISNF2NXI yOS ¢2NjJa 6KAOK FILOAEAGIFOGS 'y | dzZRASYOSQ:
the creation of landscapkl contest that the documention of this kind of performance will open
up new avenues for discussion about the ways that documentation operates and the kinds of
representations, understandings or manifestations that it inspires. The analysis focuses on the
documentation of three selded landscape performance makers: NVA, Simon Whitehead and
Wrights & Sites. It explores the challenges of documenting that are particular to this kind of work
and the ways that the documentation operates to affirm or disrupt the understandings of larelscap
produced by the workMy thesis proposes that by analysing relationships between landscape
performance and documentation this study will create new ways of understanding and

conceptualising those relationships and the methods used to study them, prgwidieful points of

! A detailed explanation affhat landscape performance actuallycen be found in the following chapter
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reference for future scholarship. This thesis may be useful for scholarship in and beyond the
discipline of theatre/performance studies. It might help to-thenk, for example, relationships
between scopic and tactile engagement with danape, which might have implications for the way

that landscape is represented in, for instance, Geographical Information Systems (GIS) and forms of
cartography. It might allow further critical scrutiny of the way that 4itesed performances are

represerted by artists in, for example, marketing and publicity material.

RESEARCH QUESTIONS

Broadly, this thesis explores the relationships that are evoked between landscape,
performance and documentation in certain performance works. My project asks if perfaeram
landscape is permanently in a state of becoming, always in flux, and ever changing, how then might
the documentary strategies of these landscape performance works reflect this. How can
documentation account for a phenomenon which, as Pearson nétes, Wy SA i KSNJ dzy A @S NJ
V2N F @FAEFo0tS F2NJ SFae aLlSOoalr Odz F NI I LILINR LINA | (A 2
specific questions emerge:

1 What strategies are employed by the makers of landscape
performance to document their work?

1 What idceas of landscape might be produced through the
documentation of landscape performance works?

1 Can performance through its documentation help to articulate or
extend our understanding of landscape?

1 Can landscape performanagin both its practice and thedation
of practice ¢ help to articulate or extend our understanding of
performance documentation?

CASE STUDIES

The study relies on the concept of landscape performance, a term used to denote

LISNF2NXI yOSa gKAOK Ay adaitendhysicalc ehgdgRmestywithSHe dFandLJF NIi A O



implicating them in acts of landscaping. It understands landscaping as an active, ongoing, relational
process among human and nonhuman actors, where the environment is continuaiihagened and
re-experienced. Landscapperformance is a concept that can encompass work in a variety of scales
and contexts, ranging from audio performances for a solo audience member, performances involving
hundreds of participants walking, running or otherwise traveling through placesnvaiving
activities. Identifying examples of landscape performances with the potential to become useful case
studies was one of my first tasks, and involved scoping the wider field of landscape abdssite
performance. My investigations discovered a dmorange of work that can be contextualised
through the concept of landscape performance. Whilst | eventually selected NVA, Simon Whitehead
and Wrights & Sites (for reasons | will outline in more detail below), there were a number of other
companies and p#gormance makers whose work fitted the landscape performance concept but,

ultimately, did not show enough range or depth of documentation to make for useful case studies.

L O2y&aARSNER BpaeRfder¢ p2y Q3 ¢6AY Qa8 DNBITJamiKSt |y

(7))

dzy RSNI I 1S ¢KIG GKSe& OlFff WtdzotAO tNR2SOGaQ AYy &
Ad AY@GAGSR G2 LINIHAOALIGS Ay (GKS ONBFGAGBS LINRBO
particular area and work with the local community fofeav weeksg longer¢ years sometimesg to

YFE1S | dzyAljdzS:E FdAAGAGBS SPSyild akKFkLISR o6& (GKS f A

7 A

¢toAyQa tdzof A0 tNRr2SOGa asSSy G2 tSyR KSyaSt gs

Q)¢
P

example was their2012 The Boat Projecbffers an interesting example whictentred on the
creation of a functional boat by using an accumulation of objects offered by participemsBoat
Projectis a complex work which is in part actualised in the documentative pramfelsilding the
boat but continues to work as the finished boat (a document of sorts) is used to sail to different

places.

Another example can be found in the work of Louise Ann Wilson, a performance maker who

makes sited LISOA FA O LIS NJF 2 e ngl&iénhip bétweén laktiSdadelfar place and



humanlieS@Sy GaQ o[ 2dzZA &S !'yy 2AfaA2Yy3X Hamyod | adz ffe@
FTNRY FASEtRaA 2dzi 6AGK GKSFGNB yR LISNF2NXEyOS FI
A1 AfyidaY®E NI 2F [2dzZA &S !'yy 2AfazyQa LISNF2NXYIFyoOoSa O
works; Ghost Bird, Still Life, Jack Scoamd Fissureall intend to engage their audiences in the
participation of landscape, usually by leading them on interactiviksva hese performance walks

seek to open up discussion about the ways that people might experience and explore baron rural

locations.

As a practitioner, Nic Green works across forms. Given her background in Human Ecology, it
might seem reasonable to agse that there is a shared interest in ideas that correlate with the
O2yOSLIi 2F fFyRAOFLIS LISNF2NXIyOSed | SN gS0aridsS af
creative work which can be named as ecological in its nature, in the sense that hergfactises
on the study of relationships; the meaning and nature of which emerge through immersive, time and
placed & SR LINE OS & a S & Beauty Aidesiin theRSYillhegsof Yodr ResEtaework

G KAOK SESYLX ATASE& DNBPefdbgy thibAgy pekfdimvaseg. i (2 SELI 2 NRA

Other examples can be found in the work of performance makers such as Janet Cardiff and
George Bures Miller, Rimini Protokoll, Plan B, Minty Donald, Platform, Mike Pearson and Mike
Brookes. My research uncovered a broad mmd work that shares the focus at the heart of the
landscape performance concept. Ultimately the concept was created out of a belief that this kind of
work could open up new avenues for research into the practice of documenting performance. The
research Inges on how landscape performance documents are made and in what ways this
documentation performs differently from other types of documentation. The companies making this
work have to think creatively about the ways they attempt to record and document #electing
my case studies, then, | narrowed the parameters of my study to those which fit both the landscape
performance criteria and produce a wide range of performance documentation (and that was readily

available) to analyse. Whist these other penf@ances align well with the landscape performance



concept, the makers did not undertake or present documentary practices which were extensive
enough in volume or variety to make for effective case studies. Each may have had a singular aspect
worthinvestid G Ay 3 O6GKS . 214G AdGaStT Ay [2Fy ¢CoAyQa LINE:
of archive, for example) ultimately, there was not the same variety and depth made accessible in

comparison to NVA, Simon Whitehead and Wrights & Sites.

Of all the poential landscape performance makers | identified, | selected NVA, Simon
Whitehead and Wrights & Sites because | felt that they represented the best likelihood of opening
up different avenues for exploration. Each case study shared a documentation stthtagywas
both varied and complex; weaving together different kinds of documentation, including:
photographs, reviews, videos, skbes, audio recordings, books jdjuides; these were presented
them on different platforms such as websites, blogs, DVDganted materials. Each company and
practitioner provided enough documentation to be able to articulate with confidence whether the
format or style was typical or uncharacteristic of a broader strategy. That is, whether their approach
was consistent or kongruent as its representation of different iterations of performance or
different performances altogether. Whilst all three case studies fit within the landscape performance
categorisation, they are quite distinct from each other in their working methoelationship to site,
in the form and structure of the work, and their outputs. Each case study presents distinct problems
and particularities and landscape is used as a useful conceptual framework for exploring the complex

relationship between the livperformance work and the varied materials used to document it.

METHODOLOGY
I employ a mixed methodology throughout the work, which primarily centres on the
interpretative analysis of particular examples of documentation taken from the wider documentary
methodologies of my selected case studies. The analysis focuses on a broad range of documentation
such as photographs, drawings, blog posts, sound recordings, press releases and other promotional

materials. At times (and especially in the final case studypdé been necessary to incorporate



reflections on my own experience as the documentation itself invites a level of participation. In
these moments | am analysing not just the representational qualities of documentation but the
experience that it inspires-ollowing the example of other performance scholars working in this
multidisciplinary field of performance/landscape/documentation (Pearson, 2006), | use
phenomenologicalinspired conceptions of landscape as the primary critical framework in my
analysis;Wf I yYRaOF LIS A& y20 a&az2YSGKAy3a (2 o6S t221SR
SYOANRYYSYyGX 200dzLJASRX SELISNASYOSR FyR OKIy3aSR
case study | give a broad overview of the documentary process before selsgtnific documents

to analyse, paying close attention to the ways that they represent the performance and landscape.

In each case study | make explicit choices on what performances and documents to focus my
attention as well as what particular etymologjdsstories, and theories to introduce to inform my
analysis. These decisions indicate the potential of synthesising approaches drawn from different
disciplines and fields of creative practice. By summarising and synthesising different bodies of
literature, and particularly those from human geography and-nepresentational theory, this study

will offer a unique insight into the relationships between landscape, performance and
documentation which provide useful reference points for future scholarshighdrséction following

this introduction | investigate particular theoretical frameworks, setting up a clear critical

architecture that will inform my analysis of landscape, performance and documentation within each

of the chapters.

INTRODUCTION TO CHABTER
Structurally this thesis is organised into an opening chapter which defines terminology and
sets the parameters for the work. This is then followed by three case studies focusing on NVA, Simon
Whitehead and Wrights & Sites, each offering an exploratibtheir landscape performance work
and documentation. The case studies show a variety of concerns of and a method employed by
different performance makers and then offers analysis of specific documentation. Each case study

6



contains a specific set of questis to be addressed in the chapter, an introduction to the company

or performance maker and the motivations behind their creative practice, an explanation of the
reasons why their work constitutes landscape performance and justification for their
appropriageness to this study, a broad overview of their documentary strategy and then an
interpretative analysis of specific areas within their documentary methodology (photography,
drawings, recordings etc.). Each section concludes with a response to the gaestioaut at the

beginning of the case study.

Chapter One is split into three sections. In the first section | lay out the theoretical
groundwork for my conception of Landscape performance. It begins with a discussion of competing
epistemological approdes to landscape: visualbentred approaches which privilege sight,

OKIF NI OGSNRASR o0& /2a3aINRPO®S IYyR 5FyASta Fa Wtly
NBLINSASYGAyYy3d: &a0GNHzOGdzNAYy3I>S YR ad@vYoz2fAaiy3d adzND
conceptions which are phenomenologicallyy & LJA NS R>X &dzOK |4 ¢K2YIl &aQ dzyR
as:

A network of related places which have gradually been

NEGSItSR GKNRBdzAK LIS2L) SQa KFoAddzZ £ | OGAC

the closeness and affinity that they hadeveloped for some

locations, and through important events, festivals, calamities,

and surprises which have drawn other spots to their attention,

causing them to be remembered or incorporated into stories.
(Thomas, 2000: p.173)

My study considers wibh epistemological approaches to landscape might best align with
site-specific performance. After considering the broader impact of phenomenological enquiry on
RAaOdzaaArzya 2F LIS2L SQ& NBfFGA2y aKALJinsgired aLJ OS
conceptions of landscape with particular kinds of sipeecific performances and suggest how they
might be conceptualised as acts of landscaping. This section narrows the parameters of the thesis to

focus on performance work which might be described agddaape performance.



The second section of the chapter lays out tbhemplex interrelationshipsbetween
performance and its documentation, a mudkbated and ideologically loaded topic. | work through
two discourses on documentation. First, arguments ferfprmance as ephemeral, as articulated in
terms of its disappearance and as resistant to documentation (Phelan, 1993). Second, performance
as enduring, mediated by its documentation (Schneider 2001, Heddon 2002, Reason 2006). This
discussion is importartb the study as it draws on research which widens the scope for what can be
considered documentation. In this broader understanding of documentation, the body, through
performance, can function as a kind of document. This understanding of documentatare is
which | adopt as the thesis develops. It has, | argue, important implications for considering the
relationship between performance, landscape and documentation, and specifically for
phenomenologicalinspired conceptions of landscape as lived epriocess (see Ingold, 2000)he
framing chapter concludes with a discussion of the convergences of landscape, performance and
documentation that are already present in existing academic materials, drawing out multidisciplinary

convergences (Pearson and Starf001) that will help contextualise the rest of the thesis.

Chapter Two focuses on the work of NVA who are a Scottish organisation headed by artistic
director Angus Farguhar. They are perhaps best known for creating large scale performance works in
a vaiety of outdoor locations. Since their conception, NVA have endeavoured to create performance
works which explore the ways that humans experience and interact with landscape, and many of
their performances can be conceptualised as landscape performahig.cdse study focuses on
their Speed of Lighsuite of works (see Farquhar, 2014) which began in 2012 as a production
commissioned to commemorate the London Olympics, and which has since travelled to Japan and
Germany as well as a number of other UK lmre. Speed of Lighinvites hundreds of participants
to don specially designed suits with lights attached to them and run in choreographed patterns at
specific outdoor locations. The audience are invited to observe the runners as they walk a less
strenuows path. The case study investigates the documentary strategy employ&péad of Light
SELX 2NAY3I GKSANI LK2G23INF LIKAO R20dzyYSyidl GAazys
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films, press releases and other promotional material, the book the compamoguced in

O2tf 02N GA2Y GAGK (GKS wdzKNE DSN¥YIyeée (2d2NRad o2
ALSOGFG2NE 2NJ LI NIAOALI yGad® LYy Y& tylLfteara 2F b:
of the meshwork. The theory is useful asihphasises the interrelationships between body and
environment and therefore helps to articulate the representational limits of the images. Elsewhere

in the case study, | utilise phenomenological and-ngpresentational theories (particularly those of

Laimer and Daniels) to explain how narrative impacts our experience and understanding of
flIyRAOFLISd® ¢KSaAaS ARSI A& I NB dza S Forini Runneblog @i |y | y |
with its descriptions of bodies, places, experiences, and memgqrlesp to establish a pluralistic

perspective on landscape performance in which all grand narratives are suspect. | take this
analyticaimethodological approach to address the potential and limits of this documentation,

exploring whether certain approachearchelp to articulate or extend understandings of landscape.

Chapter Three focuses on the work of Simon Whitehead, a movement artist and
choreographer based in Wales. Untitled States is the name given to the collaborative partnership
between Simon Whitedad and Barnaby Oliver, a sound artist most recently based in Australia.

2 KAUSKSIRQa a2f2 ¢2N] FYyR KAa O2fftl 02N dA2ya oAl
Ay@SaidAariasS NBfFGA2YyaKALA o0SG6SSYy az2dzyRSs Y2OSYS
inspired by and is attentive to lived and bodily experierarg] is predominantly made in relation to

a specific place or emerges from a particular landscapeoughout the chapter, | investigate the

different methods employed by Whitehead to docuntdris landscape performance works. | look at

the two primary platforms he has used to disseminate his documentation, focusing, in particular, on

a book of collected documentary materials entitfdéalking to Work(2006)and the Untitled States

website (seeUntitled States, n.d.) in which Whitehead archives a mixture of documentation from

past and more recent performances. Rather than focusing on a single performance work, the case
A0dRe RNl sa 2y | T86 a5f S80GSR LIS NFethydtraledisa Ay A
and materials. The performances are selected from a varied portfolio which envelopes the broad

9



range of forms the artist engages with. The chapter moves through three distinct sections: the first

on photographic documentation, second nK S I NIAadQa RN} gAy3a FyR a1s
recordings. Phenomenologicallyspired conceptions of landscape are used throughout the chapter

to contextualise the performance and documentation and to offer a critical framework. Within the
casestudy | employ the concept of haptic visuality to draw attention to the less obvious sensory
SELISNASYOSa AYyKSNByld Ay (GKS LK2G23INI LIKAO R2 Odzy
2 KAGSKSIFRQa RNIgAYy3IEA Fa | LISNF2NEIOYA&AEP2KBE ILYFE
O2yOSLIi 2F 6LeFINAYy3Id CAylfttes L AyidSaNIGS SEAa
sound recordings of his work render the landscape in a way that emphasises the aural world. By

developing this multidisciplinary, and mu#ensory, approach | intend to offer insight into the

complexities of the relationships between landscape, performance and documentation.

Chapter Four focuses on the work of Wrights & Sitesr artistresearchers committed to
producing experimental, stspecific work across a range of mediights & Sites create a series of
provocations which aim to help participants break out of cycles of behaviour in order to reconnect
with the landscape around them. The chapter focuses on #héitisguide to Anywkre (Wrights &
Sites, 2006): a small, plasbound book of images, designs and written tasksMisguide to
Anywhereis the culmination of years of research, exploration and creative practice. It brings
together documents and ideas from previous performa projects which they facilitated, directly
participated or collaborated in and provides a depository for ideas and suggestions for
performances/actions by new audiences and participants. In other wérddisguide to Anywhere
is both a document of pasperformances and/or a script for future enacted or imagined
performances. The group hope that participants who use Ntis-guide can practice experiencing
the landscapes they inhabit differently, from new perspectives, and perhaps gain fresh appreciation
for the aspects of our landscape that are hiding in plain sight or unexplored in the imagination.
Articulating the multidimensional nature of the practices, the company have consistently avoided

single narratives about what the work is, where it comes framd what it might mean. The study
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works through some of the ideas that underpin the concept ofguislance and undertakes three of

the tasks fromA Misguide to Anywheren order to analyse how it functions in practice. My
analyticaimethodological apprach in this case study adds to the interpretative analysis applied in
the previous case studies as | draw on more overtly personal and experiential methods to investigate
the work. As theMis-guidedocument contains a series of provocations for actionpexformances,

a valid way of analysing the work seemed to be by participating in the exercises. This approach was
different as | had to explicitly acknowledge myself as the researcher in the work, complicating my
relationship with the documentation | wasuslying. | personally engaged with a landscape, and this
allowed me to create my own documentation, it highlighted the subjectivity of documentation.
These approaches further complexified and enriched this study of the relationship between
performance, ladscape and documentation. However, | still draw on a range of theoretical
materials to inform the study. For the first task, for example, | underpin my practical engagement
with the task with a discussion of Bachleard and his concept of topophilia. Ig doinl open up a
pathway for understanding the imaginative component of the landscape experience. For the second
task, | follow the instructions and invite longstanding friend and neighbour, Bob, on a tour of the
town where we grew up together. Throughotite study, | position the stimulation of memory and
imaginationg via walking, looking, touching, photographig@s acts of landscaping and explore the

interrelationship between the document, performance and the conceptions of landscape it inspires.

My conclusion reflects on each of the case studies and considers the wider implications of
the work. It draws out the key findings from the study aspkculates on how my findings might
inform further research. The thesis contributes to existing knowledgs debate in a variety of
ways. It offers a contribution to ongoing debates on the practice of documentation; in particular, it
IAPSa AyaraKaa Ayd2 GKS gleéa Ay gKAOK R20dzySydil
and the ways that these diffent types of documentation engage those audiences. The thesis offers
insights into each of the case studies that provide significant contributions to how these works are

understood and accessed. In particular, it considers how and why contemporary apishs
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different documentation strategies, and how and to what effect documentation of performance
work is circulated and disseminated. Its investigation of the particular approaches taken by artists to
represent the fluid and tactile engagement with landpe which has the potential to inform other

fields of study or practices that are concerned with producing representations of landscape (such as
Geographical Information Systems (GIS) and cartography). The analyses of the case studies work
through a setof analytical methods that make useful reference points for future scholarship, and
indicate the potential of synthesizing approaches drawn from different disciplines and fields of

creative practice.
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CHAPTERQFRAMING THE THESIS
LANDSCAPE

This opening chapter outlines and discusses the concept of what | am calling landscape
performance: that is, performances which may constitute acts of landscaping, as differentiated from
or seen as a subdivision of s#pecific performance/land art. Sendly, the chapter considers what
the process of documenting this kind of work might reveal about the relationships between the work
itself, its documentation and landscape. This introductory section draws attention to the etymology
2F (KS ¢ 2 Nahd sHdws yoR Bs@articifadhistory has affected our understanding and use
of the term. It will explore how the use of the term resulted in two contrasting approaches to the
study of landscape: one which focuses on the analysis of the landscape asl pivswamenon and
the other which focuses on the experiences that particular landscapes afford to those who inhabit
GKSY® t SNF2NXIyOS a0K2ftIFN) aAlS tSINa2y adlasSay
place and performance, we may usefully mwrfrom other disciplinary optics. We may realign such
performance as an active agency within adjacent fields of endeavour: geography, architecture, urban
L FYYAY3IQ 6HnamnyY LIdnHO® t SINE2Y RNIga |GdfSydazy
WYy AYUSNIINBIOGAGS | yR NBLNBaSylldAaz2ytrf LINI OGAOSS
RAFTFSNBYUG 2NRSNRER 2This prdiedt SiNd to fsiibw bolv ccdrtRiry reldtishships) @
between ideas of landscape, performance and documentatght open up possible avenues of
interpretation instead of locking them into fixed positions. It will borrow from a variety of adjacent
disciplinary optics (as Pearson advocates) in order to explore relationships and connections between

the terms and as aesult, pose fresh questions on topics that have already received considerable

attention.

WHAT IS LANDSCAPE?

¢CKS ¢2NR Wil yRaOFKLISQ A& 02y iSadSR: Ada YSIyA
Beginning their introduction to thRoutledge Compamn to Landscape Studi€¥013) Peter Howard,
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LFEy ¢K2YLBAZ2Y FYR 9YYlF 21 0G4SNI2y RNIg lGdSyaazy 1z
will surprise no one that there has been a plethora of definitions of landscape and that there is no
commonly agred one' (2013: p.1)John Wylie opens his bodlandscap&2007) with the gambit

that landscape, in the varied and sometimes competing ways in which people have understood and
defined it, istensionWy 2 i 2y f & A& €I yRaOl LIS tanaBsOtheteBule dlsol Y R Ay
AAAYATFAOLYyG (Syaizya YR RAFFSNBYyOSa 06SisSSy GKE
3284 FdzNIKSNI 2 O2yiSyR GKFG AG Aa &adzOK (Syairzy
creative and productive for OF RSYA O&as I NliAaida YR oNAGSNBRQ OAOA
the wide range of scholarship and creative practice inherently bound to landscape either as a
stimulus, subject matter or material. This thesis focuses on the links between domemf

landscape in relation to selected performance works and their documentation. Given this, it is
necessary to consider where in the wide spectrum and in the minutia of conceptions of landscape

this work positions itself.

What a landscapés or what a landscapealoeshas been conceptualised and developed in
different ways by different theorists. Such is the interest in landscape studies that the last farenty
so years have witnessed the development of two significant paradigifting movements in the
study of landscape: the first involved an influx of insights from visual theory, critical theory and post
structural thought? and the second brought new phenomenologies of the body and performance to
the fore? These competing epistemological approachesone interpretive and the other
phenomenologicak I G 6 S&ad (2 GKS AYLRaaAroAtAade 2F ONBFGAY
conclusion Gillian Rose (2003) reaches in her ar@detested LandscapgsK Sy a4 KS adl GSa)
contestation of landscapean thus be examined in a number of ways, landscapes may be
representationally unstable, they may be practiced in different ways, and the same materiality may

SylroftS @OSNE RAFTFSNBYG NBfFdGA2ya G2 KdzYky &adzmeSO

2 Examples include: Barrell (1980), Bermingham §).98osgrove (1985), Cosgrove and Daniels (1988), Duncan
and Duncan (1988), Matless (1998), Muir (198W)|vey (1989), Pollock (1988), and Rose (1993).
3 Examples Include: Ingold (2000), Thrift (1996, 1997), Lorimer (2012), Thomas (2004), and Pehd3on (20
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put it another way, the direct experience of landscapes change dependent on who inhabits it and
understandings of landscape shift dependent on what purpose someone may have in their study of
it. Therefore, whether landscape is conceptualised as somethihggh is perceived through
experience or something that can be explored through a study of its representations, either
competing epistemological understandings must acknowledge the uncertain and flexible nature of

the concept of landscape.

The etymology eveals that the word ‘'landscape’ originates from Germanic languages. One
of the oldest references in the Dutch language dates from the early 13th century when 'lantscap'
referred to land region or environment. Marc Antrop, whose paper 'A Brief Histonamdscape
wSaSIFNOKU 6HnmMoUO RA&OdzaasSa GKS Ne2Ga 2F (GKS 62NF
0KS 62NR afl yRéZ YSI yAy3 kscepzeeR HNIBReciarSaNdNAnd 2 NBE =
ONBIFIGAZ2Y a Aa I apRl yRREdMaTikgd TFEY ¢ DSNMiI2y Yo 1 Sd
Alternative opinions on the etymology of the word suggest that the word originated from the
I YOASY(G DNBS|] OSND Gdal2LISAyé¢ gKAOK YSIyay oSK2ftl
p.3). It is genally accepted though, that 'landscape’ was first introduced into the English vernacular
through the international reputation of 17th Century Dutch painfimdnich offers an explanation as

to why the word continues to hold connotations of visuality andeslation.

The importance of landscape painting on the use and understanding of the term cannot be
understated, and Wylie states that the pictorial understanding of landscape has been particularly
influential in shaping the common usage of the word and agms unchallenged in many places
today. Dutch landscape painting, which has been attributed with introducing the word to Britain
through the popularity of the genre, followed a long tradition that began in Italy some centuries

earlier. Both landscape paing traditions used the same key principle, which has been vital in the

* A small selection dffluential landscapartistsof this traditioninclude: Esaias van de Velde (1§8830),
Hendrick Avercamp (158%634), Jan van Goyen (153%56), Salomon van Ruysdael (160&70), Pieter de
Molyn (159%1661)
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KA&ZG2NBE 2F GKS O02yOSLIiAzy 2F fFyRaoOlILSd ¢KAa LN
F2NJ ONBFGAYy3d GKS AffdzaAzy 27F &LIyeES NI yLBS NBALASIO GyAGESS
approach where converging lines meet at a single vanishing point on a canvas and all shapes are
portrayed as smaller with increasing distance from the eye. Organised around a vanishing point on

the horizon, the technique afforded sense of depth to compositions, depicting elements in a way

GKFG YANNRERBR WNBROIf LISNOSLGA2Yy® ¢ Kifensiondl £ A (&
space in paintings resulted in works of art that offered viewers an impression of land tlsat wa

Wi A FrSdsahpugiviewed through a window. While viewers did not actually believe that the

Lk AyiAy3a tt2sSR GKSY (2 a8S NBIE fATFST G(KSNB

z

NEALISOG T2NJ GKS LI AydSNRa ONI Fil

e &

This was, it has beeNegH dzZSRX (G KS WOFINRAYIlIf aA3ayAFAOlIyOS 2
FNI AG SylrofSRY AdG o6l a dzyRSNERG22R (2 0SS I+ NBFfA
(Wylie, 2007: p.58). IWvays of Seeinglohn Berger, an eminent art critic, notasit the convention
2F LISNRLISOGADSY WalNHOGIZNBR FFff AYF3Sa 2F NBFf A
2yte 0SS Ay 2yS LIXIFTOS Fd F GAYSQ OmMPpTHO® LYy 20K
viewpoints which were a construgbpular in medieval art and created instead an illusion of space
from a single, fixed viewpoint. The emphasis on the individual viewer, it is argued, contributed to a
O2yOSLIiA2Y 2F KdzYlyaQ LRAAGAZY Ay tatileinfueridd Rd | &
that perspectival techniques of picturing have more broadly upon both our sense of ourselves and
2dzNJ LISNOSLIGA2Y Ay (GKS 62NIRQ 62@8tAST HnntTyY Libp
landscape derive from the notion of the det&lR & LISOGI G 2N ¢KS &ddzReée 27F

dominated for much of its history by particular epistemologies which build on the idea that

landscape is something seen from a distance and from a fixedpoa.

The legacy of the term as something visirdluenced the formative stages of landscape

Q)¢
)¢

NEaSHNDK Ay | LINRT2dzyR sl &d | ONBIR WFASER
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geographers, with this distinctively positivist approach to landscape research predicated on the role

of observation. Schota (such as geographer Carol Seuer and historian W.G. Hoskins) would undergo

f SyadkKe LISNA2Ra AYYSNESR Ay GKS 7TAichddRwuuchgiiRs 2 8t A S
powercAd NRB2GSR Ay | LI NIAOdzZ I NI Y2 R$.52THpicell trg NI f =
mode of scholarship involved the recording and presenting of trends and features based on the

I OO0dzydzt A2y 2F AYRA&ALMzilIo6fS FIFOGdzrt SOARSYyOSY
landscape takes shape as an extern@alysONB G A OX 20aSNBIF 6fS 6K2fSQ O0AO0A
the conviction that geographical study is first of all knowledge gained by observation. The role of
landscape research, then, was to create representations of landscape through the docuoreofati

empirical facts gained from surveillance. Although this type of scholarship is integral to the history of
landscape studies and the work of academics like Seuer and Hoskins remains in the canon today,

their work is now commonly presented as somethinge critigued. A major challenge occurred in

the field when geographers shifted the emphasis towards landscape interpretation, with landscape

figured as a social construct with narratives and symbolic meanings.

This major development in the study ohtdscape evolved the visual approach into different
interpretive models. All these new models, although varying, approach the idea of landscape as a
way-of-seeing rather than ¢hing-seen. This was a notable shift in the understanding of landscape
becausetimoved away from the idea of landscape as scenery, the meanings of which could be
drawn out simply by describing its details. What emerged was the idea of landscape as a cultural
phenomenon the study of which could unlock certain social or political tsires that go
unchallenged. No longer were cultural geographers documenting physical features of the landscape,
now emphasis was placed analysing #teucturesof landscapes. This type of scholarship has been
advanced greatly by the work of geographergtsas Keneth Olwig and David Matless and ideas
which position the physical and cultural materiality of landscapes as the focus for interpretative

analysis (Wylie, p.98). As Matless points out:
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The question of what landscape 'is' or 'means' can always be
subsumed in the question of how it works; as a vehicle of social
and selfidentity, as a site for the claiming of a cultural
authority, as a generator of profit, as a space for different kinds
of living.

(Matless, 1998, p.12)

Epistemologiclly, this approach was still deeply connected to the historical pictorial idea of
landscape as the role of the observer remained. Even though this type of research advanced the
initial positivist study of landscape, knowledge was still produced by andetbéa a detached,
observing subject, a subject who, through and by the depth of perspective, is able to spectate from

an objective point of view.

Denis E. Cosgrove was one of the first theorists to develop this new interpretative approach.
His work soughto expose and analyse what Bermingham (1986) describes as the traditional
WARS2t23e 2F fIyRaAOFILISQd {KS FTFFANXYE GKFEAGY Wt
SO2y2YAOLtte& RSUSNYAYSR @I fdSa (2 ¢ Ber@iKghamKS LI A
MpycY Lldo0d ¢KNRBAAK +y Fylrfteaira 2F GKS ARS2ft 23
FAYSR G2 SadrofAiAakK FyR RAA&AOdzaa (GKS Wk dziK2NRAGEC
perspective affirmed. For Cosgrove:
A landscape is eultural image, a pictorial way of representing,
A0NHzZOGdzNRyY 3 2N a@dYoz2fAadaAy3d aAdz2NNRBdzyRAYy3Ia&
more palpable but no more real, no less imaginary, than a
flryRaOFLIS LIAYyGAY3 2N I LRSYX [yR 2F O¢2
landscape further transformsts meaning, depositing yet

another layer of cultural representation.
(1988: p.1)

¢tKAA adlyOS fIAR GKS FT2dzyRFGA2ya F2NJ GKS SYS)
p.71), which witnessed a variety of cultural geographers imgignterpretative techniques of literary
and cultural theory to study landscape asaxial constructThe task for this type of landscape study
centred on 'uncovering the hidden codes and meanings, and unquestioned assumptions, which
structure howthet& G 2F f I yYRAOFI LIS A& NBIRU O0A0ARO® [FyRaC

18



2dz602YS 2F LI NUAOdzf  NJ gradzrf LINRPOS&aasSa 2F RSaON
geographies developed methods of analyses that implicated landscape inaagetexts within

systems of cultural, political and economic power. In doing so, they defined landscape as a particular
aS0i 2F Odzf GdzNI f @Gl tdzSax FddAGdzRSa FyR YSIyAy3ay

structuring of the world.

As Pearsomrticulates, it is with great difficulty that landscapeas a concept, escapes the
WRdzN} 6t S yR LISNERdzZ aABS F2N¥dzZ GA2y & | LASOS
LINRALISOG FNRBY | aStSO0 LRAYyG 2 JFedtdhiS podt atiestaa mn Y LI
| 26 SOSNE RdNAYy3I (KS f1ad GSy &SFNE 2N a2z GKSNB |
study of landscape which has emerged out of new insights inspired by a phenomenological
perspective of the world. Phenomermglical understandings of landscape aim to distance the subject

from the visual interpretive legacy which has been so dominant in landscape scholarship and, in

GdzNY = KF @S Syl ot SR I ONARGALdS 2F (KS WShaMaidSy2t

u»
(s}

gle 2F a8S8SAy3ar YR (KS AYGSNIINBGFGASBS 2N O2yaiN

(Wylie, p.140).

The distinctive branch of phenomenology that has stimulated debate in the study of
landscape derives from the work of Martin Heideggad Maurice MerleatPonty and is commonly
1y26y & WSEAAGSYGAlIt LKSy2YSyz2fz238dQ Ly NBOSyi
utilised phenomenological insights in their work in order to address issues of nature, embodiment
and performance. The @poach taken by Merlea®onty and others marks a shift in the way we
defined ourselves in relation to the world around us. It marked a challenge to existing modes of
thinking in the Western world which leant towards visual and objective detachment tohigsiqal
world, that the world is a physical material onto which we project our subjective meanings.
Phenomenology attempts to blur this separation by focusing on the idea that humans are not only

active in the world but are also, importantly, of the wolldii &8 St F® CNBY (KS 0S3IAYyYyA
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very basis of my intention and awareness; it is not a puppet figure animated by directives and

NELINBASY(dldA2ya SYFLYyFrGAy3 FNBY | RAASYO0O2RASR 02y

In this shift, the conception of lalscape moves from a spectatorial epistemology to a
phenomenological epistemology. As MerleRanty put it, there is forever performed 'a certain
possession of the world by my body, a certain gearing of my body to the world' (Md?leaty,

1962: p.250). Wat this change in philosophical stance allows is the understanding of landscape as a
continual ongoing process from which a sense of self might emerge. It is the fact that | am part of

the physical landscape, that | belong to it, that enables my percegtat. In turn, it is my seeing of

the landscape which enables the sense of belongingness to emerge. What Wylie makes clear though,
Aad UKF{dY2WaBENRE8ISd y20 aAyYLite NBt20KGS GKS asSt¥

landscape. It goes beydna redescription of landscape as bodily lifeworld, and becomes notably

Q¢
w»
N

AKEFENILISNI Ay F20dza Ay &2 FEFENI L& AdG SELX AOAGCE @
The self therefore, is not simpiy the world butof it. MerleauPonty's initid phenomenology of self,
body and world is expressive of beiimgthe-world itself: landscape as a milieu of engagement and

involvement. Landscape is not simply a scene to view but a 'lifewpaldvorld to live in.

The conflict between these two previaidy approaches to the study of landscape, one
interpretive and the other phenomenological, is best exemplified in the question: is landscape the
world we are living in, or is it something that we are looking at, from afar? Or, as Wylie asks, is
f I vy R &tBe nwtial énbeddedness and interconnectivity of self, body, knowledge and-land
landscape as the world we live in, a constantly emergent perceptual and material milieu? Or is
landscape better conceived in artistic and painterly terms as a specificalutod historical genre, a
asSi 2F QGAradzt &AGNIGS3IASa YR RSOANDae appodich RA & G |
favours a spectatorial methodology, a strategy for observing and interpreting the landscape; the
other understands landscape as antinual process and favours a participatory methodology, a

reflection of being in and of the landscape. Currently, both approaches are prominent in the study of
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landscape, two different schools of thought advocated by different theotigtheoretically tle
approaches do not coalesce, so a question of choice arises to the potential scholar of landscape, a
guestion of choice that will inform not only the way landscape is perceived on a theoretical level, but
also what methods and over all epistemology araikable within that definition. As the primary
objective of this study is to define and explain how theatre or other kinds of live performance might
be conceptualised as acts of landscaping, before drawing attention to potential questions that arise
from quch a proposition, it is necessary to position my own definition in line with an understanding
and epistemology that is suited to theatre and performance itself. Once established, a second
guestion arises about what kinds of landscape are evoked, prodacednabled through an

engagement with landscape performance documentation.

To establish the concept of landscape performance, | first take direction from Mike Pearson
scholar whose workstheatre/Archaeology2001),In Comes |. Performance Memory and Lsmaghe
(2006), andSiteSpecific Performanc€010) are allg directly or indirectly¢ preoccupied with
guestions arising from the specific relationship created between performance and landscape.
Pearson focuses his attention mostly on the work of theorist®o favour phenomenological
I LILINR F OKSa (2 f1yRaOFLIS NBaASIFNDK® C2NJ t SIFNBR2YS
the land]. But they are cognitive devices not precise territorial zones, rigorously defined,
delineated and patrolled¢ and they vary (in importance) place to place, individual to individual. This
Aa af ALIISNE 3INBdzyR> LJ I OSa ¢AlGK2dzi FANY 02dzy Rl NJ
that landscape is manifested through performancéhat we understand landscape throligour

actions and encounters with it, and the ways in which acts upon us, and that this is-goingn

*The spectatoriaapproach still prevails in the work of geographers like James and Nancy Duncan (2003,

2004). Their work focuses upon the contemporary context of American suburbia and investigates the cultural
LREAGAOA 2F I yRaAOI LIS® 5 dayf fuclyof thejf WorkstiayladdsgaperNgded SNIF S |
understood as structured assembly of aestheties 6 2 & f p.§0E This approach relies on the

understanding of landscape as a visual phenomenon.

The spectatorial understanding also is still predominaritaritage and tourism sectors that reinforce this

understanding through the circulation of art and images for promotional purposes which | will explore later in

GKAa GKSaAa o0asSSsS W NIKdzNRa {SId FyR ¢2dz2NAAYQZ Lldynov o

21



process.

t SFNA2YQa ARSIA& INB AyTfdzSYOSR o6& GKS ¢g2N] 2
ideas put forward in his essays collected undex title The Perception of Environmeiith nn n 0 @ W¢ K ¢
Temporality of Landscape', in particular is a paper which has become a 'cardinal citation' (Wylie,
p.153) and has been used at the basis for much of the recent work on landscape and, in fact, been
widely alopted in other associated fields. Wylie states:

Place owes its character to the experiences it affords to those

who spend time thereg to the sights, sounds and indeed

smells that constitute its specific ambience. And these, in turn,

depend on the kindsof activities in which its inhabitants

Sy3al 3sSao L A& FNRY (KAA NBflGAZ2YI § o}
engagement with the world, in the business of dwelling, that

each place draws its unique significance.
(2000, p.192).

Ingold argues that visuallyentred approaches are paradoxical and work against the
AYKSNBY(G t23A0 2F fIlyRaoOlILSs: GKIG GKS @Arada t k2o
hand a set of disembodied cultural meaningssymbolic landscapeand on the other a bare, blank
bedrock - a physical landscape2 y 12 @ KA OK Odzf (GdzNF f YSIFIyAy3a Aa L
fundamental way this approach, Ingold argues, perpetuates a problematic duality: the separation
between what is cultural (in the realms of ideas) and what is mat(in the realm of physical
YFGGSND® Ly3d2fR dzaSTdAfe froSfa GKAA LINROfSY (K
phrase: 'worlds are made before they are lived in' (2000: p.179). Wylie states that the building
perspective leads unavoidabtowards 'a tendency to treat bodily praxis as a mere vehicle for the
outward expression of meanings emanating from a higher source in culture' (2007: p.169). Ingold
attempts to work against the idea, prevalent in Western epistemologies, that meaningjecied
onto the world by the mind and that the human body becomes the vehicle for that outward

expression of meaning. Ingold does not understand the body to be a marionette which is a mere

representation of our inner thoughts, beliefs and feelings; ar tAandscape to merely be a blank
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canvas onto which we project meanings, histories and relationships.

Ly3d2tR O2yiSyRa GKIFIG ¢S Ydzad FANRG adz2L) Oz
something which we separate from the immediacy of the physical wanigbold uses the term
WRgSEEAYIQ AYy |y |GGSYLWG G2 o6fdz2NJ G4KS RdzrftAGe o6
thought and expression that has dominated landscape scholarship. Influenced by and building on
Martin Heidegger's article 'Building dwglld G KAy 1Ay 3IU oOomdpdhcov > Ly3I2f RQa
on the agentin-itsSY BANRBY YSY (X 2NJ ¢6KI (i -n&y2NISF@ft aB¢gI DI RI
p.42), as opposed to the self2 Yy i AYSR AYRAGARdzZEf O2yFTNRYyGAYy3I |
denotes a 'being immersed from the start, like other creatures, in an active, practical and perceptual
engagement with constituents of the dwelty ¢ 2 NI RQ O0A0ARO® ¢ KNRdzZIK GKS
attempts to redefine thought and knowledge as acg8omhich are active and engaged in the world;
they occur as a result of the complex and unstable relationship people share with each other and
GKSAN SYGANRYYSydGaod 'a 28ftAS aGFGSas ULYLRNII Y
constructed as fixed, table, alreadygiven entities here. Both are rather seen as continually
RSOSt2LIAY3I YR StF0o2NIGAYy3I @GAF AYUGSNIOGA2YA OHT
knowledge and bodily substance are seen to undergo continuous generation in the tcohtax
ongoing engagement with the land and with the beinghuman and norhuman - that dwell
therein' (Ingold, 2000, p.133). Through a practical engagement with their-iiveshvironments
people, in their relational contexts, are continuously genematneaning. This is a process which is
immanent and ifflux, it evolves in relation to the person, the environment and the interconnected
relationships between them. The dwelling perspective involves a vision of nature and environment
as active forces andapticipants in the unfolding of life, as both agents of change and that which is

changed as simultaneously both the object and the subject of dwelling.

Although Ingold is an anthropologist, his ideas are taken up and encountered in the study of

landsca = LI NJi A Odzf | -NB BINKIKSWR 3 KA 2wy (KS2NBEQ 2NJ 6KI
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performative turn' which was conceptualised by Nigel Thrift (1996, 1997, 2000, 2008). According to

Thrift, the nonrepresentational project is concerned with describing Y R& OF LIS LN} OG A OSa
everyday practices that shape the conduct of human beings towards others and themselves in

LI NI AOdzE I NJ aAGSaQ ombpdpTyY LdMnHOP ¢KAA A& AyaLAD
perspectives described by Heidegger, ridau-Ponty and Ingold and is widely recognised as
significant development of the phenomenological perspective within the study of landscapes. Non
representational theory reinvestigates broad areas of enquiry such as: nature, identity, space, the

body thraugh a focus on performativity. Nenepresentational theory is not a singular thing, rather,

it is, as Hayden Lorimer notes, 'an umbrella term for diverse work that seeks better to cope with our
selfevidently morethan-human, morethan-textual, multisensubworlds' (2005, p.83). It is within
non-representational theory that we begin to see an adopting and sharing of terms across adjacent
disciplinary optics (as Pearson suggests) in subjects like geography, archaeology, anthropology,
ecology and performancestudies and where we begin to see useful convergences between

performance and landscape.

NOmNB LINS &Sy G GA 2y dhanNRBRBERENE Sy RINJARPY2HBE KS2NE Q3
alternative phrasing, attempts to generate new approaches without applying thaésins present in
the previous visualkgentred approaches to landscape study. The theory is, therefore, an umbrella
term for those seeking to investigate: representatiand practice, bodyand society, cultureand
nature, thoughtandl O A 2 y @ .adiedvirodraerd Arg’ Audially emergent in this sense and
I NB O2ylAydz2zdzateé oNRAdAKG Ayidiz2z SEA&GSYOS (G23SGKSH
special moment within landscape (see Pearson, 2006: ppl622 As John David Dewsbury, Paul
Harrison, Mitch Rose and John Wylie stateEinacting Geographies
NorNB LINB &Sy Gl GA2yFf GKS2NE Aa&X OKIF NI OGSNR
in the actuality of representation. It does not approach
representations as masks, gazes, reflections, veils, dreams,

ideologies, aganything, in short, that is a covering which is laid
over the ontic.
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(2002: p.438)

Representations are not perceived as illusionary or unreal; rather they are important in and
of themselves. They are not a code to be cracked, text todael;rinstead, representations are
understood as performative F & R2AYy3ad ¢Kdza> GKS LRAYyG Aa G2 W
YSIYyAYy3 G261 NRa GKS YFGSNRIET O2YLRaAdAzya | yR O3
mentality and approa€ T | Y2@S | gl & FTNRBY (GKS LISNAAAGSY(d AR
0KS &dddzReé 2F ALISOAFAO |OGa 2F WElFyRAOFILAYIQd h NI
performative process which is continually in the making, as opposed tg lstinctured or stabilised
by texts, images or other materials. It is evident that wiepresentational theory puts the lived
body, bodily practice and performance at the centre of its understanding of landscape. Embodiment
is both the fundamental topicai G dzZRe & ¢Sttt Fa GKS dzyl @2ARFo6f S Y

Ly GKAa o6l&x WHGGSyGA®S yrteara 2Fs | yRI [jdAGS

(s}

flryRAOFLIAY3I 6S02YS (K adzoadl yiAgsS 0A00A[N1665.2 NI O2 vy (

From a norrepresentational perspective, performance is inseparable from landscape; in
fact, our understanding of landscape emerges out of performance of and with landscape. Figures like
Hayden Lorimer have placed particular emphasis onZefgdh y 3 &aAGSa 2F WwWalLISOA
investigated the performance of discrete features in the landscape. His work takes overlooked
structures such as paths, stiles, dykes, sheep pens, cattle grids, bus shelters, bothies, and scarecrows
and investigates th kinds of performance that such features enable or prescribe. Lorimer explains
OKIFG WwWadzOK F2f 1 -irdpféed WduldJfodus an narratives, Kaley, Ina@mories and
material remains of the nesocRA & G y i LI a0 Q 6 [ 2 NRA Y SeNilmportamceraf 0 @ ¢ K A
performance as a focus for landscape study is further affirmed by Mike Pearson when he states that:
Landscape embodies human practices, and both habitual and
unique activities are understandable in the context of past and
future acts. Justas landscapes are constructed out of the

imbricated actions and experiences of people, so people are
constructed in and dispersed through their habituated
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(Pearson, 2006: p.12)

Aligning performance with the phenomenological ception of landscape is sensible
appropriate? Justifiable? Valid? not only because of the shared terminology and concerns with
experience, embodiment and relationships, but because performance is already theorised as an
integral component of nomepresenttional theories of landscape. The role of performance is clearly
defined within a norrepresentational understanding as the embodiment of certain actions

OKIF NI OGSNRAAGAO 2F GKIG tFyRaoOlFILSs a2 GKS 1jdzSada

N>

LISNF2NXYIFyOSQ LJXleéa Ay GKS SYO02RAYSYyd FyR NBLINBa

THE SPATIAL TURN

The work of Heidegger and Merle&onty contributed to what is known in critical circles as

GKS WaLl GArf Gdz2Ny Qe !''a { OKYAR Qigreat deal @ ftterkion> Wl dzS

P

EGSYRAY3 o08Se82yR 3823aNILKaQ 6{ OKYAR
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G Lt wunny
number of French theorists who took a particular interest in conceptualising beings and

environments, space and place.

A theorist wiose ideas are important in my refinement of conceptions of landscape in this
thesis is Michel De Certeau. De Certeau writes that “space is a practised place' (de Certeau 1984:
117) and the implications of this distinction prove meaningful in the contexthisf thesis. De

Certeau states that:

A place (lieu) is the order (of whatever kind) in accord with
which elements are distributed in relationships of coexistence.
It thus excludes the possibility of two things being in the same
location (place). The lawf the 'proper’ rules in the place: the
elements taken into consideration are beside one another,
each situated in its own ‘proper' and distinct locations, a
location it defines. A place is thus an instantaneous
configuration of positions. It implies andication of stability.

(ibid)
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In contrast to the fixity and stability of place:

Space is composed of intersections of mobile elements. It is
in a sense actuated by the ensemble of movements deployed
within it. Space occurs as the effect produced by the
operations that orient it, situate it, temporalise it, and make
it function in a polyvalent unity of conflictual programs or
contractual proximities.

(ibid)

The constituting factors that turn a place into a space are the complex ebb and flow o
action and interaction. Thus a street geometrically defined by urban planning is transformed into a
space by the people who walk in it. Reacting against an epistemic practice and convention that
assumes observation as the basis of all legitimate truaind, de Certeau calls for an approach that
accounts for the role of experience in the production of space. In doing so he articulates a notion of

space as the product of the interactions between a place and the practices of its users.

Another significantfigure in this respect is Henri Lefebvre. Hise Production of Space
received increasing critical attention as people sought new vocabularies and conceptions of space in
the wake of developments in urbanisation and globalisation. As Christian Schmid & &IA NY' = Wi K S
new spacetime configurations determining our world call for new concepts of space corresponding
G2 02y (SYL}RNI NE a2 OA Witing@ithé Rrid 6fhi2 gated and in tha wake of JOH T 0 ¢
GKS wmdcy t I NRa dzZLINdAspdce/raflacted ehat$Hé saMBsCaddistifctive ahiit to
WdzNb 'y NBE@2tdziAz2yQ RAALI I OAy3d WAYRdAZAGNRFIE NBO2f
F20dzaSR 2y GNRAYy3a (G2 F2NOS |y SLAAGSY2t 23201t &l

Ay &aLJ 0S¢ G2 GKIFG 2F GKS | Oddzrf GLINRPRdAzOGAZ2Y 27F 3

CKS olaira 2F KA&a (KS2NE xtoatihdtdidino @mdidriaDréalitkR 2 S& v
that is somehow independent from social reality but is rathexduced by and fundamentally tied to
social reality. In other words, space is not a blank canvas upon which we project meaning but is

instead something that is produced by the people who inhabit it:
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their corporeality and sensuousness, with their sensitivity and
imagination, their thinking and their ideologies; human beings
who enter into relationships with each other through their
activity and practice
(Schmid et al, 2008: p.29

The core of the theory of the production of space identifies three moments of production:
first, material production; second, the production of knowledge; and, third, the production of
meaning. By bringing these different modalities of space togethefiehbivre wants toexposeand
decoded LI} OSs G2 dzLJRI GS |y prodGcionWhisR this Hadda@rimpiications 2y 2
in terms of how a theorist might rerientate discussions of labour and power, for this thesis it is
more influential for the way that it opens up discussion about how we might conceptualise space.
His work necessitates an understanding of space that is not a fixed and stable object but rather
something that a person has agency in, space is made rather than apprehended:

Space is tde understood in an active sense as an intricate
web of relationships that is continuously produced and
reproduced. The object of the analysis is, consequently, the

active processes of production that take place in time.
(ibid, p.41).

ANim2 NI Fyd AyOAdGS GKIFG A& SEGNILREFGSR FNRBY |
of space is that the three aforementioned dimensions of the production of space have to be
understood as being fundamentally of equal value. Space is simultaneouskyiyeat, conceived,
and lived¢ no one of these constituents takes precedent nor is there a hierarchy, they are all
dependent and exist concurrently. Thus, space is unfinished as it is continuously produced, and it is
always bound up with time. Lefebvre mains that we must conceive reality fluid movementjn
its momentary existencand transient nature Now, space becomes reinterpreted not as a dead,
inert thing or object but as organic and alive: space has a pulse, and it palpitates, flows, aeg collid
GAGK 20KSNJ 4L OSad [STFSOoONBQa Fl @2dzNRAGS YSGF LK21

GSN¥Ya 2F WIANBIG Y20SYSyiutheseflf 30 ORBKE A RBA X YRY WE W



another; lesser movements, ote other hand, interpendtid 4 SQ o[ ST S 0o @48Hith,i NI y &
1991: p.87). This understanding of space as always in process has implications for the
documentation of landscape performance. Documentation is or can be associated witlg fiviity
preserving or capturing a momein time. This will be discussed in later in the thesis including a

RSGFAET SR AYGiNRRAOGARZY (2 GKAA ARSI Ay (GKS T2t 2¢

¢tKS LIKSy2YSy2f23A0If AyTfdzSyOS Aa Of SINI Ay
between the geometrical components which mark the space as material and those actions and
relationships which mark the space as experienced and meaningful. Whilst clearly separate, these
qualities both refer to one and the same space. In this regard LBfgb@a G KS2NE A a 3INRM
work of another phenomenologicalinspired French theorist whose work is also pertinent to this
GKSaArAay DFad2y .1 OKStFNRX YR aLISOAFAOFIffE . I OK
phenomenology is often reff\BR (2 & Wai2LRFIylFrfearaQ ¢KAOK A"
2y 02t 2320t &0l (chn sitnfle terisgmeRnkikelldvel of sPacer Riie@éetics of
Space an influential phenomenological analysis of lived space published in French 1n(d:9%

translated to English in 1964) proved to be extremely instructive for Lefebvre and to this thesis.

In The Poetics of Spad®achelard tells us tha? K2 dza S (Kl G0 Kl & 6SSy SE
inert box. Inhabited space transcends geometrical s@aceo m ¢ c dB¥chelaid mtteinpts to
SOARSYOS Iy wSaaSyoOSQ 2F RgSftftAya gKAOK KS &l ea
made available via the poetic image:

Transcending our memories of all the houses in which we have
found shelter, aboveand beyond all houses we have dreamed
we lived in, can we isolate an intimate, concrete essence that
would be a justification of the uncommon value of all of our

images of protected intimacy?
(ibid, p.8).

For Bachelard, the poetic ege of the house is the ideal vehicle to analyse the experience of

space as it offers qualities which are not merely explained by history or psychpbgpmplexity
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that best reflects our experience of dwelling. Tipeetic image emerges from a form ofréetting or

not-l y26Ay3a GKIG WAA y2G A3Yy2NryOS odzi || WA TFTTFAOAA
focus on the poetic image is evidence of the phenomenological scepticism of the epistemological
traditions of observation and the prevalence ofilpsophical discussions of space which were

entirely preoccupied with visual evidencBespite its perceptual sophistication, the eye cannot
ySOSaalNRfe T2 o6Se2yR | RSAONRLIIAZ2Y 2F adaNFI OS |
sametime. SAy3d R2Sa y2i aSS AGasStTo tCBMKghsJanalysis f A & (-
2y GKS fAGSNINER LRSGAO AYF3AS KS adlrisSay w2s |
3S2YSONROIf T 2MeVayDoutdhe damgidkity lofdihe Ttaséstplaining that it is not

enough from an analytical perspective to present a generalised description of architectural features

or objects in space?A i Aa y2i4 | ljdzSadiAz2zy 2F RSaONAROAYy3d K2

o}
features and analysing forwliic NBI a2y a (GKSe& FINB O2YT2NIilofSQ 06A0

The space that has been seized upon by the imagination
cannot remain indifferent space subject to the measures and
estimate of the surveyor. It has been lived in, not in its
positivity, but withall the partiality of the imagination.

(1969: xxxii)

To clarify his ideas further it is important to note tHaachelard marks off Cartesian space
from ontological spaceor, to put it another way, he makes a distinction between geometric
arrangement and its dynamic inhabitants. Of course, seeing space from geometric perspective is
important to our daily lives. We need to understand the shape and area of a room before we can lay
a carpet, we need measurements or floorplans in order to orgathisgs like furniture, appliances
YR 2GKSNJ 202S0da Ay 2NRSN) 42 WFAft GKS aL) O0SQ
from this is the phenomenological perspective which is more concerned with how people inhabit

and dwell in ontologicalpzace.

¢2 AffdzAGNIGS . OKStINRQa @ASg 2F 2y 02t 23A0!I
would beat-homein the dwelling spacenly when there is a close proximity between my being and
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the being of the audience with whom | am sharing the gpa€ performing, such as a theatre.
Proximity in this sense does not denote measurable distance (between performer and audience, for
example) as this is not what is at stake in this conception. As a performer | may be situated close to
an audience member ith whom | am performing te in Cartesian space and, yet, | may be at a
significant ontological distancefrom that audience member in terms of our experience and
aSyaroAtAitASa a2 YdzOK a2 GKIFIG ¢S FNB LINBIGSYyidSR
O2yySOitA2Y 0SGsSSYy dzad ¢KS WwWaLl O0SQ 4KAOK L &K NI
Cartesian space, represents for Bachelard:

the intangible, but nevertheless indisputableyntological

distance that highlights our original mode of Behimgthe-

world, which we experience when dwelling within various

situations of our concerned and solicitous involvement with

the world and2 i K S NA Q
(Magrini, 2017: p.763, italics in original).

Immersed in the complexity of this concdp2 y > WLI I OSQ A& y20i NBRdzOA «
merely the arrangement of objects within the physical architecture. Rather, a place of onotological
dwelling is always representative of a network of interconnected meanings that we share with
others.al ANRAYA adGlkiSa GKFG AG A& dzaSTdAd (2 theKAy]l 27
g2NI R 27F 2dzNJ YSI y(big: 3tdlidgf in orighdp {I XKYSIYVFiINRD & LIKSy2Y
encourages the exploration of these networks througterpretive, imajinative, and poetic activity.

{25 6KSYy . I OKStINR LRSGiIAaASE (KS waLl O0SQ 2F (KS
dza s Ay WLRSGAO0Q AYFISNES Al Ydad 0S8 dzyRSNAG22ZR

practices of the imaginative drcreative subject.

It is clear to see the connections between certain idead.@&fbvre Bachelard and de
Certeau and their phenomenologicallyspired conceptions of landscape. All are embroiled in the
ontological dynamism experienced in our dwellingey promote conceptions of landscape as a

process and manifested through physical and imaginative performance. A phenomenolegically
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inspired conception of landscape that draws on, among others, Lefebvre, Bachelard and de Certeau,
appears to provide an apppriate and productive framework for my thesis and its investigation of

the documentation of landscape performance.

PERFORMANCE AS AN ACT OF LANDSCAPING

In relation to this theoretical framework, what constitutes landscape performance works are
those whit implicate the audience in the conceptions of landscape as performed or performing.
The range of what might come under these umbrella terms may be quite broad. A number of works
of Land Art, for example, could be interpreted through this lens. Land Art isstablished artistic
movement which began in North America during the late 1960s and involves the manipulation of
physical materials and environments as a means of creative expression. Whilst it may not be
considered performance within traditional the&al conventions the various performative

interactions of its audiences could constitute acts of landscaping.

aAlS tSFENBR2Y O6HAMnO RNI éa& I G Gperyhéngrstruciirds [ | Yy R

ax
Q

that invite performance or participation. Among otheEé Y LJ Sa2 KS RAaOwWzaa$s
Scala(2006), which is situated in front of the Aberystwyth Arts Centre in Wales. The large concrete
a0 NHzOGdzNE NBaSyvyofSa | IALyd adl ANDIFASY w2yS Ofy
above the world] want people to feel as though they are suspended in a year, leaving the world, as
Y2ydzYSyidlrt Fa GKS FNOKAGSOGANE |yR 1 yRaOlILIS ||
asserts that works likea Scald & ¢St t | & 20 KSNJ LING iStiuatiGeSDafurtReF [ I YR

LISNF2NXYI GA D FOGAGAGASAT 2FGSy GKSYaStoSa Ay oaida

w2 0 SNI { SpikaliJ&tE(1®F0XIsianother piece which demonstrates the ways in which
Land Art might facilitate the embodiment of landge whilst working within the phenomenological
FNIYYSd 28fAS area 2F AGX wez2dz Oy 221 Fd Adz ¢

dzL) 6 AGK @2dz2NASE T FyR (K AdZNNRB dzy RAy3a Ay | ydzYo!
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manages to create a piece which illustrates how Land Art may facilitate embodiments of landscape:

WXGKS SYLKFaAa 2F { LANIC wWSiaide Aa dzlRy
corporal experience of landscape. Instead of being a static
scene to survey with a cool, measureddadiscerning gaze,
landscape here is mobile and medgnsory; it surrounds us as
6Stf & ONARYy3I Ay FTNRYy(G 2F dzaQ
(Wylie, 2007: p.143)

A dynamic relationship is forged in the practice and performance of many Land Art works
that enables a relatich KA LJ g KSNBAY fFyRaOlFILIS Aay waSyaSR
SLIKSYSNIf F2NOS Ay AGa&d 26y NARIKGQ 628tAST wnnrty
broad spectrum of work that may come under the banner of theatrical or performadists of

landscaping.

The temporality of some Land Art and the ways in which land art is documented raises
important points about the relationship between landscape, performance and documentation. An
SEIFYLX S A& Avlin® Kadelby WalkingyBet@ia the artist made an imprint on a grassy
field by walking over the same space repeatedly, documenting the action of his performance on the
surface of the land. The work is encountered by the audience through observing a documentary
photograph which showthe line made, not by their experiencing the act of walking with or the land
2y G6KAOK Al (221 LIXIFIOS® ¢KAAa NIAasSa AyiuSNBadAy3
oft-reproduced photograph oA Line Made by Walkingvhere is the performace? Out there or
here in the gallery? And where is the audience? Was anyone present at the time, the photograph
being an incidental record of the event? Or were we [the audience in the gallery] always the
intended audience? (Pearson, 2010: p.34). It&IcNE G KSy > GKF G GKS WI dzRA Sy
kind of work can be constituted in different ways, not just through live performance, but through an
engagement and interaction with materials presented by the artist (documentation). This complex

relationship recurs in each of the following case studies.

In my understanding, landscape performances, then, should not be those that convey an
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idea of the landscape which is projected onto it throughout the performance for the audience to
interoperate. Ratherlandscape performances are those that provide the space for and facilitate an

I dZRASY O0SQa LI NGAOALNI GA2Yy Ay GKS LINRPOS&aa 2F YI 1A
Rather than spectators to a projection or representation of landscape, the aud@&rdavolved as

participants in the performative process of experiencing and shaping the landscape. Performance as

a creative enterprise is positioned as a valid landscaping practice, just as: walking, cycling, gardening
(among other actions) are. A pieoélandscape performance can therefore be defined as that which

enables or demands the embodied involvement of its participants in the landscape.

This field of performance practice and research is already complicated by a plethora of
definitions (aside sm my own) that attempt to explain the diverse ways that performance engages
GAGK LI I OSd SitéSpeSific tP&fbriddn@&30IDi gives a detailed account of many
RATFSNBYy (G GeLlSa 2F 62N] | aaz2Oal (Speciigperdoinantek S G S NI
OSYUuNBa XK SNENDKREDY f AYISNNBEFGA2yaKAL 0SGgSSy
p.91) and stresses that this kind of work is marked by a dramaturgy in which place is no longer a
backdrop but a performative element initsélf ! f § K2 dzZAKZ-aWERS FAQSANKBKAATS 6
diluted, and used indiscriminately by critics and some practitioners to represent any theatre outside
2F GKS GNIRAGAZ2YIE O0dAfRAYIQ ow2gftltyRATI HAMTY LX
attempt to account for a more nuanced understanding of the ways that place has been integrated as
a component part of performance. Wrights & Sites member Stephen Hodge presented an illustrative
diagram that helpfully laid out a range of associated termigglduring a presentation given by the
company at the Performance of Place conference which was held at the University of Birmingham in
May 2001 (and cited in Wilkie, 2002). The diagram distinguishes between different theatre practices

based on their relatinship to place:

34



In theatre building Outside theatre  Site-sympathetic Site-generic Site-specific

e.g. Shakespeare existing performance performance

in the park performance text  generated for a specifically
physicalized ina  series of like sites generated from/for
selected site (e.g. car parks, one selected site

swimming pools)

layers of the site are revealed

through reference to:

« historical documentation

« site usage (past and present)

« found text, objects, actions,
sounds, etc

« anecdotal guidance

« personal association

* half-truths and lies

« site morphology (physical and
vocal explorations of site)

2 KAfAG GKAA RAFANIY 2FFSNB | dzaS¥dzZ NBFSNByO
aSSY 2 FNRaAaS T2NJ LISNF2NXI yOSa (KBHBOGYy9YRESY¥ HFgRTH
ALISOATAOE LRAYy(Ga 2y W&® ackOwWddgeOa boader ndiffisulty LMdithm p n 0
definitions in general. That is, where there are boundaries there are always exceptions that disrupt
ridged categorisation. Whilst helpful in differentiating between particular aspects of the work, they

necessaly do so at the expense of others which fall outside such boundaries.

The question of why | choose to risk complicating things further by introducing the concept
of landscape performance into the equation is, then, legitimate. My definition stems froffeaedit
kind of relationship not encompassed by the existing categories. Each of my case studies might be
LI I OSR gAGKAY RAFTFSNByld OFGSI2NASE 2y |1 2RISA &L
Speed of Lightould be understood as sHgeneric wihin Hodges paradigm as the work was
GNF YAFSNNBR FNBY AGa 2NRIAAYLFE t20F0A2y 2F | NIKd
other locations, including: Yokohama, Manchester and the Ruhr. Simon Whiteheads work, however,
fits best within the sitsLJISOA FAO Y2RSt a AG A& WISYSNIGSR FTNR
p.150).Wrights & Site®wn Mis-guidesare difficult to fit within any of the existing categories in the
spectrum as exactly where and how the exercises are carried out entieplgnds on the person

carrying out the exercises. There may be diverse types of interaction between site and performance.

35



Landscape is a term which offers an alternative way of categorising this kind of creative
work. Landscape can be conceptualised asragoing process and, as such, it is not only manifested
through visual engagement but also through a tactile immersion in the physical environment. By
emphasising the different types of interaction that happen between human andhooman actors,
the landsape concept can help inform performance work that provides opportunities for audiences
G2 AYGSNIOld ¢KAA A& o6K& L AYGNRBRAzOS Wil yRaol LIS
encourage different phenomenological engagements with environmentsy lepresentation and
their materiality. Landscape performance is more focused on the way a performance implicates the
audience in the action of the place in which it set. Some descriptions dbased practice focus on
the extent to which the performace draws attention to particular features of the place in which it is
performed./ f ATF¥ aO[ dzOl a2 F2NJ SEIFYLX S RSaONAROSR K2g |
be used as theatrical foundation. In an interview with Nick Kaye (1996), alongosatieator Mike
t SFNA2YS KS RSAONROSR K2¢ G(KS 92N)] 2F . NAGK D2F

particular and unavoidable history

particular use (a cinema, a slaughterhouse)

particular formality (shape, proportion, height, disposition of
archtectural elements, etc.)

particular political, cultural and social context
(Kaye, 1996: 213)

| 2R3ASQa RAFANIY 2FFSNE | @GAaddzZ f NBLINBaSydal da
from superficial engagement across many sites to a profound engaglemvith one site in
particular; it moves from Shakespeare in the park to work which references the offerings highlighted
by McLucas. The term landscape performancenentates focus towards the kinds of physical
engagement a performance can encouragemaudience. Landscape performance is not a ridged
category ¢ a piece understood to be landscape performance is not denied the possibility of
belonging in some other spectrum or category, only that it contains within it a particular quality that
| am intgested in investigating. So, whilst the work may or may not be produced from/for one

particular site, to qualify as landscape performance it must involve participants in actions that are
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particular to the location. The work must involve a particular gualitengagement where the visual
and the tactile come in to play, where the audience are immersed in the physical environment
through the carrying out of tasks. The difference is between watching characters who are fishing at

the side of the stream to havg a rod in hand standing in the shallows.

In order to explain the relationship between my definitions of landscape
theatre/performance and sitespecific performance further, | will provide a hypothetical example,
taking a site connected to a sense of ehsng: Insh Marshes, Speyside, a popular destination for
bird-watching in Scotland. A site like this is open to many different types of performance. Here, | will
lay out two possible examples, one that | would term as-sjtecific and the other as landgme

performance.

Two separate theatre companies decide to create agitecific performance about the Insh
Marshes. The first company creates a work that involves exploring and enacting the particular
history, function or architecture of that site. Theidience observe as the performers enact and
discuss various bird watching characters that go about their business in different ways. The audience
encounter a performance that touches on the meanings and relationships that emerge from the site,
but they doso through a theatre company, by watching a representation. This performance may
well be considered sitgpecific theatre as it is performed at a selected location and the content of
the performance is specifically about that location. However, this woduldv not constitute
landscape performance. The second company visit the same site and are also interested in enacting
and exploring the particular history, functions and architectures of that site. This company, though,
involve their audience in their work hey guide them and invite them to bivcatch alongside them;
they implicate the audience in the landscape. Here the audience encounter the landscape by doing

it, by embodying the action of that particular locale. The performances require the audiemyzs to

involved intheord 2 Ay 3 LISNF2NXI yOS 2F (KS t+FyRadlLS®d ¢ KA:

and be initiated in many different ways.
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The distinction then becomes clear, s@pecific performances need only to engage with
0 KSANJ OK 2 dnBefentthidt@dy, subjeztyhati@r or function to be specific to it, but in order to
be considered landscape performance they need to involve their audience, they need to allow a
space for participation in the landscape as angoing process which they hetp establish and
contribute to. Landscape performances must be fundamentally-spgxific as the specific
interactions of people and chosen location are their subject matter, material and action. Where site
specific performances may be open to interptita through the lens of landscape performance,
the distinction comes from the requirement that landscape theatre and performance facilitates a
process in which the intention is for the audience to take part in the action angborg making of

landscape.

Landscape performance then, within a phenomenological frame, is considered to be an
WSYO2RASR Odzf GdzNF £ LINF OGAOSQ 2F I yRaoOlI LIS ¢2
not to observe an object from a fixed point of view but to experiencd participate in the journey
of its construction. Mike Pearson highlights that to study landscape from a phenomenological
I LILINB I OK Ay@2f @Sa WHGGSyuAaAgsS Frylfteara 2F3 | yR
FOGa 27F I yRa)OHeldso/sth@s thiats the practidesdop land may be instructive for
further performative activities, often themselves innovating participation.' (ibid: p.26). Artistic
fIryRaOFLIS LISNF2NXIFYyOS g2NJa YIeé |R2LI 2kt ASQa
accompany others on a walk, experience, enable others to experience affects, or to relate
experiences after having walked. The approaches might be purposeful, discursive, conceptual, pre
considered, and choreographed. Landscape performance is aboutadildgation of a process, an

enabling of participation in and embodiment of the landscape.

As | have reiterated throughout this chapter, landscape is not something which is fixed or
stable. Therefore, as the nerepresentational cultural geographers Meacited have affirmed, these

performances explore particular relationships which are unstable and in flux. Landscape
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performance can only account fan and notthe embodiment of the landscape. In other words,
landscape performances should not be considieas works that attempt to appropriate a landscape

by suggesting a number of fixed meanings, they should never determine or portray to an audience
that they claim to know the meaning of a particular location; they should instead acknowledge that
the work is an encounter and experience of the landscape that aims to open up and invite

participation in the mutual construction of that landscape at that particular moment.

As this review demonstrates, the study of landscape has a long and complex history which
encompasses multiple competing epistemologies. | argue that phenomenological and non
representational conceptions of landscagein the way that they articulate the importance of
performance in the creation of landscapeare useful in the analysis of caimh performance works.

These ideas form the basis of a type of work | am calling landscape performance, specific examples
of which are investigated in the following chapters. Whilst this chapter has articulated that
performance is aligned to the phenomengical conceptions of landscape, it is also clear that such a
conception also reveals the difficulties of documenting this kind of performance. In the following
chapters, this thesis explores how different kinds of documentary materials seem to articulate
different epistemological approaches to landscape and some documents demonstrate the potential
to encompass, oscillate between, or transcend approaches. The study shows how existing debates
about the conception of landscape can help to inform understargliofylandscape performance

documentation.

As the thesis progresses, it moves from a#iggt documents (that is, documents produced
by the artists) to more participatory forms of documentation (documentation which 4groduced
or fully realised by thedzRA Sy OS0 @ Ly / KFLIWGSN)I ¢g2> L RA&Odzaa
alternative landscape to the one experienced by the participants ofSibeed of Lighperformance
it refers to. It demonstrates how he constructs a landscape that is deeply mctgeby a personal

narrative significantly influenced by masculine stereotypes. In the third chapter | explore how Simon
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2 KAGSKSERQa LISNF2NXIyOSa +yR R20dzYSyidldAzy 6 LK:
support a more unfixed/fluid understanding of@ndscape. It also explores the potential of

2 KAGUSKSIRQa FdzRA2 NBO2NRAy3Ia G2 aAradylft Y2NB A Y
performance and investigates the implications this has for understanding how landscape is
represented in both the performamecand documentation. In the fourth chapter | discuss how

2 NA 3 K G & Mis-guiflesiiviB (articipants to draw attention to cultural values, attitudes and

meanings from the detritus found on a walk, using such materials to describe the landscape through
nostalgic anecdotes. In this final case study, the work highlights the ways thatligiguides

encourage participants to generate their own landscape performance experiences as well as their

own Mis-guidedocuments. This work shows how the conceptioraoidlscape can operate as a guide

for generating different kinds of documentation which is much more focused on tacticle

engagement with the land than with analysing its features in photographic form.

Conversely, the thesis also draws out a number of exampf documents which seem to
challenge these representational presentations of landscape. In Chapter Two, | explore the limits of
LIK2G23INI LIK& (G2 | O002dzyti F2NJ 6KS SELISNASYOS 27 Of .
2T bSpeeddflight KS GKANR OKFLIISNI KAIKE ATKGA {AY2Yy 2K.
how they allow participants to encounter aspects of the landscape experience through sound
recordings of the artist as he interacts with his chosen environments. In the fourth chapter
undertake a selection of exercises fraffrights & Siteg\ Misguide to Anywheré2006) and in doing
so | explore how instructions can lead toeeactments of past events that draw attention to the
ways that previous performances inform and shape ouuriel experience of landscape. As my
working methods move towards more participatory forms the study questions the effect/affect of
my own enactment of the documentation. The work shifts to a more somatic experience which is
distinct from looking at or reding the other forms of documentation which are the primary focus of

the earlier case studies. My work on Wrights & Sites embraces the autobiographical and the
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subjective nature of documentation and brings my own experiences and narratives into

conversatia.

Overall, my analysis of these documentations emphasise how certain cultural values,
attitudes and meanings are being communicated and, in some cases, utilised for promotional
purposes. It articulates in detail the working methods and processes of dapdsperformance
makers, drawing attention to particular approaches which stimulate debate about the role and
function of documentation. As the thesis progresses, | move from documentary strategies which
aSSy G2 NBfe 2y f I yRaoOwardSdotudments whighs dffé oppoftuni@ieS ®A y 3 Q
develop a different kind of landscape engagement through performance. The discourse on the
competing epistemologies of landscape studies informs the research throughout the whole thesis,
providing useful referece points for distinct theoretical explorations. This thesis contributes to the
aforementioned body of literature by exploring new methodological approaches generated through
the synthesis of theoretical frameworks and practices from different discipbo#sin and out with
theatre and performance. By drawing together a range of ideas and practices that are at the heart of
landscape research, | am able to highlight the particular methods used by landscape performance
makers to account for the complex atlonships their work stimulates in their performance

documentation.
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DOCUMENTATION

Theatre, by its very nature, is an art of the present
moment.
(McAuley, 1994: p.184)

Absent flesidoesghost bones.
(Schneider, 201:1p.102)

It would be difficult to base any research project which analyses performance
documentation without first positioning this study in relation to the diverse and detailed tensions
that arise from the complicated relationship that documentation @zarwith notions like
ephemeralityand other closely related (almost synonymous) terminology tiikesience, liveness
and disappearanceThis is primarily because any discussion about what documentation iméght
what it mightdo, and how it might bausedare inherently accompanied by what Matthew Reason
OFffa W& YANNBNAY3IS O2YLIEAYSYGrFrNEB YR O2yiGNIRAO
FYR UNIYyaaASyoOSQ é6unncY Ldumu® adzOK 2F GKSaS RSo
studies, sumrarised and articulated particularly well already by both Reason (2006) and Schneider
(2011). However, as with most lively fields of academia, a certain amount of debate still operates
around these topics and this chapter sets out to draw attention to samthese differences. The
result is that the field continues to stimulate interesting developments as new technologies (see
Deacofi), documentary strategies (see S3nand artistic responses (see Camphetiffer new

pathways to deviate from predominant @stablished positions. My own work contributes to these

debates through an hidepth examination of how and why contemporary artists apply different

*w2oAy 58102y Qa $ dicbniempdidry leffordlingiévicas, Suth asBnia phones, in the
AYONBLFaAYy 3 NUzLIidzZNBE 2F GKS OflFaaNR2yY FyR NI aokKz2z2ft ai
"c2ye {IydiQa SRAGZ2ZNRALFE WLYGSNRAAOALN AY Il NE gendrdtitm? | OK S a
2F LISNF2NXIFYyOS LINIOGAGAZ2YSNEQ K2 NBE WoSO2YAy3a AYyONE
ONBI GAy3a LINBaAaSNBAY3I YR I NOKAGAY3I R20dzySyda 27F LISNF2N
81 8S /I YLIBSEE | NIAOEfS NB LI NIpractihasedreshdich Ddjebts Wit teNTi & 2 Y
canon of Performance Art that use ntraditional forms of performance documentation to propose that

bringing together visual art and performandeS f 1 SR RA & 02 dzNES&a A& KSponardzZ Ay |
p.35).
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documentation strategies. Focusing on the documentary strategies of landscape performance
makers in partialar, it makes apparent the problems, challenges and contradictions associated with
creating documentary materials. A variety of theories associated with the study of landscape help to
inform my analysis of particular examples of performance documentatidfering distinctive
insights on how and to what effect documentation of performance work is circulated and

disseminated.

This section has a number of specific areas to cover. It will discuss in what circumstances and
in what ways performance documeritah 2y OF'y 06S O2ydARSNBR Wi ABS:IQ
acceptance of the idea that performance is of the moment, constituted by its disappearance; that
WLISNF2NXIFyOS 2NAIAYFEE& RAAFLIISENI & FlF adera GKS

GKIG AYLXAOFGA2ya GKSNB NB F2N LISNF2NXI yOS 6K

(O

ARS20G1 LIS NBO2NRAY3I OFy 1SSLI GKSYQ O6A0AROD® L I f
R20dzySy i NXI f f &savialile aif @hetheathe@8nieter§ 6f Socutaghtation might be

better shifted towards more creative and experimental means. Finally, and importantly, | want to
explore documentation within a frame of landscape and explore the possibilities available in
attempts to document the landand also explain ways that landscape may be considered a

document.

CANRGfES & aO!dAf SeQa FLK2NARAY AYRAOIF&ESaz fA
form is this idea personified better than in theatre and live performance. Notable pramitolike
Stanislavski made attempts to define what performance is as a phenomenon as early as 1924 (when

My LifeinArig & FANRG LlJdzof A&aKSR Ay 9y3aftAaKOoX KS aidlds
only for a moment, and no matter how beautifli Yl & 6S AG OFyy2i 6S 02YY!
(Stanislavski, 1987However, it was with the emergence of Performance Studies as a distinct field

(differentiated from the literary study of dramatic texts) that conversations about ¢leential
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properties of performancebecame a prevailing area of research. A focus on what it meanslieebe
KFa LINS20O0OdzLIASR GKSFGNB FyR LISNF2NXI YOS aiyos i
9 LIKSYSNI f A eddforrhayice Reénbil@012)2Rebecca Schider highlights the words of
LINE YAYSYyid RIFEYyOSNI all NOALF . o {A83StyYy WRIFIyOS SEA&

z z

GKFG AG RAAFLIISINE Ay GKS GSNEB | OG 2F YFOGSNALFTEASZ

It is unsurprising that ephemerality has been established asnéiate¢o live performance
given the wealth of contributions from notable figures within the theatre, practitioners as well as
academics that have supported this position over the last fifty years. Indeed, in 1974 Richard
{ OKSOKY SNJ ¢ NP GSHYIKE @GS yUliks! GBI AAay IWSRHZNI K SNJ G K| G
SLIKSYSNIftAdGE YR AYYSRAIFIO&Q omprnY Ldmmyod | RR
2yi2ft23A0lfftéer WGKS GKSIFIGNBQa ylI iddz2NBE A&a SLKSYSN.
theatre and performance has been played out time and again by both performance scholars like
.SNYFNR . SOUSNXYIY ¢6K2 adlidSa WIKSFGINB Aa y20KAY
novel can be put away, taken up, reread. Not theatre. It keepsLdLIA Yy I 06S0G6SSy 2y SQ
(Bernard Beckerman, 1979: 129). This is baeke@nd perpetuated further by practitioners like
t SGSNI . NB21 6K2 SgNARGSaEa GKFG I LISNF2NXIFYyOS WwWia I

inthat place YR A (iAYy S 2¢SK2dzi | GNJF OSQ 6aStil SNE mdbdppY

The convention that unifies all of the above propositions is that performance cannot be
repeated and only exists in the moment. In other words, it only happertie now It has been
claimed that this is a ugue quality of live performance, a quality that distinguishes it from other art
forms. Many have argued that live performance has no corporeal existence beyond the event itself,

Fad ¢K2NYyid2y 2AftRSNJ KAIKfAIKGAEA 4 KSrgdefvés framithed Sa (K

N

TIOG GKEG AG A& Ffslea ayz26é 2y GKS adlr3sa or

performance is seen as ephemeral, that it evades permanence, that many have drawn its cultural

¢KA& A& I GSNY 02NNRoSR TNRBY 160620033 wWalgfifngthey R w23aa
t SNF2NYAY3I ! NI& ! NOKA@GSQ
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significance. And yet, the supremacy of thation of the ephemeral and its consistent repetition
GAGKAY LISNF2NXIYyOS aGdzRASAE aKz2dZ R y24 32 dzy OKL f f
are we to understand ephemerality and what does it mean in relation to theatrical performance?
Debates around liveness and disappearanceoffer useful access points to thinking about
ephemerality and go some way to explaining what the concept actually means in relation to the live

performance event.
LIVENESS AND DISAPPEARANCE

¢tKS g2NRa WY RNROSOABI iR SR I@SYRS3830ONA 6S K26 LISNF
Gy26¢ dzy RSNEG22R & aAy3dzZ I NE AYYSRhelubrBs@asl yR @I
Schneider calls them) of live and liveness have been afforded great attention in performance studies.
The belief that anything is inherently possibtethe momentin the risk that comes with immediacy
and spontaneity, also contributes greatly to the idea of performance as an ephemeral art form. It is
true, that for all the planning and rehearsal that@mpany may put into a particular production that
GKSNE Aa lfglrea GKS LRaairAoAtAte 2F AYyUuSNBSyluAzy
inherent risk which is reserved for live performance. Other conditions can be controlled. Space can
be arranged, expectations mediated to a point, but the fact remains tinathe momentof
performance, anything can happen. In tReutledge Companion to Theatre and Performapasl

Allain and Jen Harvey outline these key ideas:

Liveness describes a quality live performanceg the sense

that it is happening here now. It is an important idea because it
apparently distinguishes live performance from recorded
performance based media such as film and television,
indicating that live performance has some insiic qualitative

and even political difference from other forms of performance.
X8 tSNF2NXYIyOSa tAgSySaa Aa SEOAGAY3T o
sense ofpresence,and because risk is unavoidable where
accident cannot be edited out (as it can in recorded mpedia
Performances liveness is social because it produces meaning in
a dynamic process rather in the fixed and passive form that
recorded media seem to present.
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(2006: p.168169)
h¥ O2dz2NBS> GKS2NARSa 27F GKS Vit domdictions ikl W A @ &
critiques, as the above quote makes clear, many draw a distinction between live performance and
other mediatised forms as binary opposité€sThis position has found forceful resistance from Philip
Auslander (1999) ihiveness: Perforrmee In a Mediatised Cultur@uslander challenges the binary
2R aAGA2Y ASLINFXiGAYy3d (GKS WEAOBSQ YR GKS WYSRA
progressively less independent from mediatised forms. For Auslander, live performance is already
embedied within systems and industry structures of production angmaduction. He contends
that live performance is the category of cultural production which is affected the most by the
dominance of the media:
It is not just because it is not at all clear thhve
performance does not have a distinctive ontology, but also
because it is not a question of performances entering into
the economy of reproduction, since it has always been
there. My argument is that the very concept of live

performance presupposesat of reproductiong that the
tfAGS Oy SEAAG 2yteé SAGKAY |y SO2y2vyé 27

(1999, p.54)
This is why, in his opinion, it is so important to begin any debate on the position of live
performance in relation to the mediatised culture. He highlighth & Ay GSy A2y (23 !

RSO2yaiNHZOGQ omdphpY LiPno G(KS y2iirz2y 2F |y 2LLE2

ALGAaSR® LU A& RAFTFAOMA G G2 RN} RAAUAYOUGAZ2Y:

(p))
¢

v
often blurred when discssions of mediatised forms of entertainment are introduced. Schneider
KAIKt AIKGA G(KA& sKSYy akK$S adlrdisSay wh¥ | oNRIFROI &i
the time of occurrence, not from a recording. While a recording itself can balifecording made

2F  fAQGS YdzaAOoOlt S@Syid Aa | aft A@S NBO2NRAY3IEQ

performance companies that explore the role of media within their performance works. The

Ot is important to note that both Allain and Harvey are aware of and attentive to these arguments and
disciss them in theRoutledge Companion to Theatre and Performance
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2 2 2 3 (G SNJ Ham@'da dQlang running show whickxplores not only the role that video
documentation can play within live performance but also how video technology steamed live on
stage can offer multiple view points to an audience, generating different dynamics, that although are
partially explored though digital media are no less live than their other work. The digital can be live
insofar is that it can be transmitteith the momentto its audience via satellite (there are multiple
examples of this ranging from live news broadcasts, live sports vidgé@@nmentary, and perhaps
more relevantly in relation to this work the transmission of the National Theatre Live productions.
Performances such da$amletby the Wooster Group oKitchenby Gob Squad also seek to blur the
distinctions between what constites live by incorporating digital media live on stage as a core
aspect of their dramaturgy. In these instances the actors are present but they are made visible
mainly through the multiple projections of a live camera feeds and presented to the audience
through a number of screens. This is an active mixing of live bodies and video technology that

complicates any simple distinction between the live and the mediatised.

ldzaf I yYRSN) I fa2 1jdzSadA2ySR gKSGUKSNI |y td dzRASY O
the experience of mediatised forms of entertainment. He argues that there is no difference between
an audience that is watching a live body on stage or a television image on screen; what the
recipients receive is always in the present moment, thus thmenfis insignificant and the emphasis is
LX I OSR 2y G(GKS WY2YSyTted i NHzOX ANSNI2 G U A 228 1 || Y RENBDEAR & |
attempt to prove that the ways people perceive the televisual are much the same as in live
performance.He states lhat an audience perceives simultaneously in both live performance and

recorded forms:

YL FGGSYRSR G K $anlefire2a1i3 St MERDYNIR yit#LIO Fheatss part of the Edinburgh
International Festival.

!2National Theatre Live launched in June 2009 witihaadcast othe National Theatre production éfhédre

which was filmed in front of a live audience in the theaffellowing the success of the project the National
Theatre have continued tbroadcastover 40 productiongrom theatres aroundhe UK Their website stats

that their live broadcasts have allowed their work to reach a much wider audience, HHewg experienced

by over 5.5 million people in over 2,000 venues around the world, including over 650 venues in the UK alone
(National Theatre Live, 2017)
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Regardless of whether the image conveyed by television is

live or recorded (and, as Stanley Cavell (1982: 86) reminds

dza 2y GStS@AraAirzy G(KSNBweand ay2 aSyadzdz |
0KS fA@S IyR GKS NBLISFG 2N NBLIIF&éc¢o Al
televisual image occurs only in the present moment.

(1999, p.44)

ldzaf ' yYRSN) O2yi(iSyRa (KIFd GKS y20A2y 2F WtAQSQ
G2 AGZ w2y { Kcaldelatidbriskipiod [vendsK&hd riellidisaion must be seen as a
NEflGA2Y 2F RSLISYRSYOS YR AYONROFGA2ya NI GKSNI
second edition of the work he explained that the aim of the original publication wasise r
WiNByOKIy(d ljdSaiArAzyaqQ onwnnyY LIPEAUO +Fo62dzi tABSYyS
LINE2SOG 2F UGKSIFGNB |yR LISNF2NXVIFYyOS aiddzZRASaQ o
SEFYAYLFGAZY AY IfhisideSs corie@ anin@dntisédifdms Rfipdrformance are
LISNODSAGPSR |a Sldzrffte WiABSQ Ay GKSANI LISNOSLIIAzZzY
AyOf dzaAzy 2F @FNAR2dza 3INI RASyl(Ga 2F WEA@SYySaaQ GKI
Reasonpropa Sa (KIdG (GKS &aSyasS 2F WiAgSySaaQ adl NLa G:
G2 068 LINRdzR 2Fs WXRSOfIFINIGAZ2Yya 2F SLIKSYSNI A
performance ag¢f in open competition, each vying to assert that one is tr@erephemeral than the
20KSND owSlazys uHnncY LlmmMO® ¢KS y20A2Yy 2F f ADSy
GKFIy a2YSUKAY3a RSAANIotS odzi faz2 | YFIyAFSanz 2-
liveness becomes a cornstiing aspect that makes performance what it is. The inclusion of new
media and technology complicates that position and opens it up for questioning.

WGKS 62Nz 2y0S LISNF2NX¥SRT RA&FLIISENE T2
(Pavis, 1992: 28)

Debates around concepts likensienceand livenesshave not nearly been as provocative in

the field as another influential conceplisappearanceAs has been stated thus far, much emphasis

is placed on the ephemeral qualities of performance by theatre makers and scholars, and

disappearane further reinforces the positive ideological valuation of ephemerality in performance
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(see Reason, 2006: p.20). The term 'disappearance' has been refigured in different ways to put
emphasis on the inability of performance to be repeated. Adrian Heathfigther draws on the

ARSI 2F RAAILIWISENI YOS ¢KSy KS aidladSa GKFG LISNF?2
(2000: 106). Rebecca Schneider highlights the powerful effect the discourse on disappearance had

on performance studies when she statek It G Y WL{G 61+ a& & AF RA&I LILISI T

intellectual kerosene fuelling the flames through which more traditional theatre stuglistidies

focused on the dramatic script for exammlseemed to struggle to3iy' I £t Q o6HAamMmMY LIPgpp L @

An influentialfigure concerning the idea of disappearance is Peggy Phelan whomarked
(1993), stimulated debates on the ontology of performance art in direct relation to documentation.
Phelan places significant emphasis on the irreproducible nature of the live. édenwork is widely

recognised as the 'cornerstone to performance studies' (Roms, 2008) and her maxim that:

t SNF2NXI yOSQa 2yte fAFTS Aa Ay (GKS LINBa
cannot be saved, recorded, documented, or otherwise
participate in the circulation of repeentations of
representations: once it does so, it becomes something
other than performance.
(1993: p.146)

lFa 0S02YS w2yS 2F (KS Y2ald LINRYAYySyld IyR FTNBIJ
culture' (Rason, 2006: p.12). Through her discussiodisppearancé&helan brings documentation

to the forefront of the debates surrounding the nature of performance. Phelan argues that it is in

the properties of transience, liveness and in particuleasappearancgin its inherent ephemerality,

that live performance manages to resist commodification. The idea is that other art forms such as
photography, painting and sculpture (amongst others) generate 'originals' which are easily copied,
replicated and sold withia capitalist economy. Phelan contends that live performance resists such
processes of replication; that performance cannot be reproduced and therefore gains a qualitative

value which is quite distinct from other art forms.
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WLISNF 2NX I yOS K 2af aadiited nirkb®r ok RS+ (K

people in a specific time/space frame can have an experience

2F Q@ ftdz2S 6KAOK S @S y2 @rarotsS GNIOS ¥
(ibid, 149).

The term disappearance is used to suggest that iA & LIS NJF 2 NXY | ¢fm@rdliga A y G N.
thatallonda AG G2 NBaAad O2YY2RAFTAOFGAZ2Y I Wt SNF2NXI YO
representation necessary to the circulation of capital... [because] ...it resists the balanced
OANDdzZ FGA2ya 2F FAYFYyOSe® Li alA3SdianyHeabihfedya®T A
' YRNBg vdzA O] adrkrdsSy wra tS833e tKStFy KFa | NBdZE

performance is its very ephemerality; its disappearance evades the knowing and commaodifying

Of dziOK 2F NBLINBaSydaldA2yQ OounnnYLIdmO @

Phelan's ideas on disappearance have significant implications for the ways performance
documentation is understood and approachdehelan suggests that performance documentation is
fundamentally incompatible with performance's own ontology $yggesting that ‘erformance's
being [...] becmes itself through disappearance' (Phelan, 1993: p.146). Phelan proposes a view of
performance art as that which is essentially-dmcumentable and resistant to cultural imitation and
economic circulation. Further, performagart becomes something else (other than performance) in
the documentation and loses its political potency once it enters the currency of representation.
lf 6K2dzZAK t KSfFyQa FT20dza Aa RANBOGSR G246 NRa LISN
work seeri G2 NB2SO0 LISNF2NXYIFyOS R20dzyYSyidlrdAzy |a W
t F NIAOdzZ F NI & o6SOFdzaS AdGY WNBAGAEA dzL0RB/LINR RUINRK O& & &
(Reason, 2006: p.13). Phelan presents the position that documentationatdly cannot account
for the experience of an original performance and therefore fails as a representation of that past
event, which perhaps gives an indication for why many have taken her work to denote a view

against the very act of documenting. Phelarmparticularly keen to distance herself from this reading

of her work:
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L ¢la y20 aleAy3as It (wagsdgihg L QIS KSIF NR LJ
that we must not have photographs, videos or sound

documentations of performance. And quite happy to have

i K2 & S deAn pardphrase myself reasonably successfully,
WLISNF2NXIyOS o0SGNIrea AGa 26y 2yid2t23& (72
AG LI NGAOALI GS&a Ay GKS SO2y2yYeé 27F NB LN
SErOGte Al odzi AlQa Of2aSed ¢KA&A 62NR Wo
problem, Ithink 6 & NBIR Fa | KAIK LINARSald asSSiy3
KIS o0SGNI &l fHQ

(2008: p.135)

CNRY (KS 062@S 1jd2iS ¢S fSINYy GKIFIG t KStEFyQa 2
to the fact that performance documents cannot account for the experience of mehality and as
consequence cannot be repeated and therefore resits commaodification through multiple copies.

Phelan was not calling for the prevention of performance documentation as aim @self. Some

though have drawn on the concept of disappearanie argue for not documenting live
LISNF2NXYIF yOS® Ly W9@SylT¥dA 9 JA RSyrOBaQ contbhatddS w2 Y3
significati f @ G2 YIF1Ay3 LISNF2NXYIYOS NI GKS LI NFRAIYL
OHnnyY LlPnoI KSNI PRN{HSKR al yROlWMARSER &®®2aS 6Kz KI
absence of performance art fno traditional art history. Roms also warns that a position of
performance that premises itself firmly on the positive enforcement of disappearance, those that

position themselves as essentially adticumentary'® are in danger of omitting and eventually

losing altogether their work from histonA similar concern was highlighted by Michelle Potter who

a0 SR GKFGZ WgA K B?rgzind efape ofide art farm? it wilNdgeses lagush K A &
4 GNAGALE YR y20 62NIKeé 2F aSNRdza NB&ASHNDKQ 06 H
academics and practitioners who will view documentation simply as a poor representation, unable

to properly accounfor an ephemeral performance event which has passed; who will understand

performance documentation as inadequate corporal materials that should simply be forgotten or

¥ Here, Roms is not referring to Phelan herself (as | have already explained Phelan has distanced herself from
0 KS LJ2 NI NI -goeumenS RO W VAKES NG IWNYYA Yy 3 | 3 Ayald GK2aS gK2 d
excuse or legitimate reason for not documéarg.
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left behind Of cour§ = | SA 1S qeAdim@rticalar M K G Qa 2 Stradaced 2 NJ t SN
online archiveg testifies to the desire to document and historicise performance art practices as well

as offering a sound argument as to why it is in fact vital to do so.

A connected concern is present for those who are interested in the prasenvof certain
1AYRa 2F fFYyRaAOILIS a daNbly RSOSt2LIVSyiQa NRal]
interest (SSSI), sometimes erasing markers of prior historical activities, or destroying a settled
ecosystem. An prominent example fedtlba G KS O2y a0 NHzOGA2Y 2F 52y f
Aberdeenshire in the North East of Scotland where the development which involved installing of
FIANBFI&@AaZ RNIAYIF3IS FYyR ANNARIIGA2Y aeadasSvya |f2y:
aSYyASQd RYHSAYIGSNFSNBR gAGK yIFGdaNIf LINROSaasSaoQ
AYLR NI F y i 3S2Y2NLIK2f 23A 0!I ¢ FSIFGdzNBa G2 WFNF IY
demonstrations or other acts of disruption that seek to preserve the landscape and prie¥enh
RAZFLIISIFNAY I +fG23SGKSENI dzy RSNJ 6 KS LINBa&ddaNB 2F 06
there were a number of resistance movements to the development: in 2010 Molly Forbes a local
resident attempted to take Trump to court; Aberdedm® residents got organised through the
ONREEAFYG WENRLILIIAY3I ! L) ¢NHzYLIQ OF YLI A3y (GFNBSGAY:
plans; In 2011 the Aberdeenshire residence set up the Tripping Up Trump campaign organised a
march dubbed The Marabf Menie; subsequent protests were organised and undertaken by groups
like Friends of the Earth Scotland and RISE (Respect, Independence, Socialism and
Environmentalism). Disappearance, then, is a concept which links discussions of documentation and

landscape.

So far, the main emphasis of this study has focused on the ways that ephemerality,
through transience, liveness and disappearance, is viewed as a positive and integral component of

performance. However, in rel@n to the practice of documentingerformance, disappearance

1 Byleft behindl mean: left uarecontextualised, sorted or disseminated.
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0S02YSa (GUKS YIFIAY LRAYy(OG 2F O2yOSNyo® ¢KAa Aa oK
Al RAAFLIISINET ¢S R20dzyYSyid LISNF2NXIEyOS G2 adz2ul
on disappearance; I Y R t KSfartigu@rdic KA WS LJASYSNI G6SR | RA&O2 dzNA
performance, as Re8sy KA IKf AIKGayY WCSINI 2F GNIyaiaASyOSz 27
KFa f2y3 aLI NJ SR LINIOGAOFtX &a20AFf YR I OFRSYAO
(2006: p.23). According to Hal Foster the impulse to archive has been very much alive since the mid

20" century, an idea further explored by performance scholar Rebecca Schneider (2002) who states

that the idea of the archive has become so imbedded in@uizf G dzZNB (G KF G WgS dzy RSN,
NEtFGAGS G2 GKS NBYlFIAya ¢S atdoduetdzhelpidShistorigizadd m n n 0 g
LISNF2NXIF yOSs (GKSe& SadlofAakK Wiwdddkappened,Jar possiby Q & KA
what we imagine may hge happenedg KSy | NI A&adia ONBFGISR LISNF2NXYI Y.
advantage of having such access points is clear; they help us understand and evaluate the
significance of performance events and their social/cultural relevance in a number of different
contexts. The complex and ever present question is how we identify and construct these access
points. Roms sets up the dichotomy of documentation as either reliable or unreliakbehdenceof

the live performance event to which it refers.

This correlags with the work of Amelia Jones, who highlights that a photograph can act as
evidence of a live performance event. She states that a picture makes the ideas (if not the
experience) of the performance available, not only to those who witnessed the evéemd buwider
audience that encounters itthrog A 10&a LK@ AAOIf R20dzyYSyidldA2y o { KS
art event needs the photograph to confirm its having happened; the photograph needs the body art
SOHSyi a |y 2yiG2t23i@de W OK2NDMEPRT YA (130 MicyORS ES
LNBaSyida F WLASOS 2F (GKS NBFf 62NIRQ 6! dzafl yRSN
audience watching it, captured in a still image. Jones elevates the role of documentation. She states
that doaumentation is an important factor in constituting the original performance; that the
performance itself relies on the documentary photographpasof of its very existence but further
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to this, the images allow the ideas and intentions of the artist to lsseminated (with a certain

level of mediation and control) to a wider audience than those that experienced it in its original
form. The document is almost an extension of the event itself. In this sense, Jones challenges the
2y G2t 23A0Ft petoimAngeNthal gedple 2ome thndwAle performancethrough the

document and not the ephemeral event itself.

Philip Auslander rejects the notion of documentation as an access point as well as
offering up an alternative approacho tunderstanding performance documentation. Auslander
LINBaSyda GASE 2F R20dzYSy il GdAz2y | a WSTEY (T d
Performativity of Performance Documentati@006) Auslander sets up two opposing categories of
performance documentation and then erpes than in relation to examples. The two categories are
documentaryand theatrical. His second category of performance documentation, what he calls
theatrical documentation, is made for an audience in its own right. That is, the documentation itself
is the artwork and provides the only experience of the artwork offered to an audience. Auslander
explains the distinction by stating that:

These are cases in which performances were staged solely to
be photographed or filmed and had no meaningful prior
exisence as autonomous events presented to audiences. The

space of the document (whether visual or audio/visual) thus
becomes the only space in which the performance occurs.

(Auslander, 2003: p.84)
ldzaf | YRSNJ dzaSa GKS Wkap intd thébid FO60RvIhich, seeBidgly Y f S A y ¢
shows the artist falling or jumping from a second story window into the street below, as an example
of theatrical documentation. The image gives the impression that the artist is moments away from
an imminent impact with the carrete ground below him. In actuality the picture was a composite of
two different images merged in a dark room which erased the safety net used by the artist in the

making of the work. Auslander compounds his position by stating that:
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the pleasuresofa®NJ WIF NB | @FAflofS FTNRY (KS
and therefore do not depend on whether an audience

witnessed the original event... [or even that] ...they may not

even depend on whether the event actually happened.

¢
N
O

(Auslander, p.9)

This idea has credenemd is practically demonstrated thrgh the work of Hayley Newman,
whose Connotationsg Performance images (199098) (Heattield, 2004) explores the potential
and limits of documentation in an artistic context. Newman presents a provocative approach to
documentation as she generated a number of photographic documents of staged performance art
events that never actually happened (or at least, not in the way she presented them to have
happened). Newman presented a number of documentary photographs of tistaged
performances in a gallery with small explanations of the ideas beside them. In other words, Newman
created theatrical documentation and presented it as documentary documentation. Auslander's
position is that documentation is an eveirt itself which is interesting because it highlights that
documents have potential artistic qualities which can be explored beyond its ephemeral event.
However his rendering of the live event as inconsequential or even unnecessary is provocative but
guestionable, for, aReason states: 'documentation that tells the whole story is not documentation,
odzi G0KS ¢gK2tS a02NBT y20 NBO2NRAY3AI odzi (GKS KA\
and incomplete. Consequently, that which is missing (the unrepresenteépeatable and liminal)

re-inscribes the continuing absence of the ephemeral performance’ (Reason: p.27).

Auslander disagrees with the ontological priority of the live event by stating that
documented performance is performed as an end in itself. Furtfore, Auslander insists that
R20dzySydl A2y Aa Ay TFIOG GKS WFAYIf LINRRdOGE GKI
with which it will be identified... (Auslander, 2006: p.3). In other words, performance is only part of a
wider process inwhich the final result (or event) is documentation. Given the tendency for art
institutions and galleries to present documentation of past performances in an artistic context,

I dzaf F yYRSNRE adlyO0S GKIFIG R20dzySy il i As2hht des&iBeS & v 2
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Fdzi2y2Y2dza LISNF2NXIFYyOS FyR adrasS GKFEG Al 2 O00dzNNI
Fa F LISNF2NXIYyOSQ 6! dzaft yRSNE wHnncY LIbp0d A& ¢S
potential if they offer totality then they & no longer documents but works of art in their own right,
completely separate from that which was its stimulus. It is however true that documentation often
05S02YSa | waildlyR AyQ F2NJ GKS LI SNF2NXIyOSa GKSY
truismlj dzZA GS aAYLX @& o6& y2iAy3a GKIFIG KAald2NR KFra 0SSy

Aa 6KFG NBYFLAYEQ ombpcY LIPEGAAO O

CKS2NBGAOIttes '!'dzatlyRSNRa aidlyOoS ¢2Ny3a |3t
documenatability can be seen as an antonynihe live. It is precisely the fact that documentation
cannot be captured which defines thatas live. Auslander however, works against this position, he
refuses to allow immediateness to stand as an antonym for liveness. Auslander is not particularly
concerned with the idea that performance documentation is a representation because he states that
documents are live in their own right, they have their olreness For Phelan, live performance
W2 00dzNE 2@0SNJ I+ GAYS ¢ KA OK Far Auslandey, Boilversely, thdJ8/€3§ih G SR Q
some senses always already3e/ I O YSy i 0GK2dzaK y20i NBO2NRU Ay (K
ONBlIGA2Y 2F AGaStT Fd 2yS NBY2@0S> FA{GSNBR (KNER

2002: p. 91).

PERFORMANCE AS DOCUMENT

Another approach to disappearance and documentation is offered through the work of
scholars like Mike Pearson and Michael Shanks (2001) amdiBedon (2002), who present a view
of documentation as an extension of the original pemance. They explore the idea that
documentation can be used to #@ntextualise the past ahbring further engagement with the
performance work in the present as second and tharder performance. Here performance is seen
as a continuing process. Penfiaance lives on in its documents. Performances constantgmerge
gAGK SIFOK ySg Sy3alFr3asSySyid FyR AyiuSNIOGAz2y gAGK
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F2tf26Ay 3 A Y2002 HERIGh setsiobt tddegplore the possibilities of performance

d2 OdzySy Gl GA2y GKNRAAK |y SELJX 2 NBubbbing Jom20080), aA 1 S t &
performance which she was not present at but wishéé fiad been. Heddon would like to move

away from the notion that documentation becomes somethither than perfomance after the
SPSyiliod LyadSIFIRI aKS 62yRSNB ¢ KSiK SokEthidg)ede2 NY I y OS
(than)performanc® O H AN HY LIPn O T A yerfBrindo& Mas toNRfferthe @erd, (i K S NJ |
perhaps performance can continue in (interactiaith) its documentation. Heddon actively works

through the ideas presented by Pearson and Shanks, that:

z

We¢KS 202500 2F R20dzySydtrdAiazy GKSy Aa G2
re-contextualisation of performance as text and as second
order performance, as a creadivprocess in the present and
y2G a | awsSodzZ FGAz2y 2F LI ad YSEFEyAy3a 2N
(Pearson and Shanks: p.59).
t SENAR2Y YR {KIFIyla 2LI1R2aS tKStlyQa LRarldAiAzy
ontologically different to the performare itself and yet they do not go as far as Auslander in
claiming that the original performance has an entirely independemtilogy from and is of no
AYLRNIFYyOS (2 Ada R20dzySyidad 520dzySyidldAz2y Aa 3
ontology. Theyoffer up the position of performance documentation as having active agency in the
work. Although performance is ephemeral, traces of this remain in its documents and are waiting to
be reanimated and reontextualised by new audiences in the present inral lof second or even
third-order performance. In her work, Heddon attempted to create a tluirder performance of the
piece originally created by Mike Pearson. She reflectes that:
2 KAf & t Bbblg 2T das a temporal, live
performance, its passg does not mean that it is gone, that it
is over and done with, that it is not still alive. For in its (literal

and metaphorical) place remain deep pulsating resonances,
heart beats, which are not difficult to hear. (p.22)

Here, performance partiallyvies on in its remains instead disappearing altogether. This idea

suggests that performance documents can continue to perflamg after the performance ceases.
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This is perhaps attractive because it opens up the theoretical debate to allow for mortcaltiis

engaged responses to performance documentation.

Jessica Santone is anethart historian who is particularly interested in the attempts that
artists have made to open up new ways of understanding and approaching the historicization of live
events through a different kind of engagement with performance documentation.Marina

I 0 NI YORPA{BS @Sy 'O @itical Dacir@rde8an Htrategies for Preserving Art's History

6Hnny O &aKS$S LlaSa (KIG ¢62N) a 3dadafdéumentd whiclh 'dekkY® O A 6

contribute to the narrativised and/or mediated understandingstlod past that already come after

the originary moment' (2008: p.147). This idea is not predicated mtuan to an original moment

but rather the extension of the event by generating new documentations exploring it in the present.
Santone hopes that newléas on documentation might emerge out of the growing friction between
artists that are becoming increasingly interested in the creative potential of documentation and new
approaches that may develop out of artistic practice that can challenge method$ogedeover the

years in archives.

Rebecca Scleider discusses the idea that historical repetition of performance produces a
different way of knowing histgr than traditionally understood from archives. Santone argues that
there is no reasonable way of assingwhat an accurate or authentic pas, and that archives are
often ¢ in one way or anotheg striving (and failing) to return to a notion of the past as a completed

object’®! 6N} Y2PA08 R2S& y2G FRKSNB G2 G4KS ARSI 27F

Pal NAYl | GShenyBagy Riéc@ss presented at the Guggenheim Museum in November 2005.
ForSeven Easy Pieced NA y | | o-dlikciee fiiél semirdiperformance vks by her peers, dating from
the 1960s and 70s, and two of her own. The project confronted the fact that little documentation exists from

a

iKAa ONRGAOFE SENIe LISNA2R FyR 2yS$ 2768y Kla G2 NBfe@

re-enactments attempted to provide a different kind of account of the work than was available in the archived
documentation.

'® Archive theorists such as Terry Cook (2000), as well as F.X. Blouin Jr and W.G. Rosenberg (2007), have
suggested that 'the capacityf documents to serve as evidence is not inherent within them and that the
archivist generates meaninghti2 dzZaK | LINPOSaa 2F aStSOiA2yQ ow2Yas
recent years from the idea that they have to present and perpetuate the tid@acontained within the

material artefacts and documentation lies a raald accessible part of theuthenticpast. The notion that
documents might form a fixed view of a performance which may become a single aativeriaiccount by
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inflecting its image through a nostalgic lens' (2008: p.147). Santm#ends that Marina

I ONJ Y2 BWOIQR YNSB/ 1a 62N] 2y | Y2RSt yDBEQWYSSIHaa YI Yy
that repetition of fragments offer disordered but fruitful reappearances of the original events. She

aidl GSa -parigrmance Progdses a gy YA OSX fAQ@Ay3d R20dzySyd +a |
disappearance; it allows a -experiencing of the work in a tireased, bodybased, ephemeral
YSRAdzY YR YIF1Sa |@FrAtloftS ySs SELISNASyOSa 27
notion that artistic investigations of performance documents camake the past presenby

generating new experiences which document some aspects of a different past experience.

The seemingly limitless and divergent approaches to the idea of disappearance both
theoretically and practically can be disorienting. The stimulating factor in this debate is summarised
by Jones, Abbott and Ross when they state that 'The temporal nature of performance causes
tension: the fear of loss leads to an urgent desire to counter this througlurdenting, while the
loss inherent in this process leaves many dissatisfied with the outcome' (2009: p.3). The sense of
dissatisfaction comes from the feeling that these documents can never fully represent what these
scholars call the 'essential properti€ibid) of performance. Reason states 'there can be no concept
of documentation without a sense of that which is not (or cannot &)ldzY Sy 1 SRQ 6 wSIF a2y
Further to this, 'the discourse of documentation continually-inscribes perceptions of
ephemeality; the act of documentation marks and brings into being the fact of disappearance'

(ibid).

Notions of ephemerality and the politics of liveness and disappearance have a significant
impact on the ways that we view and approach documentation. It caargaed that the debates
most fiercely fought in this field are the theoretical ones. Discussions on ephemerality and

disappearance will underpin this research. In relation to my own working process, | am far more

virtue of being arcived is strongly opposed by performance scholars, like Auslander and Reason, just as it is by
postmodern archival timkers, such as Cook and Harris (See Abbott, Jones and Ross, 2009: p.3).
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attracted by the possibility that the ephesmal lives on in the body of those involved in creating the
performance and its audience as well as the corporal material that remains. When we encounter
documents we generate new ephemeral events which explore the past in the present, as such:
'performanas are constantly in a state of becoming and have no definable end' (Abbott, Jones and
Ross, 2009: p.5). This playful view of performance and documentation does not delimit or detract
from the particular qualities of transience and liveness which are gporitant to the artform but at

the same time it does acknowledge the multiple possibilities for these ephemeral events to remain
and interact with new audiences in a variety of different ways. | advocate the position that
documentation and our engagementit it is a continuation of the original event. The process of
live performance is one whereby the work is always in flux, where it is always written over, added to,
forgotten, extended, transformed, reontextualised, and reinvented through a continual
engagement with its documentation. In other words, it is important to view performance from a
historical perspective, to understand how it worked in the context for which it was made, to
understand how it was perceived and affected the world around it irfiiss form and original
conception. However, understanding the potential of documentation to provide a continual
engagement with the event in the present enables scholars to think differently about how they
historicise performance. This idea comes irtous in chapter, four of this thesis when | explore the
work of Wrights & Sites and thek Misguide to AnywhereAs a form, theMis-guidesinvite the

LI NOHAOALI yGa (G2 NBFESOG 2y GKSANI NBIdz I NI KI 6 A G dz
daily life experience. By asking the reader to become performer and discover nevdiscoer old
aspects of their lived in environment, thdis-guidesenable new performative encounters with
landscape. This study discusses how the discrete performameeshare with friendg such as the
telling of anecdotes or renacting actions we once did as teenagersonstitute a form of

documentation that makes memories from the past present in thejpegformance.
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THE ARCHIVE AND REPERTOIRE

Debates about thevays we might curate and disseminate performance documentation have
also found prominence in the field. Key discussions surrounding the concepscluf/e and
repertoire explore the particular modes of documentati@md the ways in which they collect and
disseminate information. liPerformance Remainge $6 SOOI { OKY SARSNJ SELJX 2 NBa
LISNF2NXYI YOS Ay | NOKA @Gl Odibes detidslikeodisappemriincelifdm n n 0
relation to the collection and presentation of performance docuntse Schneider challenges the
GASE GKFG WXLISNF2NXIyYyOS OFlyy2id NBaARS Ay AdGa Yl
p.101). Instead she posits that if we understand performance as disappearing as it happens and that
the ephemeral quality operformana is unable to reside in its remains, then we perhaps exclude,
W2iKSNJ grea 2F 1y2eAy3ds 20KSNJ Y2RS&a 2F NBYSYOSN
Taylor, another influential academic in the field, make distinctions between particutalesn of
historical transmission (that is, the ways in which we generate and pass on a record of history). The
archive, as a mode, deals explicitly with corporeal materials, with 'texts, documents, buildings and
bones' (Taylor, 2003: p.19). This is opposedvhat Taylor terms the repertoire, which is more
concerned with an embodied, performative manner of disseting historical information, for
example: 'spoken language, dance, sports, ritual’ (ibid). Repertory based methods of documentation
seem to chainge established views of what exactly constitutes 'valid' methods of performance

historiography.

Both the repertory ad the archival impulse to work with performance documentation
derive from the same aim of contextualising the past. The archive isgatedi on the idea that
events of the past can be accessed through remains which are left behind. Interacting with archival
documents allows an endless stream of potential new audiences to engage with past works by
providing contextual and descriptive infoation of the original performance events. Rebecca

Schneider seeks to disrupt established positions efatchive by suggesting that performance is not
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that which disappears but is both an act of remaining and means of reappearance and re
participaton WS | NB Wl fY2ad AYYSRAFGSte@ FT2NOSR (2 | RYAQD
the document, to the object, to bone verses flesh. Here the body becomes a kind of archive and host

I 02ttt SOGADBS YSY2NEQ OHANNHY LlOmiselfdhdugh yiessy Knla & Sy
eruptive reappearance. It challenges, via the performative trace, any need antimony between
appearance and disappearance, or presence and absence through the basic repetitions that mark
performance as indiscreet, not originalfr& y i f Sdat e OAGIFGA2Y I YR NBYI A\
Schneider advocates the position that ephemerality resides in the body; it does not die or disappear

once an event concludes. Certain kinds of knowledge reside in the body and are transmitted in
performance. In this sense, performance always remains, ephemerality transcends time through

living bodies, and memories reside in the body and remain there. While thec@tury brought

with it new and broader ideas of documentation in the archive, gsirhat were previously
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primary supposition is that Western epistemologies (the ways that we understand what knowledge
is and how it is shared) have historically focused on writing, as opposed to emlxgoketbrmative
¢ modes of transmitting knowledge. She stateth Y W NA GAYy 3 KI & LI NF R2EAO!
FYR I 3FAyad SY0o2RAYSYyidQ o6uHnnoY LdmMcO® ¢F&f 2N Ay
GKNBFGSya (2 RA dhedtera@Sprogided wioAdylidetaccésa o pla®fdrms that allow
users to communicate their version of events in many different ways. As such, there are limitless
opportunities to write material, publish it and share it. This open access has implications, the first is
that writing does not hold the same authoritative wer it once had: words do not have to be vetted
or deemed worthy by an editor or expert before they are disseminated. The prevalence of platforms
like Facebook, Twitter, Reddit, and Wordpress show the importance of writing as a primary form of
expression.That said, as Taylor also indicates, new technologies also provide opportunities for
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people to communicate their version of events in many different ways. There are now other
platforms that are becoming increasingly popular and they promote visual modasrohunication

rather than literary. Instagram and Pintrest offer space for users to share pictures, Vimeo and
Youtube are available for users to share videos. Smart phones have video recorders as standard and
fast internet allows for the streaming of viden real time. So, writing is being matched or, in some

cases, replaced entirely.

Taylor understands that approaching performance asyastemof learning, storing, and
transmitting knowledge, performance studies can allow for an expanded understandivigpbfmay
constitute knowledge. Repertory modes have challenged established views of what exactly
constitutes documentation; here the idea of the body becoming a (temporary) document comes to
the fore. These methods work against what Taylor identifieshas'preponderance of writing in
western epistemologies' (2003: p.16). Both the archive and the repertoire view the documentation
2F fAQPS S@PSyia RATFSNByildteod ¢KS | NODKA@SHa aSya
whereas the repertoire considethe body as a viable document or archive which can disseminate a
RAFFSNBYy(l aSyasS 2F (GKS Ll aded ¢reft2N adrisSay Wik
LINE RdzOGA2Y YR NBLNRRAzOGAZY 2F |y 26 ASEREAS2 YoB  GHOSA
p.20). The difference is between objects and actions, which are treated as differently as modes of
knowledge transmission. Objects are perceived as stable because of their materiality and seemingly
unchanging physical presence as opposeflexible and changing actions of dance, ritual, singing,

gestures, orality, movement and other performance.

Taylor is careful to avoid +&olidifying the archive and the repertoire as binary opposites in
her writing. Instead she states that they considi@s two important sources of information which
work in tandem, and each exceeds the limitations of the other. Taylor writes that we should not

WLREFNARAS GKS NBfFliA2yaKALl 0SG6SSy (KSasS RAFTFSN

7 In this sense materiality is used to describe objects, artefmatsother material remains.
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have often proved y i 32y AaGA 0 Ay GKS &aiGNHzZA3tS FT2N Odz §dz
p.22). Schneider contends that ka4 ¢ &t 2NDR&a 26y | NBdzYSyd FyR (S
constituting hegemonic power and the repertoire providing the di@gemonicchalk 3SQ O0A G A RO
unintentionally reinforces the same binary opposition she is advocating to break down. Schneider

KAIKE AaIKGa GKFEG WGKS LI NBAY3I 2F RAaO2dzNBES | & 0!
discourse as the realm of performance on th& @ NJ NBLJX A Ol 6 Sa (G(KS @SNE 3yl

simultaneouslyy 2 NJ &> a2 @SNE LINRPRdAzOGA @GSt es (2 GNRBdzomfSQ

Taylor asks whether it is better to expand the notion of the archive to house the mnemonic
and gestural practices and spaised knowledge transmitted live or to reject the confinement of
the archive altogether. Taylor insists that there is an advantage to thinking about the repertoire
performed through dance, theatre, song, ritual, witnessing, healing practices, memoryrnsattand
many other forms of repeatable behaviours as something that cannot be housed or contained in the
archive. Schneider, on the other hand, argues that the archivalss part of an embodied
repertoire, that texts require bodies to engage with themtransmit their knowledge. She states
GKFGY Ww5SttAy3a Ay (GKS Rdzadz GSEGa G(KSyasSt@gSa vy
YR NBGAAAZY X8 ¢Kdza GSEGHEALHZ2ESE A# 1 §KIANIOSYC
(Schneider, 2011: 106)OK Y SARSNJ I NHdzS&a GKFG 6KSNB ¢t 2N Wg
Fy20KSNI | AYIRKSNE MMOKAMESRZQ WiKS (6 A yanothd kigdNdik & A ( dzl
LIS NJF 2 N{B¢hyeides, 2011: p.108). Nevertheless, both Schneiddr Taylor open up aseful
discourse on the various modes of documentation and the different ways they can be disseminated.
| draw on these discussions in Chapter Four when | explore the watkights & Sitesnd add to
GKSY o0& SELX 2 NAMsguidésprovoke Er§ing B/peR afzni€adction with landscape. |
explore, amongst other things, how thielis-guides can help to facilitate a process whereby
participants reperform actions which they associate with strong memories of being in certain
places. | discuss how thdiscrete performances we share with friendssuch as the telling of
anecdotes or performing actions we once did regulglySt LJ { SSLJ GKS LI &d Wl A
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Arguably the key to preservation is reuse. Records could be
said to perform when they're used and tteeis a possibility for
them to be reinvented as new performance events

(Jones, Abbott, Ross, 2009: p.6).

There are already a great number of academics exploring the potentials of performance
documentation and testing a variety of ways these documenight be disseminated in a wider
academic or public spheréAttempts to reimagine the archive and the acknowledgement of the
potential for performance to remain through its documentation have sparked a variety of practical
investigations in performance gfies. Aademics such as Jones, Abbott and Ross have called for a
more experimental approach to performance documentation and preservation, stating that: 'we
should explore models that encourage records to evolve and be contested as performance itself
constntly develops and is il SNLINBGSRQ ow2ySas ! 6o620Ggandv2aa> H
others like themg are interested in the idea that performance lives on of its own accord in material
traces that are waiting to be enacted or animated throughteaew engagement. They go on to
state that 'We should encourage dialogue and allow records to b@erformed and re
contextualised so their relevance and meaning maps across the changes of time' (Jones, Abbott,
Ross, 2009: p.7). These ideas were refledigdthe Performing the Archive fellowship at Bristol
University, where Paul Clarke proposed possible models that attempt to work in this vein. He advises
0 KIF G Yabhds A@hi@edshould] be reflective, open to multiplicity and accepting of content that

Ad SLIKSYSNIEf YR AYRAAONBGSQ oAy wW2ySas 1o6o2d6Gx

Ly W2KFEYyyl [AyatSeQa LI LISNI dwSyYl | SefigurgdR wS R dzl
philosopher Giorgio Agamben's work in an attempt to shift debates on performance archives away
from arguments of 'lying/truth’ towards 'potential or nopotential' of performance documentation.
'3 YoSyQa s2N] WSELX 2NBa GKS GKSYS 2F LRAGSYdGAl £
£t aLsSota 2F 2dz2NJ SEX A Y & paBc® @editated dn 3hp datiob ofmen mn Y L.
contextualisation similar to that which | have already discussed in relation dddte Pearson and
{KIFIylaz odzi aKS RANBOGEE& NBfFGSR I LKAf2a2LIKAOI §
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Bartleby, the Scriveer: A Story of Walbtreeth ¢ KS a G 2NE RNl ga 2y (GKS WwW5S|

United States Postal Service, which was set up in 1825 to deal wiliverable mail. Agamben

thought of the protagonist Barte& | & (G KS LINAYS SEFYLX S 2F LRGSYGA
life of Bartleby, a scriven®rwho decides to stop writing without any expressed reason other than

GKS NBLISIHFGSHASNBYRIGA VIR QWL 2IKMB S . | NIif S68Qa RSOAA&?
other tasks fundamental to everyday living) eventually leads to his imprisonment and death,

'3 YoSy LRAyida G2 . I NIfSoe Fa | K2LISTodxnaii I dzNB
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LRAYGQ FYR A& GNMXzE & FofS WySAGKSNI257eBylhcaming y 2 NJ
a scrivener who does not write, Bartleby preses his potentiality in its purest form. Linsley wants

to refigure debates about documentation to discuss the potentiality of documentation either to
perform or not perform. She invites the idea that documents are only pure potentiality until they are
actualised by a participant; they require investment by a participant in order for them to live. It was
argued that there are different dimensions of potentiality for documents and documentation, for
example a performance score offers a lot of pdiahto those who engage with it, it presents
opportunities to embody the score, it can be taken to and embodied in different locations, they may

offer the potential to generate new kinds of engagement between performer and places they
perform, new landscapes can lexplored through the interplay between score, performer and

environment; however a video does notfoBNJ | 20 2F LRGSYydAlt 0SSOl dz

interaction to viewer only.

Artist and academic Sophia Lycouris seems to explore similar ideasheasviews
NELINBASY Ol GA2y GKNRBdAK R20dzySyialdAazy |a | WYl YA

attempt to reconstruct the original (Lycouris, 2002). She hopes to capture the essence of her

®In the pasta scrivener wasomebody whose job involved writing or making handwritten copies of
documents, books, or other texts
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performances in her documentation rather than attemptittgmake them reflect a singular reality.

Lycouris suggests that we should ‘formulate records along the lines of a music score, that when
interpreted will reinspire that experience in the user' (Jones, Abbott, Ross, 2009: p.3).The
performative understandig of documents has a lineage traceable to the Fluxus movement of the
mid-1960s. The Fluxus movement, inspired by the earlier Dadaists, developed the idea-aft'anti

under the leadership of GeorddaciunasFluxus staged a series of festivals in P&igenhagen,
Amsterdam, London, New York, and Aberystwyth (among others). Most of the experimental artists

of the period, including Joseph Beuys, Yoko Ono and Nam June Paik, took part in Fluxus
events.Cf dzEdza | NI A &G & 62 dziviich He® dddurdertis $hat Wéuld Shefté actiod 2 NB & Q
Event scores, such as George Brecht's Drip Music, are essentially performance art scripts that are
usually only a few lines long and consist of descriptions of actions to be performed rather than
dialogue. Fluxus artis differentiate event scores from happenings. Whereas happenings were
sometimes complicated, lengthy performances meant to blur the lines between performer and
audience, performance and reality, Fluxus works were usually brief and si®piee Fluxus
documents® had the potential to initiate performance by invitation or instruction, with some
WS@PSyiaQ o0SO2YAy3a | OldzZ t AAaSR dzLl2y Sy OdGYSyid NBI
physically performed, other Fluxus scores were actualised through reaaidgmagining, some

scores such as Dick Higgins 1@&hger Music Number OseS NBE RSt A0 SNI St & WAYLR
Il A33Aya &a02NB G2fR GKS NBFRSN (2 walLkRydalyS2dzaft e
GKNBS dG2NASaAQ Gandys POyt yaD). {invdstigéte thisykidd of interaction
between document and participant later in this thesis and highlight how particular documentary
strategies can be understood as a form of notion or scoring, particularly in Chapter Three when |

disOdzaa {AY2y 2KAGSKSI RQa RNI 6 A ybights & FitRMiggyiides K I LIG S NJ

TNRY | Ndan Milb@knizak,dzOK | &
YR aAS12 {KA2YAZ SiG |

™M fx

¥y 02ttt S80GAa2y 2F CfdzEdza aO2NB
lfAaz2y Yy2gtSaszs blyY wdzyS tl A7
(2002)The Fluxus Performance Workbook.
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The wide variety of theoretical debates about the role of documentation has been a catalyst
for more practical explorations within the field. As has been disetighus far, there are many
different ideas about how we should understand documentation and what its functions might be in
a practical sense. These debates have enabled some to shift their research focus to consider what
the role of the person documentinmight be or a more thorough exploration of the process of
R2OdzYSyidAy3a LISNF2NXYIFyOS Fa | LINFYOGAOS® LYy Wt SNF
520dzYSyiAy3a t SNF2NXIFyOSY 4gKI GQa {KSmoRgstohee NBy OSK
thingsc these specific questions in more detail. Firsbtigh, he wanted to consider the some of the
active terms which have come into regular usage almost in an organic and, Sant would argue,

unconsidered way. He states thus:

Performance documentatiois a passive phse; it signifies an
inactive material, objects and documents, perhaps that
remain in and of themselves.

Documenting performancis an active phrase; it signifies the
act of doing, of making or curating documentation.

Performing documentss interactive it signifies the coming
together of documents and bodies. This relationship may be
trans-active; a something coming and something going, a
sharing between body and document.

(Sant, 2013)
{FydQa LI LISNI Ay @Angutstic sigaiicance andDdffgrénsePoSthebelten®
but it also opens up a wider discussion about the active role of the person documenting
performance. Is this a purely functional role? Could there be more creative implications for the
documenter? What nght the role of the creative documenter include? What make the roles and
NBaLR2yaroAftAdAsSa 2F adOK | LRairtGAazy G118 2yK 12
There are multiple roles within the theatre practice: director, writer, actor, stagsigher, stage

manager, technician (to name a few). However, given many arguments and discussions surrounding

performance documentation, it is not surprising that the role of the person who documents
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theatrical performance is not clearly delineated. Perhapow more than ever, there is a turn

towards documentationDocumentation has taken on new cultural significance, especially in the last

ten to fifteen years as new technologies and social media platforms transform the way we record,

store and transmit iformation. It is an expansive phenomenon which shows no signs of reduction or
limitation, evidenced by figures released by Facebook that show how the platform has consistently

grown year on year, and now has over 2.23 billion monthly users (Facebook, 2&)cements in

new technology have made it an affordable possibility for the vast majority of the public to have

phones with cameras built into them. The role that documentation plays in our daily lives has
become more pronounced as it is with ease theg share and disseminate our personal information

and content through websites like Flickr and Facebook (amongst many other social media). It is
LISNKF LJA GKAAa yS¢ Odzf GdzNI f Gdz2Ny 6KAOK Yl 1Sa DI @&
feel anguish athe lack of more durable traces of these experiences, most theatre artists are more
AViSNBAGSR Ay GKSANI ySEUGU &K2g¢ (KIYy R20dzySyidAay3
dzy RSNARGIYRF0ES G2RE&d !'a aO! dzZ S& k toaddcunierdtl G S&a
performance before mechanical forms of recording became familiar, not least because such
R20dzySydlt A2y ¢2dAd R KI@S 0SSy AYLRaaArAotSQ omdoyc
to document and that they are accessible to almost geee is an overriding reason as to why
R20dzySydtdAz2y KIFa 06S02YS &2 AYLRNIFIYyG Fa wSlIlazy
certain that the existence of increasingly sophisticated methods of recording intensified both urge

and expectation for documeénl G A2y Q OwSl 42y > HnncyY LIPHCO D

Documentation, in both its implicit theoretical complications and practical concerns, is
always bound up in questions of what the nature of the live performance event is. Notions like
transience, livenesand disappearancenave been used in multiple way® open up the dbate
about what differentiates live performance as an art form. The positive enforcement of the idea that
performance is uncapturable as a result of its inherent ephemerality has been a consistent motif
that problematises the field of documentation as well as challenging and extending understandings
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around nodes of dissemination. Exactly what constitutes a document has been challenged over the
last fifteen years, moving away from the idea that documents arey goilysical materials or
inanimate objects awards a wider understanding which incorporates the idea of the body as a
document. Performance archives have proved to be fruitful breeding grounds for new experiments

with documents and modes of presentation.

This review demonstrates that from the philosophical debates on liveness and
disappearance, a more practical question of what actually constitutes documentation is produced.
Whilst those interested in the former primarily concern themselves with investigatnd theorising
the ontology of performance and discussing the implications of performances relationship to the
documents it produces; this thesis focuses more on the varied documentary strategies of my three
case studies. Each case study adds to theudson by using landscape as a lens for drawing
FGdSydAazy G2 ydayO0Sa 2F G(KS 62N] |yR GKS RATTSN
those nuances in their performance documentation. Landscape becomes a useful framework for
analysing the daements themselves as it exposes certain limitations of the forms used (the fixity of
certain documents like photographs, recordings, reports, and their inability to account for the
complex multiplicity of the experiences afforded by landscape performante)landscape concept
also opens up new potentials for documentation as objects or tracks discovered on the land are
reframed as documents that evidence past acts of landscaping, or how a repertoire of commonly

performed activities operate as triggers fomemories and past experiences connected to the

landscape.

Discussions of the archive and repertoire, ofereactments and other embodied forms of
documenting performance, acknowledge a wider spectrum of ideas about what documents can be
and can do. Thesdiscussions are taken forward into each of the case studies in the particular
R20dzySyida aStSOGSR T2NJ RA&aOdzaaA2y® Ly GKS aSoz2yr

culminates in new performance events in which documentary films are presentethe third
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landscape, and how these can be downloaded and experienced by new audiences. In the fourth
chapter | show how thdlis-guidesinvite the creation oihew Mis-guidesbased on the experiences

of the participants. By moving between photography, blogs, sound recordings, drawingsjisnd

guide exercises, this thesis examines a broad spectrum of materials and practices that can be
considered performance doowentation and considers their potential and limits through the lens of
landscape. It adds to the current debate by showing that the ways in which the performance makers
produce documentation establishes different audiences for the work and engages themann

different ways; ultimately, it makes a case for recognising documentation as a creative practice in its

own right.
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LANDSCAPE PERFORMANCE DOCUMENTATION

Finally, this section concludes with a consideration of the connections between gxistin
debates on documentation and the previous discussion about landscape performance. It investigates
the ways that phenomenologicallgspired conceptions of landscape relate to existing discourses on

documentation.

All present experience contains ineraedble traces of the past
which remain part of the constitution of the present.

(Ashcroft, Griffiths and Tiffin, 2007: p.158)

In the study of the history and the material traces of the past, both performance and
landscape studies have bowed from other disciplines such as forensic science, history and
archaeology. InTheatre/ArchaeologyPearson and Shanks highlight that the role of the theatre
historian is very similar to an archaeologist, dealing with the material remains of the past in
attempt to 're-contextualise’ events for an audience to encounter in a mediated form.
Theatre/Archaeologyis itself collection of documents; a composition of a fusion of anecdotes,
photographs, stories, critical analysis, reflection, definitions, suggesand ideas all intertwined in
a dialogue between its two authors. They discuss the tagsemblageand how it binds their two
disciplines together as both make use of the term in similar ways to signify the creation of meaning
by working with fragmert @ | NOKI S2f 238 F2NHSa | WwWaSyasSqQ 27 i
images, diagrams, collections, and writings. Performance, and in particular devised work, can be
seen as a kind of assemblage that:

WNB&adzZ Ga FTNBY GKS ARSy(tanfoh OF GA2y &St SO,
concepts, actions, texts, places and things which are composed
YR 2NDKSAGNI 6SR Ay &Ll OS FyR GAYSQ
(2001: p.55).
Landscape performance, of all kinds, leaves traces on the land, documenting the things that

have happened there. A phemenological understanding of the landscape places significant
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emphasis on the influence of the historical past on our experience in the present, that 'the
environment is itself pregnant with pasas we walk it, we not only remember our own pa#tat is

after all how we get aroundbut also enact the activities of those who have gone before; '‘places do

not have locations but histories' (Ingold, p.219). The landscape is bound to memory; individuals visit

and revisit the same places. For many, our liges encapsulated by the routes and routines that

YI1S dzZLJ 2dzNJ RFAf @ FFOGAGAGE@Dd hdzNJ NBLISFGISR Y2@SY

SyRt Saate NBOI ¢ LINS@A2dza S@Syia R aSS (NI OS

~

Fy
movements can be ¢adl dZNBR Ay WRS&ANB fAySaQ gKAOK Aa | GSN
1]

0@ KdzYkya 2N IFyAYlIfa 6KAOK RAGSNHSA FNBY O2yONEBI

(Figure 1. A desire line through trees, Barnet, Kake Pugh, 2007)

These informal pdits produced by pedestrians show the shortest or most easily navigated
route between an origin and destination; the trails evidence the continual repetition offedbof
those who circumvented the official route to take the shorter distance. These desa®relate to

performance and dance scores in that the line is instructive for movemantiting others to follow

73



G just as dance scores document choreography for others to rehearse and repeat. But, further than
GKAAZ LYy3dI2fR Yy20iSAaKgRail VAKADNENORRY YSEdzi NI G KSNJ
landscape is not some pexisting form which we arrive at and effect through our activity, rather
Wo2GK o0SAYy3 YR SY@ANRYYSyYydG IINB YdzidzZ t & SYSNB
(ibid). Desire lines are not merely another brushstroke upon a canvas, the landscape is not fixed like
scenery and we perform on top of it. Rather, landscape emerges in the interrelation between beings

FYR GKS LJIFO0Sa (KSe& Ay K limthelpxttertdf his foofprintdB 82ad@ y A 4 S
because the gait preceded the footprint and was inscribed in them, but because both the gait and

GKS LINAYyGa FNRAS gAGKAY (GKS Y2@SYSyid 2F GKS YI y

mark our materal surroundings and such marks are authentic traces of our lived experience.
Ingold states that the traces left on the land may be either be additive or reductive:

A line drawn with charcoal paper, one with chalk on a
blackboard, is additive, since the tedal from the chalk forms
an extra layer that is superimposed on the substrate. Lines that
are scratched, scored or etched into a surface reductive, since
they are formed by the removal of material from the surface
itself.

(Ingold, 2007, p43)

CNRY G(KS 20SNI FRRAGADGS YENJAy3Ia 2F ANF FTFAGA
designs, their actions inscribing their own personal influence on the surfaces, to the more subtle
markings of those who scuffed their rubber soles onshbway tiles; the reductive markings left by
those who have inadvertently stood in mud and carried some with them on their shoes, or perhaps
those who chipped paint off of a railing, or worn down the stone steps over years of repeatedly
climbing and descating them. We inscribe ourselves on our surroundings in many different ways,
each mark or trace documents the action that has taken place there. A discussion of these markings
and their relationship to landscape whilst found and observed; still relates more to the
phenomenologicallynspired conceptions than the Cartiesian; additive and reductive markings zoom

in on the detail and, by their nature, never presume to present the landscape as an observable
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whole. These markings always relate to a movemestiitan/experience that happened prior to its

creation, they evoke experience rather than the picturesque or geometric.

This research project will work in mind of these debates and concepts and will often draw on
current theoretical stances towards performee, documentation and landscape as the thesis
develops. | add to these discussions through an assessment of the multiplicity of certain
performance documents, attempting to give detailed analysis of the numerous roles and functions
that particular documets create. As a focus for this research | will look to explore performances
that forge complex relationships with the landscape. Just as it is clear that phenomenolegically
inspired conceptions of landscape share a vocabulary and interest with performidieceame is
true for documentation. This triad of interests is the foundation for this thesis as it gets tangled in
guestions about the particular liveness of landscape performance and the implications involved in

trying to find and discuss the traces ttihey leave behind.
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Key Questions:
2 KFG adNFGS3aIASa KIS 0SSy dzaSR (G2 R

What ideas of landscape might be produced through the documentation of
landscape performance works?

Can performance through its documentatibelp to articulate or extend our
understanding of landscape?

CHAPTER 2
b + | $péed of LighDocumentation

NVA is a Scottish arts organisation founded in 1992 by their longstanding artistic director Angus
ClFNJdzKINY ¢KS | ONRyeyY ¢gKAOK T2WIV&S (&S0 ANZ IdADINE D Iy
GSNY YSIyAy3a WGKS NARIKG G2 AyFtdsSyOS Lzt A0 | FFI
scale performance works in a variety of outdoor locations. In recent works they have used light and

sound to draw attentionto aspects of the landscape, and they invite audiences to experience or
AYGSNI OG0 ¢6AGK (GKS flyR (K2dAK ¢gFf1Ay3as NizyyAy3
public art, which articulates the complex qualities of a location through collecd@ 4 2 y @ ¢ KS 42 N
sees each audience member as an individual who, through direct experience, is enriched and
AYVALANBRQ OCIFNJdzZKINE HAMMY LldmMmMpOo® bzx! QF g2NJ &
particular actions in a selected location, wadinmauriver or climbing a mountain, for exampfehe

performance work itself emerges from the direct participation in the landscape. The organisation

aims to allow those involved in the wockparticipating performers and audience memberg 2 - WNB

imagineNJ NBRSFAYS dzNBIy 2NJ NHNF £ &LJ OSQ KAt &ad SELX
SIFOK 20KSNIR O0CIFNJdzKIFI NE HnamoY Hidgsadvarg@nisgtionyh@sS A G a
endeavoured to create performance works which explore the ways thatamsnexperience and

interact with landscapes.

“ particular examples includghe Secret Sig1998) atFinnich Glen, Drymewherein te audierte, wearing
hard hats and wading bootajere guided througldark watersexploring a site that was animated bght,
sound, projection, fire and specifically created effeétalf Life(2007) atkilmartin Glen, Argyis another
example where NVA guided diences around a number of prehistoric landmarks.
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During its formative years NVA experimented with different modalities of performance.
Works likeThe Silent Twing1994) andPain (1996) were storbased dramas, presented to an
audience of immobile spectatoiis what might be considered a more conventional esrd stage
setting. Alongside these narratibmsed pieces however, NVA also sought to create more
experimental work which gave particular emphasis to the ways that light and sound could be used to
draw atention to and animate specific aspects of the landscape. Beginning in 1998 hétSecret
Signand then following on with works likEhe Pathn 2000 andthe Storr: Unfolding Landscajie
2005, NVA really emphasised their commitment to exploring relatigps between performance
YR fFyRaOlI LS ¢KSANI RS&AANB G2 SEFYAYS WiGKS sl &

aSyasS 2F GKS fryR 2y sKAOK GKS@ SLISYR | yR 0 dzk
consistent in all of their work. SeonBeid, in her background chapter for the organisations
publication onStorrrA yaA ada GKI G W3iKS & 2¢Ndspedt for tHe laddscapd in 0 dzA f
which it locates, respect for the cultures it seeks to interpret and respect for those who wiknésg

OHNnnpY LldmMcO®d® ¢KAA aildzRe gAftt lylfeasS b+x! Qa R20

have been mediated and presented.

In the previous chapter that framed the thesis, | outlined some competing understandings of
landscape and explained howeth related to my conception of landscape performance. The main
concern raised in the first section of the framing chapter was that the phenomenological
conceptions of landscape would be less compatible with the materials that were produced to
document thework. | follow this line of enquiry in this chapter through a focused investigation of
bt! Qa R20dzYSy (I NBE &GN} GS3ASa FyR YFGSNALFEAS Fa L
performance documentation through these competing definitions oidiecape. | use concepts and
methods from cultural geography and anthropology to consider the ways in which certain
performance documents align with or disrupt particular conceptions of landscape. This chapter
focuses on theSpeed of Lighsuite of works with span 2012 to 2014, particularly because it
articulates the conception of landscape performance highlighted in the introduction to this thesis.
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Their workis particularly pertinent to this thesis as much for their documentary practices (that is the

way they document their work) as for the works themselves. The framing chapter also drew
attention to how debates on performance ontology led to a greater focys oLIS NF 2 NXY' I y OS
relationship to its documentation. Understandings of what constitutes performance documentation

have evolved in recent years in light of new experiments, both with the technology for producing

and sharing documentation becoming widely aablié and a popular site of exploration for
performance makers. There are a number of academics who have investigated the form and
Fdzy OliA2y 2F R20dzYSyialdAz2zy Ay tAIKG 2F Iy SOSNI S
LI LISNE W5SLII KDAKPRBES IKY RESdASYy G GA2y 2F LISNF 2N
(2010) for example, explored how the advent of digital technology in live performance has
complexified the traditional perceptions of archives by altering the architecture, space and
dimensionality of the live event. The work of Elena Pérez also explored how performance

LINF OGAGA2YSNESES (GKNRdAzZAK GKSANI dziAafraaldrazy 2F SY§S

of the participant into documenter as part of the cultural evenNtB dz3 K 3IF YS RSaA3 &

<,
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and complex documentary strategies, highlighting the broad methods that Angus Farquhar uses to
NBLINSASY (G KAA& iroladvigJligifi@ad photayraphy). This study gives a greater
understanding of how NVA produce documents that create space for new audiences. NVA employ a
variety of strategies to document their performances and their creative processes. This study will
focus on{ LIS SR 2&cuhulaBKdb@mentation and provide an analysis of the potential and
limits of their documents to represent landscape performance, especially in mind of the complexities
involved in phenomenologicalipspired, fundamentally unable, conceptions of landscape adopted

to frame the work. Throughout this report | will investigate what methods NVA employed to
documentSpeed of Lightl will explore how NVA employ different documentary methods to account

for different elements of theirwork but | will also investigate what the implications of these
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strategies are, what their accumulated documentation can and cannot convey of the complexity of

the landscape performance experience, and why.

Speed of Lighbegan as one of four nationafkgjects, commissioned as part of the Legacy
CNHZAGQa /2YYdzyAGe / SESoNIFGA2ya LINPINFYYSTI 6KAOK
HAMH hf@YLAO YR tIFENXfeaYLAO DIFIYSad bzx! Qa 62N
became known as the Cultur@lympiad, a celebration of key ideas connected to the Olympics such
as: team work, dedication, and athleticism. The original manifestatid®petd of Lighwvas located
2y ! NIKdNRa {Stidz 'y SEGAYOG @2t Ol y2 ughtkhedi 22 Y
Ay o2t dSYSyid 2F NHzyySNE FTNBY Fftf o0FO1l3INRdzyRaADP ¢ K
Seat at night in groups of around twenty. Each participant was given a walking stick which was
integrated with LED lights to illuminate their pafihe audience had the opportunity to watch a
performance unfold on a different part of the mountain as over a hundred runners, wearing outfits
which also incorporated full colour LED lights, ran in patterns on the side of the mountain. The suits
were contolled remotely by a wireless DMX system that allowed the company to have individual

fAIKGAYT O2yiNRE 20SNJ SIOK 2F (KS adadaQ O2f 2 dzNJ

Although the work began in EdinburdgBpeed of Lighs perhaps better described as a series
of events whichstem from a central concept, a concept which has proved adaptable as it has been
recreated for different destinations and has continually shifted in scope and scale. The concept is
simple; participating performers wear specially designed LED light suitsnave in choreographed
patterns at a predetermined outdoor location. After Edinburgh, Farquhar t8pk&ed of Lighto
Salford in England, Yokohama in Japan, across the Ruhr in Germany, and most recently to Leeds. In
its most recent permutation the concepvas adapted to cyclists and LED lights affixed to bikes. Each
time the performance moved to a different location NVA would strike up new partnerships within
the local community and work with new choreographers and participants to plan and perform an

ateNBR YIYAFSaGErGA2Y 2F GKS 62N] P /2YYdzyAdeé NBYIF A
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and forms the basis of their working practice in many of the projects they do. It is through
collaboration, facilitation and participation that projects on the scafeSpeed of Lightan be
I OKAS@PSR® Ly To#hv@ and tdd4old: Xhe IFuiuke2of/a Contested Land$2ampé)
Farquhar lays out his approach to creating work in collaboration with local communities:
A community is not one thing and one opinidni Q& |y Sy Rf Saa
diversity, and there are tensions and arguments within the
O2YYdzyAlASAa |yR RAalFIINBSYSydaod ¢KIGQa
rather than attempting to homogenise and make everyone into
I LISNFSOG O2YYdzyAGexr &2dzQNB NBIf AaAy3
G2 FSSt O2YF2NIlIo6ftS 2N dzyO2YF2NIlofS

very important then to respect this plurality of visions.
(2011: p.87)

The fundamental impulse to accommodate (if not entirely account for) the multitude of
experiences and sendiities of their participants remains a central concern for the company, and it
links with a clear aim to present their work and the landscape in ways that are manifold in message.
Farquhar hopes that his work avoids projecting any premeditated messagetiomtiocations they
perform in. He prefers to think that those participating in the work (audience members or
performers) will gain their own interpretations and relationships to the landscape through the work
as it unfolds. Whilst the central concept rams the same in all th8peed of Lighévents, every
version is conditioned by the particularities of each new location and the people the organisation
choose to collaborate with. The version of the work based in Yokohama is different to the version
basedin the Ruhr, the former is performed within a built up urban area and therefore offers a
different kind of experience to the latter, which is performed in a spacious landscape park. | do not
want to overstate the differences in each of the works so mush avant to highlight that the
concept succeeds in adapting to new locations, attracting different participants and reaching new

audiences.
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THE EVOLUTION OF NVA'S DOCUMENTARY STRATEGY

Just as the live events adapted and evolved as the work travellegwolocations, so too
RAR b+! Qa R20dzyYSyidlNE adaNIrGS3ed 90ARSYOSR Ay @K
variety and volume of documentation grew with each new version of the performance. What this
chapter will show as it develops is that dogentation moved from being a subsidiary part of the
process, which only attempted to account for the live event, to a constituting part of the live event,
YR FAylLftfte G2 o06SAy3 LINBaSydidSR Fa FNIg2N)] Fda
docunentary processes is worth considering further because it shows how the organisation
identified the artistic potential of certain types of documentation and then incorporated certain of
them into their live performance events. This evolution is evidencesihiplest terms in volume and
scale: for the first version of the work in Edinburgh, NVA employed a set of documentary strategies
including: photography, autobiographical accounts, descriptions of the land, and short video clips.
The documentation was futional; each aspect contributed a different kind of representation which

aimed to build up a sense of the work in Edinburgh.

The documentary methods became more elaborate for the Yokohama instaimepesd
of Light there were more images, more detailatbscriptions and reflections, which began to
include views of people outside the creative team. The company also collaborated with other artists,
inviting objective (as far as that is possible) observers to use one iteration of the live event as
materialfor their own documentary artwork. It is important to incorporate the word artwork here to
denote the ways that the light from moving participants was manipulated to produce new abstract
shapes and patterns which were fundamentally aesthetic as opposedotmmentary. Video
material for the Yokohama iteration, for example, was captured by Tokyo based director Ayumi
Sakamoto utilising a range of camera angles, filters and techniques to produce her film. This
represented a shift in scope for the video docurtaion from a simple end product to something

far more complex. Videos produced from previous iterations were limited in their scope made
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through the recording of the entire work from a few fixed angles and then formed via a selection
and merging of momeistinto the one linear video. Axel Biermann, the Executive Director for Ruhr
Tourismus, explains that by the tingpeed of Lighieached Germany the images were considered to
be an essential component of the event as one of the key motivations for comniiggithe work
gra (2 WwWIASYSNIdS yS¢ FyR AYLINBaarAgS AyYlF3Sa 27
Biermann recognised the potential ¢f LJS SR 2 five ¢vanH 1t bb&ddsed not merely as a
performance work to be enjoyed in the moment but alsonzeterial that could be used to produce
visually stimulating images that could offer new and exciting representations of the Ruhr.
Representations of the Ruhr had mainly been comprised of daytime ghibis fact that Speed of
Lighttook place at night anéh the dark ensured that images offering an entirely different aesthetic
quality would be produced, helping to advertise and promote a different kind of landscape

experience to potential visitors.

In the latest instalment of th&peed of Ligtgeries inMay, 2014¢ renamedGhost Pelotoras
the work was adapted to celebrate the beginning of the Tour de France in Leeddeo
documentation was integrated as part of the live event. The performance took on a different form as
the lightsuits were worn by vainteer cyclists and LEDs attached to their bike wheels. The audience
were situated around a makeshift arena in Waides Yard in Leeds and watched as the cyclists circled
round tracks and shifted between multiple formations. As the cyclists sped round theas, video
documentation was projected onto a large screen adjacent to the arena. Up until this point, videos
were only recorded, formed into a separate piece which would then be made available for viewing
weeks after the live event took plac&host Pelton demonstrated that the aesthetic attraction of
a2YS 2F b+x! Qa SENIASNI OARS2 R20dzySyidl GdAaz2zy o1 a
into their live event itself, which NVA did in different ways mixture of prerecorded and live
footage. @ course, this necessitated a development in filming techniques as the facility to record
and project live footage, and apply certain aesthetic filters to that footage, had to be found and
assimilated.
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Alongside the live footage, there were two documentdiims made, edited together and
then projected on a large screen as part of the event. The first film was documentary footage of
selected cyclists wearing the lightits as they travelled through the Tour de France race route in
Yorkshire. The second l@boration extended past the theme of cycling and presented
choreographed movement pieces by the Phoenix Dance Company, which were shown in slow
motion, real time and sped up to create different effects. The amalgamation of live performance and
previously unseen video documentation demonstrates how important certain kinds of
documentation became for th&peed of Lighproject. The evolution of the documentary strategy
impacted on how the work was interpreted in relation to landscape. What began in ttgdnation
in Edinburgh as a piece designed to animate the land (to use light to show elements of the
topography literally in new light) seemed to become less about how light could animate the land and
more about the manipulation of light for visual effea position emphasised by the fact that half of
the filmed footage that was presented at the live event had not been recorded on site at all, opting
instead to use an indoor studio space in a different part of the city. | am not making a qualitative
judgement here, simply stating the fact that the different documentary strategies employed
throughout the development of th&peed of Lightroject influenced the extent to which landscape

was represented in the work.

On the &' of October 2014 NVA preseu three short art films at the SWG3 venue in
Glasgow. The films were refined versions of the original documentary materials from the work in
Japan, Germany and England. Ayumi Sakamoto created the film which used the version performed in
Yokohama, Alan Mci SSNRa FAfY dzaSR GKS wdzKNJ GSNEAZ2Y S | yF
footage both from theGhost Pelototive event and other documentary materials he gained before
the event took place in Leeds. The documentary films mark the end of an itepmteess: for the
first version of the work, the documents were created to account for the event and to help sell the
concept (very successfully) to other arts commissioning bodies and producers around the world. In
later versions ofSpeed of Lighin Manctester, Yokohama and the Ruhr documents were created
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both to account for the work and sell the idea but they also showed an increasing awareness of the
artistic potential. By the tim&peed of Lighevolves intoGhost Pelotondocumentation has become

a certral component of the work, developed before the event and presented live with the cyclists.
Finally, in Glasgow, the documentary footage takes on new significance as it is presented to an
audience at an event dedicated solely to documentary footage. Herotvords, the documentation

becomes the central focus of a n&peed of Liggvent.

This study will now draw attention to selected documents, explain how they were created,
for what purpose and what meanings can be drawn from them. | aim to reveal héotv iéed
different kinds of documentation to represent different aspects of the work and how certain artistic
decisions led to the creation of documents which present complex landscape performance in
different ways. The section following this focusesonghe @ & (G KIF G b+! Q&4 R2 O0dzy Sy
organised and presented and attempts to explore how the documentation has been mediated for
particular purposes or effects. The research will explain what the complexities of docum8péed
of Lightwere as well a exploring the multiple relationships and functions the documents have. My
hypothesis is that works likBpeed of Lightequire more elaborate methods of documentation to
account for the complexity of the work, and in the attempt to find ways of documgntiie scale
and specifics of the work, new creative potential is uncovered. Further, | will argue that these new
creative potentials can produce a range of documents that articulate certain qualities of landscape

performance in a variety of ways.

NVA hae consistently relied on Alan McAteer and his images to form the basis of their
documentary strategy. Although photography is a fairly common method of documentation, it is
perhaps not an ideal method for creating a representation of a landscape perfoengiven that
an image, by its nature, fixes moving and dynamic elements at a particular moment (elements that
FNBE ONHzZOAIf (2 GKS LISNF2NXIyYyOSQa 2yiz2t2380d ! a

W2FGSy trea adNBaa dzA3RA 2202 yYHS I0didzNB (KT R ANRE GiEL

84



z A

OHnNnTY LMoy BKAOK asSSvya (2 o6S |G 2RRa ¢A0K ¢
photography, its ability to freeze action (2008: p.15). Landscape theatre performanc&péke of
Lightseemto emphasise the impossible task of the photographer to capture the complexity of the

work in a single image, a situation | will explore in more detail as this chapter develops. However,

a0l SSNNa LIK2G23aINI LIKé RSY2yaid NI diaflaastisomelafdhask 0 f S |
difficulties through a creative method which may also bring phenomenological understandings of

landscape and photographic representation closer together.

It was important to NVA that McAteer could find a way of evoking the peréoice event
which highlighted the particularities of both the performance and locations they were presented at.
The organisation gave McAteer a creative brief to produce visual representations that were different
to others captured at the same locationandes Corner contends K & f  yRa Ol LJS& | NB
result of cultural interpretation and the accumulation of representational sediments over time; they
INE GKSNBo6e& YIRS RAaAGAYOUGU FTNRBY boAf RSNYySaSab | 2
Ff 0K2dzZ3K Wil yRaOFLISa YIed 06S NBLNBaSyidlGaz2yltfe
and the same materiality may enable very different relations to human subjects (Rose, 2003: p.271).
Ideas of what a particular landscape or what it means are shaped by the reproduction and
consumption of its representations. Similar photographs, paintings and descriptions of landscapes
invariably consolidate specific ideas of what that landscape is about; what happens there; why it is
significant; and, Wwat it means. They also suggest ideas of landscape as static and as separate from
KdzYly SELISNASYyOS® ad! 6SSNNa AYlF3Sa 6SNB (G2 2FFS

performance and its selected locations.
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CKS 062@8S A& |y AYlF3AS 2FtheFiRtiAogaiiomeNiRKSpeedd ¥ | NI K
Lightwas produced which is featured on the Scottish National Tourist Organisation website in the
section2y ! NI KdzNR& {SIFdG FyR | 2f &tyica Rf antHoméddofficialK A & NB
representation of the sitgindicative of the particular way the organisation wants Edinburgh to be
GASHESRT AdGa FAY A& G2 LINE LI 3cenicSpediakl® somdththy G KI G
interesting to look at or a thing to look at other spectacles from. Maria Amoamo and Anna
Thompson (2010) argue that tourist boards have increasingly utilised iconic imagery to generate and

consolidate a lasting impression of atltheir locations have to offer:

R |a

(0p))

t NPY2UGSR AYl3S&a 02YS (2 0S LISNOSAQ
destination, potential tourists are directed towards particular
AYGSNILINBGlIGAZ2ya i GKS SELSyasS 2+ 2iG§KSN
contested via unequal relationsf @ower. The official image
YNl & (GKS wairdsSQ a | warakiQx o0SO2YAay3
place and the experience.

(2010: p.41)
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common set 6 actions or activities which visitors are expected to engage in dependent on their
particular circumstance. A local dog walker, for example, would have a different set of expected
actions to perform than a foreign tourist. Each, though, would still beeetgul to enact an
undetermined set of unspoken rules or expectatiohbere are certain ways of acting that, through
repetition, become normalised over time and risk propagating an authoritative perception of the
significance of that place through contidueepetition. Interestingly, Edinburgh City Councit re
Sy¥F2NDSa (KSasS y2N¥a o6& RAaALXF@Ay3d LISNXYIFyYySyi
LIK2G23INF LIKAO 2LIRNIdzyAGASAQ G RAFFSNBYG LRAyGa
which looks @er the railway lines and the Scottish Parliament (amongst many other buildings)
GKSNE G(KS DAPB8SNBai&eg8y GKS LISI] 2F ! NIKdzNDa {
proliferates an authoritative presentation of the city, prescribing a senstrictions for woulebe

photographers, tourists or city dwellers: on how to take images from the particular angles from

which they want the city to be represented.

The result of such sigmosting is the repetition of the same fixed image that enforces an
understanding of what parts of the city are interesting, what viewpoints are worthy of visualising.
Speed of Lighprovides an opportunity to think about the ways that theatrical performance, through
its documentation, may represent landscape differentign the dominant representations that are
currently in circulation. Both theperformance and its documentation provide new layers of
interaction and meaning and create space for fresh dialogues about each location in which the
LISNF 2 NXY I yOS & #magasSplaypa sigificantSr&eNii this. The technique used by Alan
McAteer invites us to reflect on what is actually visualised and what the images might convey. This
has significant implications for how we might rethink both the representation of lamisand

performance.
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LANDSCAPE PHOTOGRAPHY

Using the land as a subject of photograghgr the creation of that broad range of images
that might simply be described as the genre, Landscape Photogm@apiag been an interest for
photographers since the fauwlation of photographic technology, and has held its popularity and
continues to attract particular attention today. There is a long history attached to photographing the

4S5S4 tedd &latime WLIK2 (G

[N

land. InThe History of Photograpty SNNA / | a4 A R& &
when Western cultures were exploring new lands. It was used as a medium for documenting the

ANF YRSdAzNJ 2F GKS ylFGdzNF f SY@ANRYYSYGQ ownndpouod Ly
document the world through forays into the wilderneasd the frontier. Joan M. Schwartz and

James R. Ryan, in the introduction to their collectBitturing Place: Photography and the
Geographical Imaginatioch ¢ NA GS G(KFd WiKS | OSNR@GSyild 27F LIK2I(:
nineteenth century viewers, enahlj them to visualise with unprecedented accuracy and edse

themselves, their families, their immediate surroundings, their wider communities and the world
0Se2yR GKSANI R22NEGSLIQ o6HnnoY Llppud ¢KS I yRaoO
documentation in ordering the unknown and dominating the ‘unclaimed’ wilderness.
Representations of landscape can be traced throughout history, influenced both by aesthetics and
ARS2t23A0If O2yaARSN}IXGA2yad w2RySe W YSdpe DAGE S
LIK2323aNFLIKE& Aa 2yS 2F (GKS YI22NJ F2N¥Fda FyR Y3
LIK23G§23INF LIK& & WGKS ONBFIAGSST LIK20G23aANI LIKAO Ayaol
GKS f+YRQ OHAMHY LdoMpO® LIKE (QRAYRETAPALR2 YK E dAVRAE
4dz0 2SOGAGS NBfIFGA2YAKALE & AG Aa 2dzi 2F GKIFQ
decisions taken by a photographer about the kinds of surfaces, at what angle, distance and in what

light the pictue of the land is taken from have major implications for how the audience of the image

interprets the land of which the photograph is an index.
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The landscape photograph, as a result of its 'trtdtinature’ quality, has come to epitomise
the conflicting vwews of landscape: between seeing landscape as a replica of specific time and place
or as an image of an ideological state. In his attempt to redefine landscape in the context of
photography, Nathan Lyons draws attention to the discourse surrounding plagthgr including
such loaded expressions as 'documentary' and 'natural’. Lyons gets to the heart of the matter when
KS LRAyda 2dzi GKFG Odzf GdzNI tfex WwWgS KIF@PS LIAOGdzNB
the form of photographs (motion pictures nd television) that the composite of these
NBLINS&ASYGlFGAz2ya KIFIa |aadzYSR G4KS LINRPBLRNIA2Y& | YR
p.31). Lyons attempts to distance these photographs from the discussions and debates of
photographic history and iisSI R SYLKIF aAasSazr WiKIG ¢S &aK2dzZ R VY3

O2YyRAGA2YSR G2 t221 FG YR dzyRSNEGFYR LAOGdAZNBaAQ

There were a number of technological advances which laid the foundations for landscape
photography and shaped the types of larngpresentation available to the early photographer. In
18261827, Nicéphore Niépce managed to take what is considered the first permanent photograph
from the natural environment using a technique known as heliograpkarla McManus highlights
that in theseearly stages of development photography was heralded as a great technological
ROl yOSYSyld o06SOFdzaS 2F Ada FoAfAdGe G2 0S3z gKI G

202SO0GAPS NBO2NRSNN® { KS FdzNIi KSNJ defstodddRrhad &I (Y W]
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in explaining how the dichotomy bgeen the photograph as an object of artistic interpretation vs

scientific document emerged. In both cases though, it was thought that the camera objectifies the

* The process used Bitumen of Judea, a naturally occurring asphalt, as a coating on glass or metal. It hardened
in proportion to its exposure to light. When the plate was washed with oil of lavender tlomllyardened

areas remained. After Niépce died suddenly in 1833 his partner Louis Daguerre continued the development of
the technique. He found that if he exposed silver to an iodine vapour before exposing it to light, and then to
mercury fumes after th@icture was taken it would form a latent image. He then placed the plate in a salt bath
which set the image. In January 1839 Daguerre announced his procekshalied it the daguerreotype.
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land and in so doing, renders it a visual phenomenon open to interpretation and aesthetic
appSOA I GA2y® DAOGESGG yR ¢2ft2ySy aidlasS dKFdG Ay |
OF RIF GSNJ f AR 2dzi F2NJ GKS GASeAyYy3I LI SH&adNB 2F (K¢
institutes visual perception as the sole sensory lietaghip between them. It is a visual experience

F2NJ GKS NRFYAYy3d SeSkL ¢gKAOKkgK2 200Farzylfte ai
LRAYGQ O0HAMHY LIPpdpod t NBOA &St e 6KIUG GKS LINBR2YAy
also signiftant. Even in the early stages of its development, ir@agguring technology facilitated a

desire of photography to make a serious claim in its status as art and to generate images of the land

which emulated the expressive approach typified by paint&esJohn Constable and J.M.W. Turner.

The historical context for landscape photography lies in this first expressive movement
GKAOK gl & fFrGSNIYFYSR tAOQG2NALFE tK2023INILKezX (KI
an application of the principkeof fine art, and, in particular, on ideas of beauty and nature deriving
FNRBY G(GKS tAO0GdzNBaljdzSQ o0 DAf Y2 otEhe phetograghs delibesazely dzY Sy G |
produced for the purposes of showing particular views of the land for architecturalamning
purposes, for example coexisted alongside this work as a parallel practice. Pictorial photographers
attempted to create images which looked more like paintings or drawings. Some of the most
common techniques that were used to do this includaiht manipulation as well as deliberately
taking the images out of focus or obscuring the lens. A-kvellvn example of pictorial photography
Aad DS2NBS 5| @ NkeDyid XieldldRD, ivRich Nas Ipi&sented at axhibition of the
Photographic 8OA Si& 2F DNBIF G . NAGFEAY Ay tlft albfftx [ 2
achieved by using a pinhole lens. Pictorial photograplydzO K I & ¢ Bighii@itsitige yiiSidrical
desire of some photographers to present the image as both evidendbeofand as well as a
material which expressed the artistry and embellishment of the scene by the photographer. This is
verified by a news report on the painting in the Times on th& 80 September 1890, which is
highlighted in the British Journal of Ah@ I NJ LIK8Y WGiKS | GY2aLIKSNRAO ST7F
and, looked at from a suitable distance, the picture gives a wonderfully true rendering of the subject,
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combining in large proportions the broad effect resulting from skilful artistic treatment wign

F OGdzl £ GNMHMzGK Ay RSGFAE 2F | LK20G23aINI LIKQ oMy pno o

(Figure 3. The Onion Field, Essex, George Davison, 1890)

By 1889, Dr. Peter Henry Emersqra seminal figure in the field had already started
moving away from Pictorial Photography and promoting naligtic representations of the land
instead. In his bookNaturalistic Photography for Students of the Af889) he stated that
photographers should stop emulating the techniques in painting and start treating photography as
an independent form of art inits own right. He believed photographers should strive to
communicate something personal through their work and, pertinently, that they should look to the
environment for inspiration. This ethos was earnestly? pursued by a group of respected
photographerscalled Group /6% which included prominent members such as Edward Weston and
Ansel Adams, who produced images of the land using the smallest apertures on large format
cameras for maximum sharpness and detail. At their 1932 exhibit the group presented thei

manifesto that highlighted their differences from the Pictorialists; it stated:

The name /64 refers to theorresponding aperture setting fdhe focal system that was gaining popularity
at the time the group was formed. The seven members of the group were: Ansel Adams, Imogen Cunningham,
John Paul Edwards, Sonya Noskowiak, Henry Swift, Willard Van Dyke and Edward Weston.
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The Group will show no work at any time that does not
conform to its standards of pure photography. Pure
photography is defined as possessing no qualities of technique,
composition or idea, derivative of any other art form. The
production of the "Pictorialist,” on the other hand, indicates a
devotion to principles of art which are directly related to
painting and the graphic arts.

The members of Group /64 believe that photaghy, as an
art form, must develop along lines defined by the actualities
and limitations of the photographic medium, and must always
remain independent of ideological conventions of art and
aesthetics that are reminiscent of a period and culture
antedating the growth of the medium itself.

(in Alinder, 2014: p.88)

The group thought it necessary to strip away any manipulation of an image in the production
2F GKS LKeaAOlt LK23G23INILKT Ad o1& waEmoe 0St AST
clearly than the human eye. This was not only because the lens technology allowed the subject to be
ONRdAKG Ayid2 aKIFNLISN F20dza 2N Syt NBESR (42 &aSS S
camera's vision as clearly as possible thdyocated the use of aperture f/64 which provided the
greatest depth of field, thus allowing for the largest percentage of the picture to be in sharp focus.
14 2yS 2F GKS ANRAZLIQ&E YFAYy FFFAEALFGSA 9R6FNR 28
rSO2NRAY3I 2F fATFSS T2NJ NBYRSNAy3I (GKS OSNE adomadl
bSgKIff bX mMpymY LIPHcOD LG gl & GKS 3INRJZIQE 0Sf A
of the worldas it isand that it was the duty of th@hotographer to enable this through what they
called pure photographs. Group /64 predominantly focused their attentions on taking photographs
of the land. However, this broad subject produced different kinds of landscape photography. Some
images, like Add a @unes, Ocean(l936) andWinter Yosemite Valle§l9334), position the land at
distance far from the camera. This widened the subject to take in more features of the land. The
images are topographical in that they present their audience with a bro§dgvi 2 ¥ G KS Iy
FSIGdaNBad /tFNRAGE FYyR RSGFAE FNBE OKINFOGSNRAGAO:

AKFNL) F20dad ! yRE 28S8iG>X gAGKAY DNRdzJ FkcecnQa O2yC
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inspired, space was made for photoghes which presented images of items from the natural
environment, such as plants and pieces of wood, from the anatomy of leaves to the murky crevice
between rocks, which would be captured in close up, filling the entirety of the frame. Pictorial
Photograply and its naturalistic successor are important as they provide the context for
understanding how photographers have approached the land as material for artistic expression in

different ways.

Certain questions continue to dominate photography (as a digeiplabout the most
appropriate ways of photographing the land, particularly because common representations are
reproduced unquestioned in certain types of marketing or promotional material. |1 contest that
landscape performance, through its documentatiowan offer alternatives to common
representations of the land and open up new possibilities for interpretation. McAteer generated
multiple representations oSpeed of Light & A G Y2 @SR FNRBY ! NI KdzNR&a { S|
images offer a key examptd such alternative landscape representation. Much of the photographic
documentation of the events, selections of which are displayed in a number of different contexts
00KS 6S060aAiST CINJjdKINRa o6f23> | 06221 daygR 23GKS
represent the movement of a person through the landscape over time and thus resist presenting
landscape as a fixed and stable entity perspective. His images capturgditgta technique which
corresponds to early experiments in photography wharésts would manipulate light to create

what became known as light paintings.

LIGHITRAILS

In the late 1880s, French scholars Georges Demeny and Etietes Matey experimented
with camera equipment to pioneer photographic techniques with the intentimh capturing
Y2@SYSyild F2NJ KSANI NBaSIENOK Ay LIKeaAaAz2ftz23ed ¢CAY
ONBIlI GAYy3 aY2GA2y¢ LK2G23aINI LKA 2F FGKtSGSEaQ OHAm

bulbs to the joints of an assistant and created first known picture of a lightrail photograph,
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entitled Pathological Walk From in Fromlthough Demeny's photograph was made for academic
purposes (as opposed to artistic or aesthetic), the image is significant insofar as it was the first
instance thata photo had been made to intentionally produce a visible trace of a movable light

source.

(Figure 4. Pathological walk from in front, made visible by incandescent bulbs fixed to the joints,
Paris, Etienndules Marey and Georges Demeny, ¢.1889)

Expenments with photographic equipment continued in the early twentiegntury.
However, the creative potential of this method of image capture was not fully realised until 1935
with the work of American avargarde artist Man Ray. He is attributed as thetfadist to use a
WEAIKG LISYQ 2N Wi A3KG 0NHzKQ A BpaceM\EtingRByRubed 4 2y 2 F
mobile source of light (a small lamp on a length of wire or a miniature flashlight) which was moved
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by the hand of the artist in spae as if the artist was using a brush to paint on an invisible canvas. At

slow shutter speeds, the trajectory of a light bulb was recorded as a glowing trail, hanging
unsupported in the air. The aesthetic result, according to Patrick Bade, was that algesnooked
WFfdZAR YR ReylIrYAO 6KSNBlFa LIAYyGAy3d aSSYSR 02\
wktRYAGT 18 WEAIKG AGasStF sla Iy AyaidNHzySydQ oun
capture of lighttrails) has provided a constant w@e of inspiration for artists and photographers

alike for decades and Alan McAteer's photographs are evidence of the desire to continue with the

technique in the creation of images today.

(Figure 5. Light painting sqdbrtrait, New York, Man Rag935)
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Most cameras share the same basic mechanisms for capturing images: light enters an
enclosed box through a converging lens and an image is recorded on -adigditive medium. A
shutter mechanism controls the length of time that light can entex damera. As there is less light
at night, photographers need to keep the camera shutter open for longer in order to capture any
light available in the surrounding area. In environments where there are fewer competing sources of
light, those that are avaible become brighter or overexposed. When a camera is secured on a
tripod, any light which moves during the moments that the shutter is open is captured in the image.
The trace of the overexposure is a lighdil. The conditions for NVASpeed of Lightvere ideal for
capturing images of lightails. The performance was at night and all the runners involved in the

work were wearing suits which had a number of remotely controlled LED lights attached to them.

(Figure 6. Lightrail A, Alan McAteg 2012) (Figure 7. Lightrail B, Alan McAteer, 2012)
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(Figure 8. Lightrail C, Alan McAteer, 2012) (Figure 9.-trighD, Alan McAteer, 2012)
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time that the shutter of the camera was open.3peed of Lighhe lights are attached to bodies that
are running in choreographed patterns. What McAteer captures in his photographs is the way the
moving bodies manipulate the light aBely cross the terrain. The images themselves are abstract.
They do not necessarily show the details of specific people, objects or other corporeal materials on
the land. Instead, they show how the light travelled through the land, the pattern of movement
undertaken by the participants. The wavy glowing lines in the images represent thadgown
motion of different running bodies. The images are unstable as it is impossible to replicate the same
light-trail twice. Despite the consistency of the methodwale variety of results are produced. No
wavy line is the same as the last, presumably because no person shares the same relationship with

the terrain and walks or moves across it in the exact same manner.

The main source of light captured in the imagemes from the lights that are attached to
the participant. The focus of the representation in the images shifts, then, from the details of the
scenec the way the land looksg to the motion of the participantg, the way the land is acted on,
animated, andtravelled through by the active agency of living bodies. By capturing images which
focus more on an expression of movement or action as opposed to detailing elements of a scene
these images could be said to be more representative of a phenomenologicaistemiging of the
landscape, albeit within a limited scope that focuses solely on the representation of bodily

movement.

McAteer's images invite a reading (and perhaps even rely on a reading) from a
phenomenological perspective to understand what they ygng to represent. Whilst the images
fail to fully capture even some of the most fundamental aspects that collectively constitute an
embodied experience (such as sound, smell, touch, or other senses) they do still manage to shift the
emphasis of represdation away from the landscape as an immobile spectacle towards how it might

be experienced through movement. The technique for creating the images is not prescriptive of the
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outcome and the multiple patterns of weaving lines in all the different photogsagpesist fixed
representations of the landscape in their reluctance to present the details of the topography. The
patterns are abstract so we are invited to question their relationship to human bodies and to

guestion their relationship to the land.

THE MESHWORK

7 A

¢KNRdzZAK KAaa O2yO0SLIiazy 2F (K WYSaKg2Nl Q ¢AY
Ydzft GAGdZRS 2F LI NGAOALI yida ¢K2 FINB ff WIKNBFRAY:
striking lines produced by the ligitails perhaps der a neat visual metaphor for this. It is certainly
accurate that the images look more like threads than solid objects and that the trails offer a
representation more centred on interconnectedness and flux, but perhaps that is where the
metaphor ends. Ingld states that air and water are not objects that act. Rather, they are material
media in which living things are immersed, and are experienced by way of their currents, forces and
pressure variations. The meshwork invites us to consider the complexoredaips at play within
the environment ofSpeed of Lightr, rather, the kinds of ecology that the performance creates. This
insight provides stimulus for a variety of useful questions about the live event itself. For example,
what impact did the particll NJ ¢ S § KSNJ O2yRAGA2ya KI @S 2y GKS NJ
terrain and how did that relationship shape their embodiment of the landscape? Did adverse
weather conditions require the participants to communicate more with each other, for example, a
if so what effect did this have on their understanding of the landscape experience? These questions
FNB y2G SlFLaiate yasgSNIofS o6dzi Ly3I2tR | NBHdzSa GKA
there is little point in trying to make those kindd clear distinctions because the lines in the
meshwork are always in flux and constantly developing. It is enough to be aware of the complexities
YR dzyRSNERGIFIYR (KFd (GKSasS atALII ISE I+ NB-traily § SINI |

images are limited in their scope, whilst they can offer valuable representation of the
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interconnectedness, there is a clear omission of phenomena like weather and the various influences

that would have.

Speed of Lighseems to reinforce the phenomenologicalimmiple that landscape is in

LISNLISGdzt £ O2yaiNHzOGA2Y 2NE +Fa aAlGOKStt Lizia AdzX

(Mitchell, 1994, p.10). The images do not present the participating figures in a way that suggests a
prescriptive type denragement with the land. It is not clear, for example, whether the participants
are running, walking, dancing, crawling, jumping (or any other possible variant for a person to move
from point A to point B) across the land: exactly what actions werentdiyethe participants is not

clear from the photographs alone and therefore cannot pin down a specific type of engagement that
was happening in that moment. All that is clear is that there is movement of some kind. As you look
at the images they seem adlifey are still to reach the point of completion, as if the exposed light is
still to settle and bring the action into focus. The lack of discernible signification suggests that we are
witnessing something that is still being constructed in the moment dsveaptured. As the
meshwork conceptualises a landscape which is always in flux, this presentation seems to be

appropriate.

¢F1Ay3a 2y Ly32ft RQ3peed & Sighdurthdryl woul fargue ihatythe G 2
performance puts into place a set of condiis for people to interact with their environment and
RSGSE 2L 62NJ INRg Ay Ly3dz2f RQa GSN¥aov I aSNXSa
physical relationship is ever evolving and unfolding as the work progresses. It is necessary, for
exaY LX S5 F2NJ G6KS LI NIAOALI y(Ga G2 62N] 6A0GK GKS
slopes and surfaces as they move their way up and down in order that they do not tire out or injure
GKSYaSt @Sad ¢KSaS LINE LIS NIitan§ and fpécifid tiddinfenzieeguiregd S I
dependent on a host of factors like how long or wet the grass is at a particular point or on a
particular dayc the relationship is never stable and requires constant concentration to navigate.

Beyond the mental tdss involved in moving around on the hill, there are a number of other factors
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to be considered, like motivation and emotions that are triggered during the work. It follows from
this that the photographic process is a key part of meshwork: the performanert esets up the

conditions and, in the instant where McAteer triggers the exposure of light in the environment onto
the photosensitive material, the photographer and camera are implicated in the complexity of the

landscape performance ecology. In thistamee it makes little sense to think of a camera as some

1AYR 2F WIENIATAOAIETQ 2062800 200dzLeAy3d |y 20G§KSND

GKNRdZAK Ly32fRQa YS&aKg2N] FyR O2yaAiARSNI GKS AYI:

within an entangled, continually evolving, meshwork. The images become a record of a particular

creative entanglement happening at the time, albeit within a limited scope and time frame.

Theresults of this entanglemert the photographs foiSpeed of Light are not detailed in
ways that offer easy understandings of what the participants are doing. None of the images convey
the body in a way that is availabtein a semiotic sense to the reader. Whilst the undulating lines
do express something of the movemeaf a human walking or running, these actions are not
entirely fixed in the same way they would be if you saw the participants limbs in a position
suggestive of those actions: in their abstractedness there is still opportunity for alternative
interpretations. Other representations (like the ones produced by the tourist board) produce a kind
of stasis, in that the figures and things within the frame are motionless and stabilised but to read the
flIYyRAOFKLIS GKNRdIzZZK aO! (i SS NI ansHipy befv8ea larfd and badlieshib | R
motion. In order to capture these patterns of movement, the camera had to compromise by
reducing the light (and consequently the detail) within the frame to a point where the specific
aspects of the land (ground, foliageky) become harder to distinguish in the final image. The
specificity of the land is almost negated reducing the sense of connection between the land and the
moving bodies in a way that might be counterproductive if their primary goal is to offer a retard

live performance event.
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That is one of the reasons why NVA relies on a number of different modes of documentation
within their methodology; the images do not offer any explicit contextual information for an
audience to gain a clear or rational undersding of what they actually refer to. In the majority of
GKS AYF3Sa GKSNB Aa y2 OfSIFINI asSyasS 2F3x ¢KIG ! YSt
p.16). The images rely on other supporting documents to indicate the parameters of thewinick,
frees McAteer from a responsibility of making such information explicit in the photographs. On all
the platforms where the images are presentedthe websites and the book there is written
documentation which compensates for the lack of readabfermation in the photographs. On the
website for example, the press releases for each performance are available to download and the
links are positioned directly on the right of where the images are presented. A press release is a
statement directed at memers of the news media for the purpose of announcing something
ostensibly newsworthy, but NVA present their press releases to the public as part of their
documentary strategy. Each press release contains vital contextual information that makes the

images eadable as documents of performance:

For Edinburgit Each night hundreds of runners will activate specially designed light
-suits at night, illuminating the hillside. Runners will follow a
OK2NB23IN} LIKSR aSNASa 2F Y20SYSyia
network creating an astonishing visual display.
(Farquhar, 2012a).

For Yokohamg In partnership with the British CounciBpeed of LighYokohama
will be presented as part of Smart Illumination Yokohama, taking
place from 31 October to 4 November 212 / NBI 4§ A @S 5 A NX
Angus Farquhar will collaborate with Japanese choreographer
Makiko Izu, Director of Tokylmased performance company Grinder
Man, to develop a unique response.
(Farquhar, 2012b).

For Leeds Ghost Peloton was today annocgd as part of the Yorkshire Festival
Programme. Taking place on 16th and 17th May 2014 at Waides
. FNR OF2NNSN) ¢St Se . NBsSNRBOX GKS
of 50 road racers, stunt cyclists and lasgale projection of athletic
dancers all utilimg unique remote controlled light suits to produce a
stunning live choreography.

(Farquhar, 2014)
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NVA make their press releases available as a strategy for providing essential information that
contextualises their work and all the documetm related to it. The images are given meaning in

relation to their corresponding press release.

¢CKA&d A&  RANBOG &aaGNridiS3esx LXIFOAYy3a GKS O2YLJ
forefront in order to frame the work in their own terms. They geat what they think are the
virtues and importance of the work so that they are not missed by those reading, keen to limit the
possibility of readings other than those the company have created themselves. Whilst the above
examples offer the factual compents of the press releases (those elements that give the factual
YR O2yiSEGdzZ t AYyF2N¥YIGA2Yy0 (KS&aS R20dzySyida Ay
21 2KEYEFE LINBaa NBfSFaSY W{LINJftAy3d tAySaazF Nlzy:
AaSNRASa 2F fFYyRYFN] &aAidGS&aQ O0CIFNJdzZKINE HAMHOO® ¢K
set the terms and scope of the work and its possible interpretations. Nevertheless, the strategy also
allows McAteer to explore and experiment with diffeteways of photographing the work. NVA
were keen for theSpeed of Lighimages to have their own artistic autonomy or, in other words,
disrupting the ontological priority of the live event to be produced as artworks in their own right.
And the fact that tle contextual information is provided in other ways means that McAteer does not
have to try and produce images which convey that kind of detail and information. It would have
been entirely expected (given documentation from previous NVA works) for the aomipaask
their photographer to create images of the work that draw attention to the particularities of each

separate location but to do so would limit the range of perspectives available.

aO! 6SSNDRa LK2(G23INI LKa | NB Sgan®ilespdngeSof WhatR Ay OA
might have taken place in each location to produce such forms. Thelllighit Af & Ay aO! G§SSN
are similar to the white lines drawn around dead bodies at a crime scene; they mark where a body

has been whilst drawing attention tthe spectre of the action or movement which is no longer

possible or present. Pearson and Shanks state that a chalk outline upon the ground at the scene of a
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ONARYS YINla GKS o02Re& Fa | w3Ikz2adte LINBaSyOoSQ oS
IFARQ o6HnnamY LPmMTTO® aO! 6SSNRa AYlI3ASa INB Y

LI a4 || KAAG2NES | YSY2NEQ OAOARO® ¢KS 1S& RATFT
are drawn around a body that is immobile and motionlesg, lines captured in th&peed of Light

images are tracing a living, moving, sentient being. In both cases though, the body is a haunting
figure because of its absence. Both mark the presence of something which is no longer there to be

seen. On the other dnd, the chalk around the crime scene body is usually marking the point at

which something or someone has ended. Whilst the light gives us a clue to the event that took place,

the action that might have happened there, the body haunts the images pretisebuse it is not

gL AtlotS G2 aSSe ¢KS 6aSyO0S 2F GKS 02R& TFNRY
phenomenological emphasis, as phenomenology is constituted by its emphasis on embodied
SELISNASYOSod |1 26S@OSNI L O2 yiig§estibrgohg atBoil and raakeémént a O! G S
(as was discussed earlier in the chapter). Secondly, the images leave space for an audience to
imagine action into the image. Looking at the images they evoke in the mind an idea of the multiple
actions that hauntthell Yy Ra O LIS f A1 S (KS GK2dzalyRa 6Kz O0O2yiaA
in Edinburgh or move through the city in Yokohama on a daily (or nightly) basis. The choreographed

movement of the work provides the source but not the detail for the images; thiepe of light

allow an audience to project their own interpretations and ideas of movement into the images.

z ~

LG Aa Fftaz2 LkRaairofsS GKIG GKS 02yySOGAz2y oS
provided in the press releases may provoke an altogethderdifiit set of responses. Just as the
LINBE&aa NBfSIFIasSa LINBaSyd bzxz! Qa RANBOG AYyGdSNLINBGLF G2
provide a similar function. Consistently throughout the promotional materials, Farquhar uses terms
fA1S WiKSG B SNBSWEAG8Q 2F GKS NizyyAy3 LI NIAOALI y
work. This language seems to suggest that the work somehow unifies a group of individual runners
and shifts them towards a singular homogenous identity. This idea is re@ifovhen Farquhar
adlridsSa GKFEG (23SGKSN) GKS O2YLI yeée YR (GKS NizyyAy
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2F 2dzNJ LI NIEAQ O6HAMoOY LIWHO® 2KSy NBIR Ay O2yedy
running bodies and the depersonalisation of tharticipr yida Ay GKS AYlF3Saz CIFN
opens the work up to more sinister readings; they may configure the work ragass collective
spectaclec like Nazi rallies, or Soviet displays is clear then, thatcomplex and contradictory

messages cangxead in the images and other documentation.

These choices can be explained in practical terms though: in order-dodomate the large
number of running participants for all thBpeed of Lighevents, it was necessary to generate a
system by which a copficated choreography could be easily conveyed to lots of people in a limited
amount of time. A simple strategy was employed to combat the difficulty. Rather than teaching
Kdzy RNBR& 2F LI NIAOALIyida GKS SyiAiNBvalsglectdd®dt@ 3 NI LIK ¢
learn the choreography and lead the lines on the nights of the performance. The rest of the
participants would follow onefter-the-other behind the leader. The need for order and control in
such a large scale event led to a process whielrgnted more spontaneous movement outside the
organised structure. The uniformity of the system is reflected in the imagesn despite the
practical reasons, the work cannot escape a sense of a unified group of people which has overtones
of homogenisatin, and (in its most extreme interpretation) totalitarianisthis clear from what has
0SSy RAaOdzaaSR a2 FIN GKFEG Ay 2yS NBaLISOG GKS AY
movement. However, another way to understand them is that, byrigkhe individual out of the
representation, the company are making claims that the landscape can unify people into a singular
way of thinking or acting, thus linking with the uniformity of the choreography and affirming those
particular connotations. AArYF NB O2y OSNY 2F (GKAa Aad oK@AKSNI K
AYIF3Sa FTrAiafa G2 NBTESOG GKS LISNmE2YyFfAdGe 2F GKS
thanrK dzY'l y Wt F yYRAOI LISQU 'y R (KSANI NBfihglparigant& A L] & A
This alternative interpretation emphasises the possibilities open to these abstract photographs even

z A

Ay aLAGS 27 GKS O2YLIl yeQa o0Sad FGdSywia G2 YSRAL
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Ly !'YRNBG CAf YSNRA LI LISNE WHNY B She defc@ddy ¢ KS
his experience oSpeed of Lighas both an audience member and a participant in the version on

I NI KdzZNDa {SFHid 1S SELXIAYSR GKFdGZ F2NJ KAYSZ (GKS$

to navigate the difficultteir Ay 2 F | NI KdzNR& {SIF G NBIdANBR KAY :

kind of spontaneous relationship with both his fellow running participants and the land he was
running on. There were guidelines for the runners and a particular proxemic relatiomshripintain

with those in front and behind them. Filmer explains that once the performance had started, the
runners themselves paid little or no attention to the overall aesthetic spectacle they were each
contributing to. This was due to their preoccupatiweith the difficulties of staying on their feet and
dealing with the obstacles put in their way by the mountain (such as loose rocks or uneven paths).
Filmer stated that he was focused on the primary task of running up the hill and explained that the
lights helped him in this task by illuminating his path and allowing him to see the safest place to

position his feet.

He further explained the kind of relationship the participants had to build in order to
complete the choreography of the performance and wimapact that had on his understanding of
the work. Each runner had to listen and watch the person in front for any warnings of danger,
change in direction, or words of encouragement at particularly steep sections on their route. These
messages would theneébcommunicated down to the person behind, and so on. Filmer stated that
the completion of the choreography at the end of the performance gave a sense of both individual
and shared accomplishment to the group of runners and they congratulated and thankba#eer
for their advice and encouragement during the task. It seems that what emerged Smad of
Light,for Filmer was an emphasis on the ways that the landscape forced those participating in the
performance to communicate with each other and work o KSNJ & | GSIFY® ¢KS

abilities to complete the choreography whilst working though the difficult conditions of the site was

rewarded at the end by a sense of developed community.
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Neither the communication between moving bodies, the sense gfsigal difficulty, or the
developed relationships between the participargsn other words, the factors which seem to give
rise to the primary meanings of the landscape expounded by the performaace not easily (if at
Fff0 ARSYUATA agest Bhe visyal repeseit8idhddd mot make available the physical
strain or the difficulty of the task, nor do they show the sense of community between the
participants, which enabled the execution of the choreography. Whatever might be read from
McAteeQad A Yl 3ISas oKFG Aa Of SFINJ Aa GKFG GKS& OSNII .
landscape in order to focus more on the representation of the movement on and through the land.
However, the photographs do also draw attentiethrough absence to the limits of this type of
representation. Almost as soon as the argument is made for why these images constitute an
experiential representation of landscape we are forced to consider what experiences are absent

from the images, and what photographsnore generally- are unable to capture. So much of the

(¥p))
me

LISNASYOS YR YSEyAy3a 2F GKS LISNF2NXIyOS Aia
INBaSy

&

N GFrdAaz2y 2F GKS LINIAOALIY(IQa SY0O2RASR SEL

Again, NVA provide autther, different kind of documentation in an attempt to compensate
for this. In a document entitle®peed of Light Round Ughich is available to download from their
website, there are a number of participant responses gained through feedback from tnatlers
and audience members. The responses are presented to give a voice to the otherwiskedsody
representations of the running participants and to give the audience of the documentation a sense
of what their experience was like. Some examples include:

YIGAS t KAt A LMBpEed NHzighyivsNEnaziad, vdd MrulyYgreat to be part of

a2YSOUKAY3 a2 Y2ydzySyialft oQ

51 AR DNATTFA UK ISpaedinf ighthaR a andear-aRifétime éxpetiehce. | was
thrilled to participate in this mass public taksporting event as a runner in last night's
LISNF2NXYIFyOSd Li NRO]SRHQ
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wlk OKStf 51 @Aaz NXzyy S Sgeedint LighthadnWrurSid aued 20ydaisA vy A y 3
but now I've realised how much fun it is, I'm going to carry on. Whao'd have thoughinginn
dzL) KAffa O2dZ R 6S 42 YdzOK FdzyKQ

At least two things are immediately apparent in the presented feedback: the first is the
RAAGAYOG €101 2F lyeé NBIFf RSAONRLIGAZ2Y 2NJ RSO At
second is the positivity with with the runners describe the work and its impact on them. The
FSSRol O1 R2Sa y2G 02y iNRO6 dzi Showio? why tife lightzRils By OS Qa
a0l GSSNDa AYlI3ASE ORMNBSWAYR GELSENWRYWOEQ Yy 2N R2:
indication of what experience the runners would have had. The only thing gained from this feedback
is a set of qualitative judgements about a piece of work they were actively involved in. It is important
too to remember that NVA have total control over what gee of collected feedback they select to
present in the public domain, so it is perhaps unsurprising that they chose to select particularly
positive comments to include whilst we might reasonably assume (with over 4000 participants in the
project) that marly responses were left out of the document. We can deduce thatthough the
feedback is presented from the perspective of a participatiite purpose of such contribution is not
G2 LINBOARS Iy dZRASYOS 4AUGK |y XolireBeéntbdtFathérkoS &2 NJ
promote the benefits of being involved in the project. Perhaps this was done with the possibility of
future versions of the work and the desire to attract new participants for the next instalment in

mind.
UNOFFICIAL DOCUMENTATION

The experience of the runners during the performance remains determinately
dzy RSNNBLINB&ASY(GSR 6AUGKAY bzx! Qad R20dzYSy d I NB I LILINE I
work would have been like for those who were participating in it from the colleatfotlocuments
accumulated and presented by the organisation. Interestingly, the best representation of the
NHzy y SNEQ SYO62RASR SELISNASYOS aSSvya qdrdlocdensS Ay

that were not created or presented by the organisatiQmlocuments that were generated by the
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running participants themselves. There are a number of images and videos that were captured
during the performance work that have now been shared over the internet on platforms like Vimeo

and Youtube.

In one short fouteen minute clip uploaded to Youtube by a runner by the name of Loupe
Garoue, we witness a group of runners at the start of the performance as they begin to run up the
hill. The low resolution of the video suggests that the footage was captured on azgamnene from
the perspective of a runner. This idea is further reinforced by the shakiness of the footage which
indicates that the device was not mounted on a tripod for stabilisation but instead was held in the
hand of one of the running participants. KI2 dz3 K ¢S OF yy2i KSINJ G4KS &LJS
conversations, it is possible to discern a casual tone to their chatter. We also get a sense of the wind
as it blows into the microphone creating a loud disruptive noise. The video captures the moment
that each runner begins their choreographed score -after-the-other with regimented precision.

This short video (along with other similar examples) provides a clearer representation of the work
from the perspective of the runners involved. The footage seanfstered and uncut; the viewer
3Sida | aSyasS 2F GKS O2yRAGAZ2yA dzy YSRAFGSR o0& S
official documentation. The video has a voyeuristic tone; it does not feel as though this footage was
created for public viewingral the other participants in the video do not seem aware that there is a
camera capturing their actions. All of the above adds to a sense that the video is offering a
representation of the performance unfiltered by the functions of DSLR camera equipmeiné¢ or
artistic eye of a professional photographer. It favours representation of the heaving, effort and
breathlessness involved in carrying out the choreography, providing an insight into what the runners
were seeing, hearing and doing during this smalltisac of the performance. Why such
representations were not accounted for in the official collection and presentation ofSieed of
Lightdocumentation is unclear but, given that these unofficial videos present a level of effort and

difficulty not seen inanything presented by NVA, it would be reasonable to suggest that the
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company feared that such representations would put off future participants from signing up to

collaborate.

It seems that whilst{f LIS SR 2 Photdgraph& dhilt dheir representatiohaemphasis
towards showing an experience of landscape through the capture oftligid, and do represent
the movement of bodies through the landscape, they fall short in their ability to present even some
of the most fundamental aspects of the landscaggerience. Certain key factors, which had a
direct bearing on the work, are noticeably absent in the photographic representations (such as the
ways that the performance felt, smelled, sounded, the impact of weather or gradient of the slope).
The strengttof Speed of Lighias an ephemeral art event seems to hinge on the way the work brings
together and interweaves a range of human and +mman processes, the complexity of which
highlights the paradoxes and limitations of photography and other documemtaite get more of a
sense of the conditions and the experience of the work from the unofficial documentation, the
expressive lightrails are replaced with a much clearer matffact representation of what a
runner would have actually seen and heardhsligh not officially sanctioned, the videos do help to
construct a more accurate presentation of the actual experience of the runner during the
performance and what is clear is that the experience was not nearly as pretty or as smooth and

flowingas MCAt8E ND& A Yl 3Sa LINBaSyido

ldzi KSYGAOAGe 0S02YSa |y AyGuSNBadAy3a 02y OSLIG A
perhaps Farguhar would challenge what authenticity means in relation to the documentation they
created forSpeed of LightCertainly, the phaigraphic representations are at odds, in both form and
aiet Sy sAGK GKS dzy2FFAOALE R20dzYSyidtNE F2201 3¢
performance documentations? If we are to insist on a principle of authenticity when considering
performance docmentation, we must ask ourselves whether we believe authenticity to reside in
the circumstances of the underlying performance, which may or may not be evident from the

documentation, or whether authenticity should be understood according to a differerd kiin

109



ONRGSNARA2Yy® L AYUNBRdzOSR tKAfAL) !dzatlyRSNI | yR
520dzYSy il GdA2yQ o6Hnncv Ay GKS AYUNBRAzOGAZ2YT Al A
documentation. Auslander contends that the key relatiopswhen thinking about performance
documentation is not the one between document and performance but the relationship between
document and its audience. He argues that documentation has its own value as an art object and

GKFGX LISNKLI LA I f thelperdrmanceidc8nyeit irdlifled & it relationship to its

SK2t RSNJ NI} 4KSNJ GKIFIy G2 Fy 2a&aiSsy-a5). dnfother s, I A Yy I NB

Q1

documentation has its own value as an art object and should be treated as such, rather than as
subsidiary extension of a live event. He takes this argument further when he states, rather

LINE @2 Ol 6A@Stes GKFIG GKS WLX SIadNBaQ 2F LISNF2NY
therefore do not depend on whether an audience witnessed the origgwaht (Auslander, 2006:

P84y pu® ¢2 | NIGAOdZ I S KAA& UsEpAnoiihe Voilgob0) phetcymdph dza S &
which seemingly shows the artist jumping head first from a second story window onto the pavement
below. The image gives the imprassithat the artist is moments away from imminent impact with

the concrete ground below. In actuality the picture was a composite of two different images merged

in a dark room which erased the safety net used by the artist in the making of the work. For
Audander, this image perfectly articulates his position that the audience of the photograph did not
need to be present at the moment that Klein was staging the photograph for them to understand or
get pleasure from the image. He goes as far as to sugget tha YI 3Sa WYl & y2{i S@S
GKSGKSNI GKS S@Syid | Oddzrfte KFLILWWSYSRQ O0AOARO® ¢
because the intrigue is central to its success, knowing that it was a composite of two images takes

away from its mystery. Thigwe of argument leads us to question the ontological priority of the live
SPSyil 2 @SN a @!lthatSsSthpiopersityltdtBirk of images (or other documentary

materials) as being secondary to the live event that they were created from andfler te Is it

important to know, for example, that the lightail images are composed from runners who were

participating in a live performance? It does not seem so. The relationship between body and land are
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also replaced by the desire to produce vibrand & G NI OG0 LI GG SNy a | yR &aKI LISAc
seem to work whether you are aware that they are composed from and refer to a prior live event. It

is clear that the organisation hope their photographic documentation will inspire a different kind of

ref F GA2YAaKAL)I 6AGK Alda | dzZRASYOSo aO!SpéeddikghutA YI IS &
not one which illustrates the details of the scene or that presents a realistic account of the events as

they took place. Instead, the images focus on thespraation of movement and expression. The
photographs are purposeful; they intend to produce an expressive representation of both
performance and landscape. Through an emphasis on representing the movement of running
bodies, McAteer manages do create a fusealternative to the dominant modes of landscape
representation, which also invites us to question the purpose and limits of documentation in a
broader sense. It is also clear that NVA attempt to produce different layers of documentation which

all contrbute to an understanding of the performance work. There are conflicting messages about

Speed of Lightresented across various materials, further attesting to the plurality of interpretation.

THE GRIM RUNNER BLOG

Cl NJj dzKIF NR a TRaGriyh ARyrhefFarquiag 2016), provides another significant
layer of documentation, which builds on this complexityie Grim Runneaccompanies the other
Speed of Light i SNA I f a2 FyR ¢So ftAyla G2 GKS o0f23 | NB
away from theF I OlldzZ- f RSAONARLIIA2Yya 2F GKS LINB&aa NBf S| 2
commentary on the work altogether. The blog is a place for the creative director to lay out his
aspirations and expectations of his performance work, to respond to any criicasm to provide
further explanations and descriptions of ttf&peed of Lighproject and his involvement in it. The
blog recounts a series of episodes from the creative process for the project: these distinctive stories
are held together by a larger narlatdS 2 F CI NJj dzKF NQR& YIF N} K2y GNF Ay A
focuses on running is significant as Lorimer posits that distance runners create the kind of conditions

that enable useful responses to landscape. He states that a long distance runner is:
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a highly accomplished sensualist, as someone who comes to
know the variety of the world according to the feeling of
differently textured terrains; bare rock, sand, soil, concrete
and the kinds of ecology that grow through them. Since, by my
reckoning,an appreciation of what is underfoat as much as
what is overhead¢ I f 6 SNB NHzyySNRAQ Y22Rad Ly &Kz2
experience of running is underscored by surfaces. Taken by this
measure, it seems only reasonable to rank runners as-well
schooled students of terrdrfna, using feet and legs as sensory
devices.

(Lorimer, 2012: p.83)

By weaving together a series of anecdotes and topographical descriptions of unconquerable
2NJ WANRYQ fIFyRaOlLISaz Cl NppzdoNligRewhtyiSsile alildtger 6 f 2 3

personal narrative about his experience as an amateur marathon runner.

The emergence of phenomenological and srepresentational theories (as discussed in the
introduction) has led to a revaluation of narrative as a method fonalysing landscape and/or
LISNF2NXYI yOS® {GSLKSY 5IyASta FyR IF2@8RSYy [2NRAYSN
[ FYRAOILIS YR 9YGANRYYSY(HiQ GKIFIG 2NAIAYylLffe w3asS?
reflected on, or analysed, the naturgadR @+ f dzS 2F y I NNF G§AGBS & | F2N¥Y
(2012, p.3). This argument is further contended by David Harvey who stated that narrative was a
LI22N) YSGK2R F¥2NJ fFyRaoOlILIS Fylfteaira FyR &l i |ye
L2 gSNFdz = ljdzZt yiAGFGAGBS Y2RSt & 2F GSYLRNIE SELX Ly
have gone on to suggestin light of phenomenological and nempresentational theories and a
growing interest in crosdisciplinary explorationg that narrative should be reconsidered as a

method of analysis. They state that alongside archaeology and theatre research, performance

(s}

d0dzRASa WKIa | 002YY2RIGSR RAFFSNBY(d F2Nya 2F ai

articulate its elusive naNB ¥ 06SG6SSy SELRaAAGAZ2Y | yR NBO2yadAid:
R2YyS84Q 6HAMHY LI®cO® 2KAES (KS R2AY3 YIEE Ayg2t @S

performance survives as a cluster of narratives, those of the watchers andatobed, and all those

who facilitate their interaction (see Pearson and Shanks, 2001: p.14). What is clear is that there is a
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new narrative space opening up across the humanities which provides scope to address and
guestion official or established storied places. This means that narrative has been and is being

l R2LIGSR a4 | YSGK2R 2F fl1yRaoOlILS +tyltfeara | yRs |
the form of his blog usefully demonstrates how conflicting narratives help us gain a greater

understanding of performance and landscape.

The Grim Runndrlog allows Farquhar to shaggpeed of Lightround a much longer and
more detailed personal story about his own trials and tribulations as an emphatic running
enthusiast. Through his telling ofrsonal experiences and descriptions of places, Farquhar both
situates the work within his own parameters and contextualises the live performance events for his
online audience. In a blog post published on the 12th March 2013, Farquhar provides aniimesight
the origins ofSpeed of Lightthe idea that initiated the work. The performance, it emerges,

stemmed from a singular fixation on the idea of bodily endurance:

When | was first dreaming up the ideas fBpeed of Light

became fixated on enduranceh&d done a few marathons but

what really excited me was the notion of what happens if you

aSit 2dzi G2 NdMzy FYyR 2dzad R2y Qi &adz2Li
(Farquhar, 2016)

He describes how he aimed to set out conditions that would allow him to participate in his

owng 2NJ] @ CI NJj dzK | NJ dd-bick BaR marazhonslbizyevey aldy ®fieed of Light

(s}
-+

OHM]Y 20SN) HM RIF@a0 YSRAOIFIffe Y2yAUl2NAYy3 Ada

[N
(s}

ey V2

adzoaSljdzsSyid LRada ¢KSNB Cl NJj dzfoodiié maReSdedr Ml hel 2
weaves a narrative that foregrounds th&peed of Lightoncept within a realm of motivation,
challenge and expression of personal interest in endurance. He wants to make clear that the basis of
the work comes from the body amibt from the desire to create an aesthetic effect. The blog offers
Farquhar a platform to present a personal commentary on his activity and experience as a runnetr,
and how it relates to his creative work. It is clearly written from his subjective posgioiking a

more personal tone than the officially sanctioned documentation presented on the NVA website.
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Given the ability to access the internet and a variety of outlets with relative ease, it is now common
practice for many performance makers to useds or other digital platforms to publish ideas and

reflections on their creative process (including Simon Whitefiedy R 2 NA I Kdwihose s { A (0 S
work is the focus of the following chapters). These reflections are often written from the perspective

of the artist-asartist. That is, that they contextualise their reflections within the frame of their
developing practice in the moments when the practice was taking place and often within the context

of their particular working environment such as a studio, e&tsal room or other locations of

experiment and material generation, that is, the times and spaces wiieravorkwas happening.
CkNJdzKINRa o6f23 RAFFSNA Ay GKFG AG Aa LINBR2YAYIl
stepped away from the wiing environment, as if describing the work to a family member or friend

gK2 Aa y2id Iy FTOGAGBS LI NIAOALIYG Ay Aldd CI NJjdKlI
matter to the collection of letters written by Van Gogh to his bother Theo anérodtist friends,

than the more conventional commentaries of performance processes such as those offered by

fellow director Tim Etchells whose essays and performance texts, detailing the collaborative
practices of Forced Entertainment, were collated imdook entitledCertain Fragment$1999).
CkNJdzKINR&a o0f23 F20dzaSa Y2NB 2y RA&AO0dzAaaAy3a KAa

ambitions than a more focused critique of his working processes.

A number of recurring motifs appear in FargbiRa GgNARGAY3IP ¢KS (GKSYS
example, is consistent throughout the blog and Farquhar slips in and out of descriptions of his body
as he discusses his running experiences. In a post from May 2013, Farquhar reflects on the pain and

pleasure sensa@ins he experienced when he was running in the Edinburgh Marathon:

The last 15 minutes and Peter is exhorting me to keep my form
FyR 1881 aG8rReo L OFyQd NBIfta NBAaLRYR

P His Untitled States®% 0 & A G S 6aKIFI NBR gAGK . FNYylFoé htAGSND KIlFa |y
as a notebook which can be downloaded.

*\Wrights & Sites have a website which encourages participants to submit documentation of their walking
experiences and Phil $ttm, one of their core members, uses the online social networking site, Facebook, to

present and archive images and reflections from his walks.

114



but because all my energy is focussed on not cracking, just
holding this mass of pain and sensation and intensity together
for as long as it takes. | long to smile at the crowds lining the
streets during the last mile but | have to stay inside and keep
things in check. Peter says we are going to do it and as we
round the bend onto the playing field with the finish line in
sight a wave of joy comes over me.
(Farquhar, 2016)

Farquhar helps to build a narrative world aroudeed of Lighthich is primarily concerned
with the ways that the land can test and gflubodies to their limits. It is a story that positions him as
the protagonist, a challenger, training for the task. In the earlier blog posts he provides accounts of
Fy AYONBIFaSR GNIAYyAy3a NBIAYS Ay LINBLI Mdughlzy F2N
Hamm aStazy 2F LISNE2yFf o6Sata F3ISR ngp £SFRAy3
GAGKAY | 6ARS aLISOGNYzY 2F LI2LJzf  NJ NHzy Yy SNBEQ G NI A
newspaper, for example, runs a regular rurgnislog in their online lifestyle segment (The Guardian
wdzy yAy3a .23 HamyO0X ¢gKAOK FSIGdzZNBa || GFNASGe
$SSTSYR NMzyyAy3aIKQ +a ¢Sttt +a INIGAOEfSAaZT AydSNIIAC
athletes.Cl NJj dzK+F NRa o6f 23 FfA3dya gAGK GKAa O2ydSyidsz L

marathon medals and the tears that come with them.

2 AGKAY GKS O2yGSEG 2F CIFNJjdKINRa o6f235 GKS
something which will allowim to test his capabilities and he explains that the intention is that
Speed of Light designed to present the same conditions for others who want to participate in the
challenge of the performance. It not only provides vital contextual informationngithe
performance a story of origin, but also helps, through a narrative of endurance, pain and suffering,

to encourage an emphasis on embodiment.
AUTOBIOGRAPHY

However, the narrative oThe Grim Runnds not stable. The themes of the blog shift and

slip, the tone changes and shapes how we underst8pded of Lighand the ideas of landscape that
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emerge from it. The blog switches at points into a mode of narration that is distinctly
autobiographical. By this, | mean that the writing is more focusedayquhar than the places he

inhabits. Farquhar moves away from descriptions of his running experience to focus more on
discussing ongoing health battles and hospital trips. His injuries provide temporary (but frequent)

space within the blog and this allovier more reflective/personal stories to emerge. Dee Heddon

F NHdzS&a Ay Wl dzi2G2L23INFLKEY ¢KS tfFO0S 2F {SEtFQ o
aStSOGAYy3ar 2F 2NRSNAyYy3IA:Z 2F SRAGAYIIT 2 Factdfh f Fdzf £ ¢
GNRAGAY 3T | 02dzi 2ySQ@ASABATE CyROPAZRGZ F BB d@E8a S TFTFSO0
the help of others a certain number of operations on their own bodies and souls, thoughts, conduct,

YR g1 & 27F 0SAy3Q KeydzhizGlthdzkahse ofecaproy that o jorson bad to
determine how their story is told and what aspects and experiences they want to share. In this
aSyasSsy [dzi20A23aNI LIKEY WLINRPRdzOSa | € AFSS NI GKSNJI |

writed 'y Fdzi20A23INF LIKE odzi Fy Fdzi20A23aNF LIKE GKIG ¢

Selecting what to divulge is central in shaping biographical writings. Fragility, absence and
YSY2NER IINB (GKS LINBR2YAYlIYy(d &adz 2SOl &flechds/ade SR 06«
remain consistent motifs throughouthe Grim RunneiThese subjects are expressed in two separate
ways: the first is through accounts of hospital trips and lists of hopes and fears in relation to
Cl NJjdzKF NRa KSIFf Ko ¢nghisis dSrécpuithg mednoriés ONBodzyduthfil y S
exploits to juxtapose his continued focus on immobility. These autobiographical interventions in the
blog leads to the growing sense that Farquhar longs to rekindle the kinds of relationship he had with
the I YRAOILIS RSYASR (2 KAY GKNRdZAK LR2N KSIHf Ko
enthusiasm of earlier blog posts when he begins to write about a series of injuries that has rendered
him unable to run. He also draws on an imminent operation desigo re-align the bones in his
foot. This surgery would prevent him from participatingSpeed of Lightat least not in the way he
envisioned. He certainly would not be able to run a marathon a day for the 30 days of the
performance run. In a post on &28" of March 2012 Farquhar first introduces the injury on his foot
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into The Grim Runnggrand narrative and we see a notable shift from the enthusiasm and positivity

of his earlier posts. He states, rather dramatically:

Well they say every dog has lday and this dog has definitely
had his.

A normal injury you can run through and it often passes, but

this had a dull persistence, especially at 3am in the morning. |

KFR Ty TLLRAYGYSYl HAGK 5N D223fSX LGQ
Y2YSyYy(d ¢6KSy @&2dz pufdlireadnednQia ¢ NPy 3

LIFAY Ay @2dz2NJ F22 04X

{2 GKFGQa AGX YIFENIGK2y K2LJSa F2NJ aleé& A
window and a zero in my running log for the first time in over

Gg2 @SINE® L 0S3ly G2 GNIOS GKS OFdzasSa
20 @A 2 dzam 30dark Ik ran thre@ marathons and 1,560

miles last year without injury, oh and my first left toe has never

touched the ground.

(Farquhar, 201p

What is noticeable is that Farquhar still draws attention to his body, as he didrlierea
posts. He still is describing the relationship his body has within the landscape, but as he is told he is
not allowed to run, he becomes more graphic in descriptions of his body parts. In a post from the

26" of June an entry shows a particularly wied and dejected Farquhar, who states:

,2dz2Q@S SAGKSNI 323 GKS gNRBy3a 220 2N GKS
Kumar, a Glasgow Orthopaedic surgeon. With a wry smile |
NBLX ASR GKIG LQY y2i OKFy3aAy3a Yeé g2N] a:
it off. Minutes earlier he had told méhat it was unlikely |
could ever run a marathon again and | would not be able to
grt1 Ay wmn @SIFENARQ GAYS GAGK2dzi A dzNASNE @
can say that the prognosis is not looking too good.

(ibid)

In an extract from the30™ of July 201Farquhar explains, in a rather graphic manner, the
details of an operation he will have to have on his foot:
| feel quite accepting and must be careful not to become

hypersensitised to sensations in the foot or becomeVa 2 2 (i
0 2 Ni@blic. | can alreadwax lyrical about the hallux valgus
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2y GKS a¢tw FyR GKS fFGSNrf Lzt 2y GKS
My feet are relatively soft and will need years of retraining. |
will not be able to run for three months after the operation. It
will involve removal ofthe bunion, breaking and resetting the
first toe and doing the same with a wire in the second and then
taking the offending nerve out to eradicate the neuroma.
There is an 80% chance of success.
(ibid)

If, as Heddon suggests, emphasis on autataiplgical writings is placed on the choices of
what to tell andwhento tell it, it is evident that Farquhar uses these detailed descriptions of his
02ReZ Fd tSlFrad Ay LI NIZCIiR] RKEANRF &f iyKSBdzZoF 2 I@S O
graphicin each new post. He becomes more explicit as he reflects on his injuries and details his pain.
¢ KNRPdzZAK CI NJjdzKF NR&A RAaOdzaaAz2ya 2-mighthavabdedd el vy i Y Sy
running participants irSpeed of Lighare brought into focusiR 06 S02YS LINR2SOGA2Yy &
own desire. They epitomise everything that he wanted and now is unable to become. He discusses
K26s Ay GKS 6118 2F Iy 2LISNIGAZ2Yy (2 KAbd.Ae2205 K&
articulates his simtineous envy and admiration of the runners who would participate in the work
GKIFIdG KS RSaAA3IYSRY WL 221 I 0 Gdgeds dombzayhatl SUdR&GNE | &

take forward. Their bodies tuned in that moment to accept their obsessivaphp I £  RIEdY I Yy Ra Q

If the first set of posts focused primarily on endurance through a clear focus on a bodily
engagement with the landscape, then this second set of autobiographically centred posts are more
directly dealing with themes of loss and abse. There is a notable lack of description or
observations that detail the land, reflecting the fact that Farquhar is unable to travel to different
locations to continue his running practice. His inability to engage with landscapes is made clear

throughthe detailed descriptions of his bodg-pain.

» Although, it is true that grim also presents a host of other connotations: the Grim Reaper, the Grimm
brothers collected fairy tales, or the kind of grim discoveries found at crime scenes.
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MEMORY AND NOSTALGIA

To heighten or personify his growing sense of disappointment and absence from landscape
engagement, Farquhar introduces a new temporal dimension to the blog through a description of
personal memories. These memories almost supplement the absence of any direct contact with the
flIyYyRAOILISd® aAliOKStf y2GS85ax YSY2NR KIFI& 0SSy WLISN.
the past few yearg, landscape as a concretisation and maker of mBi#0Q o HAnnoY LIPT pn O
NBaLISOGa CFNJjdzKIFNRAE NBO2dzyiAy3a 2F LI ad YSY2NARSa
body, and psychologist Charles Fernyhough (2012) discusses this possibility in his work which

explores how memories return us imagtively to our past selves. He states:

When | cast back to an event from my past... | am somehow

able to reconstruct the moment in some of its sensory detail,

and relive it, as it were, from the inside. | become a time

traveller who can return to the psent as soon as the

RSYlFYRa 2F ay2¢é AYUSNBSYySo

ClkNJdzKIFINR&a o6ft23 FINIAOdZ I 61Sa KA&a GSyRSyoOe (2

more agile and capable to run and move in the ways that he would like and offers an outlet for him
to share these recomgicted moments. Daniels and Lorimer discuss the ways that memories are
AYGSNB20SY Ay gNARGAY3IEA | 02dzi fFyRaOlFLIS® ¢-KSe adtl
OKNRyYy2f23A0It ¢gleax Fa aLlk OSa o06Si0s6SBaquharvsedSa | a
memories within his blog to heighten the emotional impact of not being able to run and to draw
more attention to the effect it is having on his life. In a post from tHeB8December 2011 Farquhar
draws on memory. In it, he narrates a stdrom 1977 when he ran in his schools cross country race:

LO@S &dzZNLINAASR YeaStF o0& o0SAy3a lo2dzi a

can see runners strung out in front of me as we cross Inverleith

Park towards the finishing stretch. There are big gates that we

haveto exit on the opposite side. A teacher stands by the path

making sure that no one sneaks through the hedge cutting off

a few yards. As | pass him he leans towards me and whispers
G, 2dzONB FAYAAKSR CI NJj dzKI NE &

(s}
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For the last year | had been one of the fivd@a punks and

GKA& LI NGAOdzZ NI YFGKEA YIFIAaGSNE WhAiylQ | &
grown to hate me. He wore ultrastablishment Clydesdale

checked shirts, a tightly knotted tie, a tweed jacket and he ran

iKS a0K22f OFRSO T2NOSwikehadS o1 a SOSNEGKA
I FSENB2YS (GSYLISN G2 062200 ¢KIFGQa K24 L

| was a real mess, my dad had died recently, | was smoking too
much dope and was probably pretty disruptive and hard to
teach. But my god did his words get to me. | set my face in a
twisted giimace and started sprinting from that point with a
mile to go, | reeled runner after runner in, people who were far
better athletes than me, but | was screaming my anger out, not
just at those words, but at everything in my life. | collapsed
over the linein third place and was promptly sick. That
moment was the only significant thing | ever really achieved in
any sport in ten years of school life.

(Farquhar, 201p

b2adlt3IAFr Aada RSAONAROSR a Wry SvyYaidveryd t &SI |
FGadFrAYSRQ o1 23FysS HaanTtyY Lldcpod® ¢KSNBE Aa | Of Sk NJ
this significant act of defiance from his adolescence. Telling such a story helps to articulate the
importance he gives to the act of runniregn a personal level. For Stephen Legg, these types of
SEIFI YAY | GA2ya AyiGi2 A&dadsSa 2F yz2adlt3aixl FyR YSY2N
2dzaid +Fa ¢S]l YSOGFLK2NBE o0dzi Fa F2NXYIFGAGBS Tl OG21
(2007:pnpc O ® CI NJjdzKF NR& LISNDSLIiA2ya YR NBflIGA2YEAKA
through his acts of running. By recounting memories of past running experience, Farquhar draws
attention first to the fact that he is speaking of actions whichid@ot, at present, able to do and
also how, through a lack of interaction between body and place, his memories of running occupy

more space in his conscience than in his daily life.

In another post Farquhar brings memory into his narrative during b&cription of the
opening night of theSpeed of LightJS NF 2 NXY I yOS 2y | NI KdzNRa {S+d Ay |
F NI AOdzE F GA2Y 2 Mmemdg ((iDaekindsoKahoth@rliis thed a Nndakental aspect of

becoming, intimately entwined with space,F F SOG X SY20A2y S AYI3IAYylLGAz2Yy |
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p.88W ® CI NJjdzKI NJ FAYa G2 OSYSyd KAa LINBaSyitdySaa Ay
that places him in the exact same place years previolslying the post he describes in dettdik
positive response to the work so far and some of the challenges and moments that were most
LISNIAYSY(G 2y (GKS yAIKG 060&adzOK a ¢l f1Ay3 dzJ GKS
speech he states:

The opening night was pretty overwhdlmg, | got up to speak

in front of ministers, funders, friends and supporters and

suddenly remembered the image of being on the summit of

the hill behind me as a five year old boy with my dad and

sisters. Beaming smiles carried away in the wind. Time

telescoped and | was too choked to speak. Just remembering

my dad, Peter, who we all lost too young. Getting back to the

speech was like coming back from the edge of an abyss to a
safer place again.

(Farquhar, 2016

I SNBE CI NJj dzK | NIXBES NBRYWRSNA S\ay GI2NBK Ay LINBAaSyd NBfE |G
would be natural to react with sympathy as he organises accounts of his operation together with
YSY2NARSE 2F aSyardradsS vyz2zySyida FNRY (KS LIl ado ¢K
poetically mirrored by the absence of his father at the event. It is a sentimental reflection which
KAIKEtAIKGaAa GKFIG fFyRaoOlFILS OFy WTdzyOuAz2y | & YSY:
FaASNISR FyR NBLINRRddzZOSRQ ¢ 2uatfhal ®stablishnsonye ofLildem doH O @
cultural values that Wylie alludes to. By evoking the memory of his father, Farquhar reinforces
I NI KdzZN & { Sispead ofiLightRpdr8rice, & fadandscape deeply connected to family

values, endeavour, and heroism.

And yet, there is a strange duality in the blog because although many posts draw on fragility
and scenes of absence and melancholy, there are many other posts that do the exact opposite.
Although Farquhar informs his reader that problems with his fooelr@ndered his running practice
WgStf YR (NHzZ & ONRBO]SRQ O6CIFNJdzKINE HAmMcOX KS |
enjoy running) which he describes in other posts. In the grander narrative of blog, Farquhar has his
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operation, it is a su@ss, and he also finds that running barefa® @Sy I A Ayad KA & R2OI

gives him an opportunity to rekindle relationships with his favourite landscapes:

| run barefoot through muddy orchards, | try a rough field and
spend 10 minutes hopping thiway and that to avoid twigs,
thistles, nettles and sheeghit. | try a lower paddock and get
rammed by a sheep and have to sprint and vault a fence
swearing my head off to get it away from behind me. Barefoot
NHzy yAy3az A0GQa y2GKusthveiniinage@ 0 | RSy i dzNP dza
about a mile in 30 minutes!
(Farquhar, 2016)

It becomes clear as the blog moves on that Farquhar regains his mobility and posts that
proclaim dire warnings of not being able to walk become far less frequent. The veegaties are
replaced by more positive assertions that Farquhar is gaining new relationships with the land
GKNRdzZAK o6FNBF220 NHzyyAy3dd {YAOGK | daSNIia (KIG adz
many stories to be told and many different and etigent storytelling occasions that call for and
F2NIK O2yGSEGdzZ tte YINJSR FyR &a2YSiAYSa NIRAOLT
p.109). The discussion of the aches, pains and foot operations are in stark difference to those in
which Farghar describes his barefoot journeys and running experiences. The different posts seem
G2 NBTESOO Gg2 aSSyYAy3date aASLINIGS FawlsSoia 2F Ct
fluctuate depending on his mood and abilities, and it is perhaps mnising that the posts are at
their most positive when he is describing his experience of running and the landscapes that emerge
from running. What an audience gains from reading this information is an interesting counterpoint
to the much grander narrates ofSpeed of Lighgresented in the preseeleases on the website. The
audience of the blog learn about a far more complex relationship shared between Farquhar and the
land ¢ a relationship he gains through running, the action of the performance, whichincidently
GKS FOGAZ2Y GKIFG LINBaSyda KAY gAGK a2z YdzOK LK@ &A
perhaps situates the work within a much wider discussion about the ways that landscape is linked to
ideas of masculinity. Often the focus of femsi critique, certain areas of landscape research focuses
on the symbolic and material gendering of urban landscapes within Western societies, exploring the
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ways that they operate on a patriarchal, maleminated, basis. This leads into a broader disoussi
of how such gendering interweaves with the histories and politics of the built environment more
ASYySNYrftfed LG ¢2dd R 0S FFANI G2 a1 Ay éKIFG gl @a

machacheroic archetypes, work towards a complex gemialg of landscape as masculine.

[ 2ZNAYSN) I NBHdzS&a GKIG GKS dzaS 2F yIFNNIGAGBS | ON
and gquestion official or established stories of places, deploying history against heritage, or, from a
pluralistic perspective iwhich all grand narratives are suspect, of opening a space for many kinds of
A02NET LISNER2YIFE YR LRTAGAOIE S 0A23aNI LKAMRFE | YR
Grim Runnealso performs a similar function as it can be read as a comteNNJ G A S (G2 | y&
accounts of theSpeed of Lightooth on a personal and promotional lev&he Grim Runnédiog also
disrupts any notion thaBpeed of Lighs something easily defined, a neat bemkded project that
simply meets the criteria anfllfils the objectives. Using anecdotal information laced with his own
subjective views and political opinions, Farquhar provides a contested and unstable narration which

makes it impossible to reduce the work into a singularly definable object.

Farquharpresents the work and his involvement in it as an eseolving relationship, a
relationship that is both rewarding and punishing, that can be both grand and subtle, and that
foregrounds both experience and spectacle. At many points throughout the blogtar offers a
commentary on the process or work which subverts the official accounts of what the work is doing
and what impact it is trying to make. Throughout the blog, for example, Farquhar positSgkat
of Lightis about running as an embodied pti@e and the experience of endurance that the runners
have in order to complete the choreography; not a visual spectacle. He states that the performance
g2N] A& |y WSEOSLWIAZYlIf NHzZzyAy3d SELSNASYyOSQ |y
entertainedby some spectacular show are likely to be let down or confused. | actually hate the word
ALISOGE OdzAf F NJ FyR aSS AG Fa |y AyadAZda G2 oKFG S

Farquhar undermines his own position in the many descriptions ofwbek which describe it as
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A2YSOUKAY3 LINRPT2dzyRf & GAadz t o | peeddf Lighdvéllsigtife b+! Q&
realms of visual phenomena (the sheer beauty of seeing hundreds of runners on a mountain like

small dots of light within a fiel@ T Y2 @Ay 3 SySNHeQ |yR YSyiliizya i
WiNI yaT2NY GKS Y2ad LINRalAO 2F aSiddAay3da Ayidz a2
S @S AYUNROIFIGS LI GGEGSNya 6A0GK YSAaYSNARO NBadzZ G40
work purely in visual terms, on what an audience will see as opposed to the way that it will make

them feel or the kinds of experience (beyond the visual) that they should hope to expect when they
encounter the work. These signify an underlining contradiciio the artistic intent of the work, in

that Farquhar seems to be at odds within himself when trying to identify the underlying value the

work has. The dominant idea that Farquhar wants to promote is that NVAS@ee&d of Light

produce more than patternand shapes that are interesting to look at but consistently refers to its

beauty and the kaleidoscope effect it has on the land as a constituting factor of the work.

COUNTER NARRATIVES

CINJjdzKIFNJ I faz2 LINBaSyda I LISNE 2 yocationrewhighS y i | NB
they choose to locate it that is noticeably absent from the publicity materials create8deed of
Light When the performance toured to Salford in Manchester it was commissioned by Quays
Culture, an arts programme based at Quays/Mé&digUK, whose aim is to attract artistic talent to
DNBFGSN) all yOKS&GSN) 06vdz &a Spealrfofi dyifbebsitehl offars @ d b + ! G
RSAONRLIIAZY 2F GKS 62N)] YR GKS NBflFGAZ2YyaKALl
beautiful, choreographe patterns of light flowing through key parts of The Quays including canal
banks, bridges and public spaces including The Lowry, the Imperial War Museum North,
aSRAF/AdG@&!'Y YR ../ Db2NIKQ O0b+! 3 HamcO® bty (KAA

GKS 62N] AGaStT 6KAOK KS RSaONARoSa Fa WwWoSI dzilATdz

% A website set up with the purpose of promoting tBpeed of Lighguite of works as distinct from the NVA
6S0aAlsS AGASET GKAOK LINBa&SY lrajects huFielesdydetailkh@ryis availabldzi | £ £
on the event specific website.
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of where the work is situated. Ithe Grim Runneblog, however, Farquhar conveys a completely
different relationship between the performance and sitend his relationship to them. He describes
MediaCityUK as:

A soulless canal dockland regeneration scheme, a

manufactured reality with every trace of the original industrial

life airbrushed out of existence. The docks are surrounded by

lifestyle apartmentblocks, a factory outlet mall and pumped

up signature buildings. There are no kids, no real pubs or

original restaurants, there is no greenery. It is just what

Thatcher dreamed of when she said there was no such thing as
Gaz2zO0ASte v

(Farquhar, 2016)

Thislf d2GS F20dzaSa 2y CF NJj dzKIl NI The SamoRRih@lagisd S LIS NJ
accessible via th8peed of Lightvebsite and Farquhar offers a pathway to it via a link to it which
people can access online. But it is perhaps unsurprising, givemilnzh of what he thinks about the
place is negative, that the blog post would not be immediately available in materials that attempt to
draw in a local audience (and most likely people who live near and work in the surrounding areas
that he is criticisingy There is a striking contrast in description of the place/performance relationship
0 Sl ¢SS ySpéded dof Oghivebsite andthe Grim RunneBlog. The website works to emphasise
0KS LRaArAGA@S StSYSyida 2F GKS ¢ 2 NJoffen dndrticulated A £ A (A S

la 2F K2g ¢S tAOSsE ¢6K2 6S IINBE yR K2g 6S | NE
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2016). In contrast, the blog provides space for Farquhar to critique the particular part of Salford
where the work was being staged. He citida S& (G KS FTdzy RAy3 o02RASaAQ O02yaah
value of live performance on the basis of its ability to bring economic growth or meet the particular
ONRGSNARIF 2F L2t AOe RNAGSY AYAGALI GA DS a fodpRtera ( 2 NI &
FNLIQd 1S R2Sa K26SOSNI SELX LAY GKFEG GKS&S -NBYAGA
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O8ya2N) 6KFiG 68 ONBIGS G2 TAG Aydz +y SyRfSa

difficult to avoid questioning whether this isa&ctly what Farquhar has done with the Salford version
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of the work. However, it is possible thdthe Grim Runneblog offers a context that allows an

' dZRASYOS (2 NBFIR GKS LISNF2NXYIYyOS a | O2dzy SN y
some vay, the performance is an attempt to redefine or reimagine the ways that people interact

with the landscape there, theBpeed of Lighallows its audience to reimagine the area as something
spectacular and dynamic. This is a stance that seems to be G o6& CI NJj dzKI NR &

produce aesthetically interesting photographic documentSpéed of Light.

It is clear that throughoufThe Grim Runndfarquhar builds on themes of endurance, pain
and memory to provide a series of supplementary and contrgstiarratives to theSpeed of Light
project. These narratives, told through a series of miniature stories, help the audience to
contextualise the performance work. Whilst the blog conveys valuable information about the origins
of the piece and draws attertth to various developments in the work, the central focus remains on
the relationship Farquhar has with his body and, by proxy, the performance and landscapes that

emerge from his running practice.

What is clear after analysing the documentation ®peedof Lightis that NVA have
employed a wide range of strategies which allow the company and Farquhar to present and make
comment on the performance in many different ways. What is striking is that there is a kind of
SlidzA £ A 60 NA dzY Y I y A T S amiethotlofogy which QgEplieRta Deln¥ffrghti hoNes of
documentation. For example, the reservation shown in the officially sanctioned documentation was
O2YLISyal SR F2NJ 0& GKS FTNIylySaa 2F CI NJjdzKl ND
aesthetically rich ath more evocative than explanatory were contrasted by contextual documents
like press releases, descriptions and other promotional paraphernalia. The blog offered a detailed
and personal description of the process of the work from the man who was the mestive force
behind it. Although a secondary audience of the documentation would be able to gain a sense of the

work from any individual component part within the portfolio of documentation, it is also true that
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assimilating the materials and exploringeth in relation to one another would provide an audience

GAGK | YdzOK Of SF NBNJ dzy RSNRARGFYRAY3 2F (GKS g2NJ) Qa

SPEED OF LIGHT RUHR BOOK

| have analysed the documents from the primary platforms available to all secondary
audiences ofSpeed of Lighsuch as those online on the NV@&peed of Lighdind The Grim Runner
websites. | have encountered documergpresumably in the manner the organisation intended
by following a series of links from one page to another, encountering imagksvetten materials
as they appear. However it may be useful to question whether the readings of the documents
remain the same if they are presented in an entirely different context. For the German instalment of
the work, NVA collaborated with the primargurist board in the Ruh¢ Ruhr Tourismus. As well as
working together to produce a new iteration @peed of Lightvith local choreographers and
running participants, Ruhr Tourismus also collaborated @peed of Lighprint publication which
comprised of selected documents from the performance and amalgamate them with tourist

information about the Ruhr Landscape Park, where the performance was located.

(Figure 10. Front cover of tt&peed of Light Rubook, Oberhausen, Ruhr Tourismus, 2013)
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other documentary books in the past depending on the project. Prior to the creation @pked of
Light Ruhrbook in 2013, NVA had published two other works with the suppértheir funding
bodies?’ Both the The Storr: Unfolding Landscaf®005) andTo Have and to Hold: The Future of a
Contested Landscaf@2011) attempt to do something more than offer a detailed description of the
performance and the process it took to makeRreviously, the purpose of the books was twofold:
first, to provide space to include extra documentary material (images, descriptions, reflections, maps
and designs) about a specific project which do not lend themselves to the neat and concise publicity
materials included on the website. Secondly, they use books to connect their work with wider
theoretical concerns; both the previous works include a variety of essays from academics across a
number of discipline§?® These books have carried out the dualrpose of presenting a more
extensive collection of information and images about a particular project whilst also attempting to
place the work within a wideg perhaps more critically centregidiscussion about concerns relating

to the particular locationshey choose to perform in.

Farquhar states that theSpeed of Light Ruhp 2 2 | Ad WiKS Yz2ad 02
R20dzySydltdAzy 2F GKS ¢2N] G2 RFEGSQ 0OCIF NJdzKI NE
infographs (visual representations of facts and data in fiblen of charts and/or graphs) and a
number of maps that offer topological representations of the various walking routes in the work.

The book provides more contextual information ab&peed of Lighin both German and English
languages and what changes n@anade to the work during its development in the Ruhr. Although
the book primarily focuses on giving more information about the performance, it also includes

images and information about other tourist attractions to visit in the Ruhr such as the

Erzbahnctvinge Bridge in Bochum and the Hansa coking plamtDortmund. It is evident that the

%" Scottish Arts Council in 1995 and Creative Scotland/ Scottish Government in 2011
#3uch as: Meg Bateman, Robert Macfarlane, Peter McCaughey, Seona Reid et al (2005)
#Such as:ahe Rendell, Edward Hollis, Hayen Lorimer, Emma Cocker et al (2011)

% Coke is a fuakhich isusually made from coal
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book is not only an assembled and organised presentation of performance materials but is also a key
marketing tool that enables the organisers to draw attention to thiéural significance of the Ruhr.

2 SN2y FNBdzSa GKIFG 06221a | ydgandonstBn@ prdeidBoial WNB Y I A
622t YR INB adzlJ SYSy(iSR o0& 020K ¢gSoaArdsSa | yR
further she notes,W! (i Weatiaalions, the haphazard collection of brochures and related
paraphernalia can generally be used to piece together an official sanctioning of what a heritage
G2dzNAAaY aAGS 2daAKG G2 at221 fA1S¢6Q O0AO0ARY Llbcn
version ofSpeed of Lightvas used in this way, assembled not solely for the purpose of promoting

the performance but also to shape a particular idea of the Ruhr to promote the tourist industry

there.

Speed of Lighfacilitated the production of imagehat could be used to aid the Ruhr tourist
board in their attempts to promote the landscape park and establish a fresher brand of heritage
tourism through new, visually distinct images and the book was one vehicle for disseminating this
updated brand to avider audienceSpeed of Lightvas performed in specific sites of perceived (or
promoted) cultural significance within the park. There is a sense that the performance was
constructed within particular parameters set by Ruhr Tourismus, which funded the. WoRey
section of the book is split into three separate sections corresponding to the three separate stages

of the work in the Ruhr.

There is a noticeable difference in the way the performance is described and presented in
the book as opposed to the oth@latforms promoted by the organisation, like the websites and the
of 230 5830ONARLIIAZ2Yya 2F (GKS NHzyySNDa SELISNARSYyOS
representations, such as a map, a selection of stock images of the main attractions within the Ruhr

anR 3INF LIKAOA 6KAOK &aSSYy (G2 SydzZIGS GKS LI GGSNya

images. An example is a page that includes a map which marks out the particular route the runners
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would be running, but all around the map are images of other sifgmssible interest to tourists in

that area.

(Figure 11. Pages 113 of theSpeed of Light Rubook, Oberhausen, Ruhr Tourismus, 2013)

The Speed of Light Rubook focuses its attention far more on reasserting the accepted,
officially sanctioned, lghlights of the landscape park and drawing attention to already perceived
ideas of its significance. The Ruhr book presents a mix of images and statistical information about
the sites and why they are perceived to have cultural value. An example of hithis description
2F (G0KS FANRG adr3asS 2F GKS 62N)] Ay DSN¥XYlyes gKAO
with the following caption describing the location:
First used in 1902 as an exhibition hall, in 1903 the
Jahrhunderhalle was conved into a power station. A listed
building since 1991, it is now a venue for many cultural, social

and business events
(in Farquhar, 2013: p.42)

Ruhr Tourismus desired new images to help promote particular locations within the park but
not a the expense of the social and historical significances they already identified and promoted.
The sites chosen for th8peed of Lighin the Ruhr are already popular for visitors and the tourist
board had already framed their significances in a varietywafs (in information at the sites

themselves and in the accompanying promotional materials). The book draws attention to particular
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locations in the park and then highlights their perceived cultural significance. The exhibition hall that

was converted toa power station and back to a hub of cultural events is a clear example. The
W2FFAOAL £ Q LINB&ASYy(dlGAzya 2F KSNAGEIS Ay GKS wdzK )
g2dAZ R tA1S alO!l GSSNNa AYlI3ASa G2 &haldhde ShanfSygedd (G K2 a4 S
of Light the performance and its documentation, offers the potential tewete these uses and

readings of the Ruhr Landscape Park but the work is framed in such a way by Ruhr Tourismus that it

is always operating within narrow pameters. So, whilst Biermargqithe Executive Director for Ruhr
TourismuxzRSaONROGSa K2g 2yS 2F GKS {(Seée Y20AQlGA2ya ¥F
YSs6 YR AYLINB&aaA@®S AYIF3ISa 2F 9YAOKSNI[FyRaol LIS t
so knowing that the predominant messages they want to convey will not be displaced by these new
images, so long as they are continually framed and contextualised alongside materials conveying

more conventional frameworks of heritag@he formation of theimagesc their ordering and

captioning gives a greater insight into the thinking of the Ruhr tourist board than the live events.

2 KIFG A&a Of SFNJ A& (GKFdG bx! Qad R20dzySydldAazy A& Y2
aid the promotion of theircb £ 6 2 N} G2 ND& LINPRdzOG&ad ¢ KSopiiog 2] SOA
and reinterpretation of documentation to tell stories and reinforce ideologies which were not
necessarily intended by its creators. The meanings of the performance are malleable ahd can

bent to the desires of those commissioning the work. Perhaps that isSpegd of Lighlhas had

such success in so many different locations.

Onthe 2 F b2@SYOSNE wnanmn bzx+! Qd RS@GSt2LIAY3I R2O0dzy
gone through a final trasformative stage as an event, dedicated to presenting three documentary
films from the work in Yokohama, the Ruhr and Leeds, was presented to a live audience at the SWG3

studio workshop in Glasgow. This event marked the first time over a two year pedbdr of the

accumulated documentation fror8peed of Lighwas presented as artwork in its own right.
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DOCUMENTARY EVENTS

Farquhar began collaborating with flmakers after the success of the performance in
Edinburgh (and in particular after the posliv NBalLl2yasS G2 alO! G6SSNRa AYl 3
priority to create a more detailed filmic documentation of the version in Yokohama. Certain artistic
LI2adA0AfAGASE 6SNB ONRdAzZAKG (2 CIFNJjdzKFNRa FaGdSyi
videoaliSR o6& |, 2dzidzo$S dzaSNJ OFff SR WIKSTFdzyl !l (NRY(
FNRY |y dZRASYOS YSYoSNRa LISNELISOGABGSP® ¢KS GARS:
down on the running participants. The entire performance was reetrand then edited to speed
up the action and reduce the playing time to just less than two minutes. Farquhar included it on the
NVA website after it was brought to his attention. The video did not create the same kinds of light
GNI Af&a | & a@dhdiif Stk the ndfe Btakde Tddponents are fixed in that moment
whilst the exposure captures the light as travels in the seconds after. Instead, the video recorded the
runners as they performed their choreographies in real time, but by speeding udniedffootage
bodies of the walkers were replaced with a sndike line of light. The effect did abstract the
NHzy y Ay3a SELISNASYyOS Ay | &AAYAEIN gLe G2 alO! G§SSN
Whatever else, the video opened up discussion aliba artistic possibilities of filming and editing

techniques, which led to the involvement of film makers as active agents in the creative process in

later iterations ofSpeed of Light

The first film was with Tokybased director Ayumi Sakamoto, and &eperimented with
overt mediation in the Yokohama film, such as the slowing down of certain sequences or the blurring
of the light to make abstract cylindrical shapes. These interventions were brief and it was still
possible to get the impression thattie2 2 GF 3S g1 & ASNWAyYy3I (2 | NI AOdzZ |
(rather than producing an effect for its own aesthetic purposes). The film in Yokohama features
many wide shots that take in a view of the performance within its broader topography as the frame

includes buildings and passeby. Enough contextual information is provided in the frame for us to
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dzy RSNRGF YR GKIG GKS LISNF2NXIYyOS Aa KFLWSYyAy3a Ay
footage for the Yokohama film includes enough contextual maitéor us to understand that we are
watching a video of a live event. This awareness marks the film as a document as opposed to an

autonomous art object.

However, the artistic potential of the filkmaking really became apparent in the second film

made n the Ruhr. Created by Alan McAteer, the footage builds on a similar aesthetic to his light trail
images. McAteer layers different kinds of material in a split screen such as his still images which he

puts alongside his video recordings and mediations. MEAS NDa FAEY o0S02YSa |y
aesthetic object largely devoid of contextual indicators connecting it to the live event, making it

difficult to distinguish that the performance is in the Ruhr. The film in the Ruhr is far more abstract

than its Japanespredecessor because McAteer centres his attention on capturing movement and

flow of lights as abstract forms rather than details of the topography or the buildings the work is

situated in or around.

The final film was made by independent filmaker Mark kiskisson for theGhost Peloton
GSNBRAZ2Y 2F GKS $2N)] Ay [SSRad® 1 dzaiAiaazyQa FAfY
present a clear representation of the event as it happened. Without the frame of reference of it
being presented at an NVA &%t and without being preceded by the previous two short films and
Clk NJjdzKI NR& AYGNRRAZOGAZ2Y S AlG g2ddZ R 06S OSNE RAFTTFA
performance event. There is no way to discern what parts of the video were taken frerivéh
event and what parts were made through collaboration between NVA and Phoenix dance in a studio
ALl OS St aSsKSNBE Ay [SSRad 1 dzalraazyQa INIAaGaAO
patterns of moving light. The landscape disappears detaly as none of the presented footage
gives its audience any information about where the work is located and the relationship between

the performing bodies and the landscape they evoke through the work. It was this final film at the
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event which garneredhe most interest, perhaps because it was the most abstract or the one most

open to radical interpretation.
CONCLUSIONS

Since its first iteration in 2012, NVA continually developed their documentary methodology
for Speed of Lighaind arrived at the realaion that certain equipment and editing techniques had
the potential to extend their creative practices beyond the live events to other forms of artistic
expression. By the tim8peed of Lighteaches the Ruhr or evolves in&host Pelotorin Leeds, the
focus of the work moved away from a physical relationship enabled by a connection to landscape
a2 AYyGSaNIt (2 SpeddlpfdzighorNiisahe Bivd RGAngbiAg ¢ 2 Favour of an
exploration into the various ways the light suits were ablgémerate dynamic shapes and patterns
on film. When Speed of Lightarrives in Glasgow two years after the project began, the
documentation has morphed into the primary material for a live event itself. The entire process
shows the creative potency of docemtation and perhaps even dissolves the line between
LISNF2NXYIF YOS |yR R20dzYSyidlGdAz2y Ffi23SGKSNWP . & (F
longer makes sense to make such clear distinctions between live performance and documentation.
The images andlifins take on a different kind of function, used to form a live event in their own right
in a new environment with a new audiencgpeed of Lightould be described as a series of live
performance events from which a number of creative documents were made,itbis more
appropriate to describéSpeed of Lighas a suite of works which incorporate a variety of forms,
across a range of media, offering no singular narrative or unified position on what landscape,

performance or documentation is.

An analysis athe Speed of Lighdocumentation has demonstrated a number of things about
GKS O2YLI yeQa R20dzYSyidlNE aidNXGS3e Ay LINI OGAOLI ¢
Farquhar employed a widenging documentary methodology to account for the cdexgy of the

work and the contradictory relationships it inspired. Different forms of documentation were used to
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address specific needs. Photography, for example, was used in a variety of different ways to provide
an account of the work and then marketeltoncept for new locations. McAteer was afforded the
freedom to produce images without the limitations of traditional documentary photography, in that
they did not have to present a clear picture of what the work looked like for a participant or
audiencemember. The result was the production of abstract ligil images which offered visually
striking (although not realistic) representations of the work and which also became one of the
primary reasons why the project was commissioned in other locati®t®tography, then,
RSOSt 2LISR Ayid2 | YdZ GATFFOSGSR FaLlsSoOd 2F bzx! Qa
levels (aesthetic, representational, marketabl€he Grim Runndrlog, on the other hand, allowed
Farquhar to frameSpeed of Lightvithin a moe detailed autobiographical narrative. Farquhar used

the blog to offer a commentary on the work that fell outside the officially sanctioned descriptions,

often using it as a platform to present contradictory messages to those being disseminated in the

press releases or other official documents. Whilst the promotional materials on the NVA website

RNB6 FddSydazy (G2 GKS $2N] +& | WHAaddE &LISOG!H

which is much more focused on the body. In so dothg, Grim Runrreundermines any unified or
singular idea of what the work is or what its relationship to landscape might be. The blog afforded
Farquhar the opportunity to frame in the work in his own terms, and in doing so undermined or

challenged certain presentationg the work being promoted elsewhere. As the work evolved so did

GKS O2YLIyeQa R20dzySydlrNEB &0NrdS3e & 3INBFGSNI

documentation to assume a more autonomous artistic role to the live events. This evolution reached
its pe&k when documentation transcended its supplementary position to assume centre stage in a

live event of its own, blurring clear distinctions between performance and documentation.

TheSpeed of Lighdocumentation stimulated a broader discussion about thetipld ideas
of landscape it produced. Whilst the work itself relied on phenomenologicapired conceptions
of landscape to be fully appreciated, what is clear from the analysis of its documentation is that
there is no singular idea of landscape prodiige any of their documents.

135

;



a O! (i S S Ntikimagds, IMtHitheir evocation of movement, offered the closest visual
representation of the landscape as a complex weave of experience, perception and sensation in
{ LJISS R 2bFoad dacHnieiit@ydmethoalogy. They opened up the interpretative possibilities of
landscape with a focus on the motion of the participating runners, the-tiglis shifted focus from
the details of the scene to the motion of the participants. The images focused less on what the
landscape looks like and more on way the land is acted on, animated, and travelled through by the
active agency of living bodies. Yet, such readings present a clear paradox, as soon as the argument is
made for why these images constitute an experientigdresentation of landscape we are forced to
consider what experiences are absent from the images, and what photographie generally are
unable to capture. Some of the most fundamental qualities of the performance and the landscapes it
inspired were asent in the images, aspects such as the communication between moving bodies, the
sense of physical difficulty, the challenge of navigating uneven terrain, or the impact of the weather
2y GKS NHzyySNBQ FoAftAGe (2 LIS NAagesXktl iegated tioke2 NS 2 3 N

factors which give rise to the primary meanings of the landscape expounded by the performance.

The Grim Runneblog also allowed for an alternative framing of the performance and
landscape. Whilst the official documentation proted on the NVA website focused on the
aLS OGOt S 2F (GKS 62N)] FyR GKS t20FG4A2ya Ay GKA
counter narrative which put much more emphases on the ways that the land can test and push
bodies to their limits. Throughudobiographical (and often nostalgic) writings, readers of the blog
learn about a far more complex relationship that Farquhar has with the land through a consistent
running practice which he discusses in great detail. Descriptions of the impact of hisgnactice
on his body present a landscape which is arrived at through action and experience rather than a
spectacle viewed from afar. Whatever elsee Grim Runneblog disrupts any notion thabpeed of

Lightas a project can be easily defined.
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G2 Ltf2s F2NJ I ONRFRSNI RAaOdzaarzy 2F (GKS o2R& |
blog), it is clear that the work was often commissioned for its abititgenerate representations
that promoted some of the ideas of landscape that the organisation itself was attempting to disrupt.
The book created after the Ruhr manifestationSgeed of Lightvhich was made in collaboration
with Ruhr Tourismus, demonstiag clearly how documentation can be utilised for commercial
LJdzN1J2 8S& & 2LI12aSR G2 FSadKSGAO 2N R20dzYSy il Ne
more recognisable images of iconic sites in the Ruhr Landscape Park as a way of supporting and
promoting more traditional representations of heritage. This certainly presents a challenge to NVA
who are so aware of their ability to frame the work on their own terms and use the platforms
available to do soThe Speed of LigRRuhr book demonstrates that repsentations of the work and

landscape are often outside the strict control of those who are producing them.

¢CKAAa Fylfeara 2F bzx! Qa ¢2NJ SY2yaidNrGSa GK
audiences for the work. The growth and development of thejgut from Edinburgh to Yokohama,
the Ruhr and Manchester; its developing portfolio of digital materials disseminated and shared on
online platforms, and the final iteration of the work that presented the documentary materials in an
event in its own righevidence the broad range of audiences that engaged withSiheed of Lighn
some form or another. This understanding of documentation having an audience of its own will be
explored further in the following chapter on Simon Whitehead as his documentatggy provides
material that invites analytical engagement and a practical participation through the listening of
' dZRA2 GNI Ol a® b+! QaledapprbachitydRcimsntingal Eagqghiharltakes & IBIDIA & (
care to guide an audience towards patiar understandings of the performance through the
R20dzySydl A2y ¢KIG &FAREZ RSaALMAGS CkNJjdKIFNDRE 068
materials demonstrated is the instability of representation and ways that documents seem to resist
fixed meaings. On a practical level, this chapter has provided aR $1LJ0 K Ay aA 3IKid Ay
documentary approach and the implications that it has for understandings of landscape
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performance. In particular, it has shown that landscape performances operate inyativea
immerse participants (both audiences and runners) in the environment and call on them engage in a
practical way with the land. The work happens in a relational context which provides opportunities
for a multitude of interactions between people andape. The documentation of the work
articulated the difficulties attached with attempting to provide fixed representations of the work as
each approach was limited in its ability to reflect the diverse and ever changing nature of the
relationship between pople and place inspired by the work. Ultimate§peed of Lighhelps
articulate the idea that the meanings of landscapes are unfixed, in flux and contested, and its
documentation adds to the confusion and helps them to resist fixed meanings. No form of
documentation that NVA used offered a narrow or singular conception of the work or landscape,
and the complex documentary methodology wove together a number of contrasting access points

into the work.
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Key Questions:
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performance work?
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What ideas of landscape might be produced through the documentation o
landscape performance works?

Can performance through its documentation help to articulate or extend our
understanding of landscape?

CHAPTER 3
Simon Whiteheadand UntitR  { G+ §SaQ 52 0dzySy il GA2y

Simon Whitehead is a movement artist and choreographer whose artistic practice is to make
WSILIKSYSNI f LISNF2NXIYyOS ¢g2N)Ja GKFG FAY G2 NBOSIH ¢
territory and belonging in an age of inerét Ay 3 Y2o0AfAGe |yR OKIFIy3ISQ 0(
Significantly influenced by his background in dance, his practice is phenomenoldgicaityed ¢ in

the sense that he has used Heidegger as a lens to contextualise his work (2012), and that his work is
inspired by and is attentive to lived and bodily experiegead is predominantly made in relation to

a specific place or emerges from a particular landscape. Whitehead often attempts to bring bodies,

his own and others, into closer contact with the lamath physically and perceptually in his work. He
adladSay wL KFE@S ltgleéa 0SSy AYGSNBaAOGSR Ay FTAYRAY
to where it is. The point was always for the participants to take this heightened, and hopefully more
recdlJi A 9S3 02Re& o0l Ol 6AGK GKSY (2 GKSANJ SOSNERI &
LidbMmmpO® 2 KAGSKSIFRQa OSyuNrf GKSaaa Aa GKIG GKS
from a state of unfamiliarity or displacement in the land towards a mfammiliar or engaged

relationship.

{AY2Yy 2KAGSKSIFRQA ¢2N] RAFFSNER FTNRBY (KS LINBO
scale of the performance work he makes is more intimate and made for much smaller audience

ydzYo SNE GKIF Yy b+! QZ&ntsyHisiapproadhedp oOunkdting, ko, \are Gif@rent. It
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and the previous chapter described the ways that his personal attitudes and narratives shiagied w
kinds of documents were created and how they would be read. Whitehead has the same kind of
control over his documentary output in terms of what is created and presented. However, this study
reveals a range of strategies and materials which representidndscape performance works in
ways that do not place as much emphasis on his personal narrative and opinions. Whitehead is less
interested in presenting personal motivations to contextualise the work, instead producing and
framing materials in such a was to invite interpretation and conjecture from their audientbere

is also a difference in the role that documentation plays in marketing/publicising their work;
Farquhar employs strategies with an desire to attract as many running participants diehee
members to the work as possible and he collects materials on his website and uses them to sell the
Speed of Lightoncept to arts organisations in different places around the world. Whitehead on the

other hand uses his website as devising tool, gslaze to collect and share material with his

O2ff 02N G2NEP® 2KAGSKSFRQa ¢2N] 2LISNriasSa 2y | C

accounts for the fact that he produces a smaller volume of material, presented in fewer platforms,

to fewer people.

2 KAUSKSIRQa R20dzYSydlr NE | LIIINRBIFOK KFa | ydzye$S
of materials produced; he produces a lot of images and descriptions and other visual stimuli, and
these are presented in the form of a book (as was the Ruhr iteratiddpeed of Light However,

Whitehead also introduces a wider range of materials, including some modes which require a
different kind of participation; a CD accompanies his book which includes a selection of
soundscapes, which produce a different kindaofdience for his work, an audience of listeners

N} GKSNI GKEyY &1 f1SNBR 2N aLISOGFG2NBE® 2 KAGSKSI RQaA
engage with a temporary virtual performance. These require a quality of participation that has not

been explored sdar in this thesis. In the face of these alternative participatory documentary

140

A



methods, this case study continues to evidence the ways that documents can articulate different
conceptions of landscape as well as investigating the contradictions inheretiteiranalytical
frameworks employed. This study will explore how Simon Whitehead documents his solo and
collaborative work and what implications these documentary materials have on our understandings
of his work and the notions of landscape they produBieis study will draw attention to selected

R2 OdzySy G a ¥ NPWalkidgkKoADK20S86) Bodkand explain how they were created, for
what purpose, and what meanings can be extrapolated from them. It will also focus on the ways that
{AY2Y 2 KA (@nérfatioR Ras beRr? dbganised and presented and will explore how the
documentation has been mediated for particular purposes and effects. | will examine what the
O2YLX SEAGASE 2F R20dzyYSyidAy3a 2KAGSKSFRQa he2NJ | NJ
documents have. My hypothesis is that Whitehead adapts his documentary strategies to draw
attention to particular relationships or engagements he has with the land that are often specific to

and dependent on the nuanc&he explores in any particular wa

HEIDEGGERIAN HOMECOMING

LY I éNARGGSY RA&OdzAaAA2Y SAGK GKS FNIAaAG Sydal
of Plac& Pkrfbrmance ResearcBarl Lavery discusses Heideggerian phenomenology in relation to
the notion of homecoming and WIBtK S RQ&a LIS NFR2WX$ §yDISe ¥ 2NIz@K | &4 Wt
56StfaQ yR W.dZAfRAYy3 54StftAy3ad ¢KAY{AYyIQZ | SARS
FT2N¥a (KS o6lara 2F Ly WHdziKSyGAd 2yidzt2B§Q o[ O

and building:

The way in which you are and | am, the manner in which we

humansare on the earth ilBuan dwelling. To be a human

being means to be on the earth as a mortal. It means to

RsStfdX .dAfRAYI Ay GKS aSyasS 27F LINBaSND

m1Ay3a FyeiKAYy3a X 3ISydziyS o6dzAf RAYy3IsS GKIG
(1997: p.101)

8 By nuances | mean the subtle findings and connections he uncovers during his work on/with the land.
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For Heidegger dwelling means learning to be at home in place. Robert Mugerauer highlights
that Wi KAa K2YSO2YAy3a Aad y20 2dzald |y Ayhondltifa O2 YA Y :
O2ylAydz2dza 0SO02YAy3a |G K2YS ¥e geikisgtent learBidebedonyfed | (i K3
Fd K2YSQ 6HnnyY Lldmun SYLKIFI&aA& FRRSROU® |1 2YSO2YAy

person is always participating in an ever evadvsense of understanding and connection to place.

w»

N

o)
QX
&\
Z

[ F SNE KAIKEAIKGE GKS LI NIR2E Ay |1 SARS3SI
Ll2aAdAazya K2YSO2YAy3a & +y dzyTAyAaAaklotS dGrais |
anyattey LJ0 (2 &adzoadlydArltAiasS Ad Ay +Fy 2yGA0 arAidsS 2N
GKA&E SELI yarA @S 02yOSLIiAzy o6& Sljdad G6Ay3a K2YS 6AGK
LINEAINBaaAGdS aLlsSoda 2F | SA mScardig iR egdtddBvFed e/ R Y S |
GNF yaFT2Nya +y 2yi2t23A0Ft | ttS32NE lo2dzi K2YSO2Y
Building on this discussion and reflecting on his own practice, Whitehead explores the

possibility of appropriating Heid@3I SNNR& AyaA3adKda Foz2dzi ReSttAy3d I yR

RAFFAOMZ G O2yiNI}RAOGA2YE AY KA&d GNRGAYID 1S KA

pul;

AaL) I OSYSyid Ay 2NRSN) G2 FAYR K2YSQ | YR ofKAIKE A =
homecoming might offer, both conceptually and as an evocative and productive force in his own

artistic practice:

la L aSS AdGzX K2YSX adlNIa ¢A0GK GKS 02
dzy RSNBR UGl YRY TFdA feésx K2g GKS o062Re& OFly [|ff
home, then we have to findiays of preparing it, working with
it so that we can be receptive to our surroundings. In a sense,
GKSyz GKS 02Re& Aa (KS WFANRG K2YSQI | yR
GKSNBE ¢S tA0S Aa | WwWaSO2yR K2YSQ3 2NJ LISN
made through our heighteresense of awareness to where we
I NBd® ¢KS WIiKANRQ K2YS A4 (KS K2YS @&2dz R7
interacting with the assemblage of body and environment to
LINE RdzOS &a2YSGKAY3I ySgd C2N) YST GKIFGQa (K
piece.

(2012: p.114)
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CKA& 1ljdz20iS NBGSIta GKS RNAGAYy3I F2NOS +d GKS
and facilitate situations that allow his audience to explore the process of becoming at home in their
own bodies andiy GKSANI AYYSRAIGS Sy@ANRYyYSyGad ¢KS 02
interaction with the assemblage of body and environment seems particularly pertinent to

2 KAGSKSIRQa 62N] 3 Fa GKS LINPRAOGAZ2Y 27F ough2 YSG KA

this practice.

As an artist working in Abercych, a small rural community in west Wales, Whitehead has
always been interested in how he can develop a creative practice that is rooted in and related to
community and placeHis performance works are eanslatiori? of his intimate relationship with the
environments in which he works and he often attempts to communicate the kinds of connections
YR O2y iGNl RAOGAZ2YA GKIG SYSNHS FTNRBY KAa ONSBI(
performances offer his aueince a structure in which to explore and interconnect with the land as
they are invited to witness his personal relationship with landscape and gain their own through
various participatory modalities: observing, listening, touching, moving, dancing, ngowiing,
and/or stillness, amongst others. Whitehead also takes a considered approach to the documentation
of his performances and he employs a variety of different strategies that also attempt to convey and

explore relationships between body and place.

THE STAGES OF WHITEHEAD'S CREATIVE PRACTICE

Although his work is always connected in some way to placannot be said that his work
falls neatly into categories/descriptionde began making work in 1992 as part of a live art collective
called The Wdiing Party in London. During this formative stage of his career he created a series of

works for both studio and public spac&sFollowing a period of further movement training and

¥ Translation in that he seeks tomvey some of the intimate and personal relationships that are often difficult
to understand let alone convey or explain to other people. His translation is the process whereby he attempts
to make his investigations and findings of place available andrstadelable for others.

*'The Assignment Series' wpesented at the Serpentine Gallery, ICA and Chisenhale Dance(3p824).
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performances in New York, he returned to Wales in 1994 where he has resnankcontinues to

develop his practice. A consistent motivation for Whitehead has been an attempt to encourage
audiences to (re)consider their relationship with landscape and environment, and over the last

twenty years he has experimented with differergniormance modes and styles to do this. Despite

the variety in his portfolio, works that contain walking and/or dancing as well as installations have
NEYIIAYSR KAa FF@2d2NBR Y2RSa 2F LINBaSyidladArAz2yd Ly
througha cdlaborative partnership with sound artist Barnaby Oliver. Together, they have developed

a number of live movement/sound works under the company name Untitled States. This creative
partnership had to evolve in recent years when Oliver moved to Melbourrgtraiia. They continue

to experiment with performance, communicating the results of their research and collaborating

despite the vast distance between them.

In a paper cewritten with the artist, Carl Lavery tentatively outlines three key stages of
WhitetK S RQa LIN} OGAOSST LINRGARAY3I | dzaSTdA FNI YSs2N]
KA&d 62N]J @ L oAff RSAONAROGS GKSasS adl3sSa G2 FT2NB3II
Fylrfteaira 2F GKS FNIAaAGQa RZhe drxf Beyiad I(18988), @hilsthe’l SI A S &
was living in the village of Clynnog Fawr on the Llyn Peninsula, Whitehead focused on developing
solo and collaborative dance pieces with Oliver for Untitled States. During this period the duo set out
to articulate their intimate relationship with landscape in performances IR Muff (1995),
Salt/Halen(1996)Folcland(1997) andSkyclad1998). Whitehead explains that these works were all
developed through a similar process which involved the artist collecting matgtehe found on his
daily walks, including sound recordings taken on site which were assembled and mixed live by Oliver.
ForFolclandwWhitehead gathered materials from the site (the sound of wind through an open gate,
the trunk of a dead oak tree) and dught large rolls of newspaper into the space. He explains

further:
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The movement was a kind of obsessive tracing in and on the
body and in space. | unrolled the paper and wrote and spoke
an account of climbing a hill (I had a mic taped to my hand)
frommeY2 NB &X w¢B8KS LI LISNI 61 a &dzoaSljdsSyiaf e
impression of the uplands at sunset, and | carried a Hasid
flIYL G2 AffdzYAylrdS GKSY Ay GKS WwW2S30Qo
of guitar foot pedals to mix the sound.
(2012: p.115)

The v NR WAYLINBaaiAzyQ NB@gSIHfa 2KAGSKSFRQa RS&aaA
embodied relationship with it. It is a provocative word to use in this context because it can mean
both an immediate perception of something but also a mark produced by mesadinger print at
a police station leaves an impression that identifies the person the mark belongs to or a footprint in
the sand or the marks left on wet cement. Whitehead conveyed his impression of the uplands (his
immediate perception of that placgained through his experience of being there) and used the
paper, like a fingerprint at a police station, to provide a physical mark that left some of his
experience and ideas of place available for others to witness. This corresponds with the
phenomenologcal and norrepresentational understandings of landscape discussed in the last
chapter onSpeed of Lighand that | will return to later in this thesis. By sampling the sounds made
by the land and by his interaction with it, Whitehead and Oliver were @blgenerate sounds that
Ot 2aS8Sté NBaSYof SR cakdnsedFphde WithaVhi@headSnNtAVéhifeBedd uses
recording equipment to collect samples of sounds in the places he works in (the sound of fence
springs, running water, waves lapping the shore, for example) and sounds he makes as he works
(his voice, breath, and the noises his clothes make). These are sent to Oliver who uses other digital
sound production software to mix these sounds into patterns and rhythms, sometimes adding
additional sounds to the mix. These sound works compare with a movement called Musique
Concrete pioneered by the composer and musician Pierre Schaeffer which feature compositions
made up from sounds of musical instruments, voice, and sampled from the enviromnivesd with
other sounds created using synthesizers and comphbésed digital sound processing. Whitehead

constructs the landscape of his experience by transmitting information generated from the site and
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presenting layered materials such as the paperrahe sound recordings to a live audience. The

GSNY WtlFyR&EOILIS 2F KAa SELSNASYyOSQ NBFSNB G2 i
LISNE 2y Q& NI This Adeayisieikploteld hy Fim Angottl and carried forwards by non and
morethanreprea SY G F A2yt (GKS2NAada fA1S bA3ISE ¢CKNRATFOH |
of FolclandLINE A RS& || NBLINBaSydGl 6ABS SEIFYLES 2F KA& |
attention to the triad of interests; performance, landscape, and documerndet ¢ evident in his

work and that are central to this research.

In the second stage (2060 = [ F GSNE LR aAda GKIG 2KAGSKSER
village of Abercych on the North Pembrokesh@eredigion border resulted in an important shift in
emphasis. With works likeTablelandd mpdpy 05 2 KA G SKS I Rafich bedamBsS 2 F |
distinctively less introspectivdor the performance, Whitehead took a table from his kitchen and
underwent arduous journeys through the Llanaelhaearn uplands with the table carried on his back.

He states thafTablelandrevealed his desirédd make my work visible there and create dialogues
020K gA0GK (GKS fFyRaAOILIS YR ¢AlK TdoélahddfarRed a K2 Sy C

AIYATFAOFLYU RS@OSE2LIVSYyd Ay 2KAGSKSFRQ& LINY OGAOS

Q)¢

process intadhe public realm and the spontaneous encounters with locals became an integral aspect
oftheworkitself! & | SA1S w2Ya FdGdSaday WeKS ¢g2N] akKATGSR
I RFAf&@ LINY OGAOS G2 GKS f I 0 p.6pN\Beferd in biKearlier walkA Sy OS
Whitehead would communicate his discrete practice to an audience in a controlled environment (a

studio space or theatre, for example) through an integration of live dance and materials he had
collected on site and develegd with Oliver. In the second phase Whitehead exposes his practice for

anyone to see and engage with. These spontaneous encounters with local strangers helped
Whitehead form an understanding and appreciation of landscape through a process of collaboration

with the people who lived, worked angldza A y 3 Ly 32f RQa (GSNXAyYy2f 238 RAA&C

¥e¢KS ARSI 2F L} I O autoBiogiaphylzinc®tdpagtaghgiddistussaddy Bee Heddon and
referenced in thentroduction to this thesis.
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thisthesisc Rg Sttt SR GKSNB® Ly3a2ftRI Ay | Y2@0S gl & TN
WReStEEQ 2y (GKS SINIKI HIAASANHAtAYA UGS RSIKSIYD I RF S
Ff2y3 | glé& 2F tAFTSPQ C2NI KAY AG A& y20 & | SAF

path, and not the place, is the primary condition of begaf becoming.

After Tablelan& 2 KA (i 8dtpBreaRex@loratién of the landscagehis environmentc
was complemented with an increasing interest in social ecology, in examining how people make
aSyasS 2F FYyR NBfIGS (2 GKSANI SYGANRYYSYWakD O | @€
to llluminate(2006) at the Yorkshire Sculpture Park, &wtn(2007) which was produced in Finland
for the ANTI festival. These two examples best articulate this interest. In both performances
Whitehead created a performance structure that aimed to chakehis audience to reconsider their
relationship to the land. Here he actively involves his audience and invites them to produce their
own investigations of landscape. Pafalks to llluminategach audience member would light their
own path through the Ydshire Sculpture Park at night using specially developed light shoes. The
shoes provided the only source of light for the audience to navigate their route through the park.
The shoes were powered throughout the day by other walkers who wore hats withsntets on
them. Walks to llluminatefits well with my conception of landscape performance, as the work
created space for audiences to experience the sculpture park through an alternative kind of
engagement than would usually be available at that locatiod 2 KA GSKSFR KAIKE A IKI
GKS RIFEN)] YIé& NBaAKFLS YR NBAY@Syid GKSANI SELISNRAS

(untitled states, n.d.).
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(Figure 12. Lighshoes folwWalks to llluminateYorkshire, Yorkshire Sculpture Park, 2006

Whitehead began his piedgurnon the island of Vasikkasaari, a small fragment of land with
an imposing windmill situated in the harbour. For two days, Whitehead collected passengers at the
edge of the lake and transported thegwvia rowboat¢ to the islard. Participants were invited to
collect and carry sticks and pieces of wood as they went and, on the evening of the second day, a
bonfire was lit from the offerings of the passengers. Before the fire was lit Whitehead gave his
participants instructions with he hoped would allow them space within the performance to
meditate on their relationship with the land. He asked the participants to lie down on a large rock
and gaze into the sky. This was a simple change but effective in the way it invited the audienc
consider their physical relationship to the land and how their perceptions of the land shifted
RSLISYRSylG 2y Ada NBtFGAZ2Y (2 GKSANI 02RAS&D® 2 KA
reflection, the audience would emerge with a heightenadareness and appreciation of their

landscape.
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In the third phase (from 2009 onwards), Whitehead and his partner, the dancer Stirling
Steward, have hosted a series of artist residencies in 2 Penrhiw Cottage in Abercych where
Whitehead also lives in theolise next door with his family. During these residencies invited artists
are asked to reflect on the village of Abercych and create work in response to their investigations.
For Whitehead and Steward the aim is to highlight other potential understandingis@e when it is
experienced and explored by new visitors. The residencies encourage dialogue between local
inhabitants and visiting artists whpby using their outsider statuscan offer and encourage debate
and bring to light new ideas in their wo/hitehead and Steward do not set any standards or give
any rules or structure to the types of work created by the visiting artists. They are instead more
interested in attempting to facilitate an environment of experimentation conducive to fresh

discussiao.

(0p))

99SYy +ta KAa 62N)] FYR @¢2NJAy3d YSiK2Ra KI @S
seek to encourage participation with the landscape and to produce a heightened awareness of our
placedy Saa Ay Al0d® 2 KAGSKSFRQA ol O 3enRatityg &l the workRI y OS
he makes; his improvisations in/with places forms a basis for his work, and this is then shared

directly (in the context of a live event), or indirectly (through documentation) with his audience.

This chapter will look broadly at ¢hdifferent methods employed by Simon Whitehead to
document his landscape performance works. It will look at the two primary platforms he has used to
disseminate his documentation. In particular, |1 will focus on a book of collected documentary
materials etitled Walking to Work(2006)and the Untitled States website in which he archives a
mixture of documentation from past and more recent performances. Rather than focusing on a
AAY3AES LISNF2NXYIFYyOS ¢62NJ 0!I SpeeadisflighitildBndpte? wilsdrad K 1 LIG S N
2y I FS¢ aStSOGSR LISNF2NXIyOSa Ay AdGa lylfeara z
The performances this study will focus on are selected from a varied portfolio which envelopes the

broad range of forms the artist eages with.
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21 L¢919!5Q{ 5h/'!a9b¢!w, {c¢w! ¢9D,

Whitehead uses a number of different documentary methods to represent his work. He
produces photographs, drawings, written descriptions, and digital sound recordings to articulate
RAFTFSNRY I | &L3Sdhgoing reldfionskip with glac&lJHE documentary strategy is
consistent so the different methods he uses stay the same even as the form and focus of his work
develops and changes. | am especially interested in investigating the different aspects of his
documentary strategy; photographs, drawings and audio recording®ll of which demonstrate
potential to address some of the prevailing difficulties that arise when trying to generate
representations of performance and landscape, in particular that doctisnean often reduce or
constrain the multiple ways that people engage with the landscape into a singular fixity. Broadly,

2 KAGSKSIRQa aiGN)rGS3e Ayg2t dSa + ydzYoSNI 2F RATFFSH

up the performance, his practicend the landscape for interpretation.

t SFNE2Y YR { KFhgalretichaeologyprovideés2a2ldnguage that helps to

O2y (i SEldzZ t A&dS 2KAGSKSFRQa R2O0dzySydl NBE &GN GS38 |

(e

with the archaeological project ihis own work (either on a theoretical or practical level) Pearson

FYR {KIFyla adAatt 2FFSNI RANBOGA2Z2Y F2NJ K2g (2 | L
Theatre/Archaeologyt KS | dzi K2NAR &adlF S GKFG 020K LISN#2NYI YOS
2F LIS2LX S YR (GKAYI&®Q 6HnamMY Ldpnod ¢KSe& 2FFSN
understanding materials and how they are organised and reconceptualised to generate new
meanings. The term assemblage binds the two disciplines tegetioth use the term to signify the

creation of meaning by working with fragment and trace. Performance and in particular devised

work:

results from the identification, selection and accumulation of

concepts, actions, texts, places and things which areposed

and orchestrated in space and time according to a set of

governing aesthetics ideologies, techniques and technologies
(2001: p.55)
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Archaeology forges a sense of the past from the exploration and interpretation of fragments
in the forms of images, diagrams, inventories, collections, reports and writisgsilar to the task
of a person addressing performance documentation. Assemblages are inevitably partial because
they require acts of interpretation and the possibilities of holmey might be interpreted are
endless, they are fragmented and incomplete constellations of material which evoke multiple
AYUGSNLIINBGFGA2ya 2F FYR AYGSNIrOlAz2ya sAGK | LISNF
as an act of assemblageas itusud f @ Ay @2f @3Sa | WwasStSOGAzy FyR IO
GSEGas LXIOS&a IyR GKAy3IaQ ot SINA2Y | YR {Klylaz
FLILX ASR (2 2KAGSKSFRQA R2O0dzYSyidl NE YIGSNKkFfa Ay
and the ideas it espouses. Many of his performances, as | have discussed, involve a participatory
element on behalf of the audience who are often invited to interact with the artist and with the
places he selects to work. The live event is only one wayhich Whitehead attempts to produce a
landscape experience. However, even acknowledging the difficulty that documentation is always a
representation ofsomething G KSNB | NB | aLlSoda 2F 2KAIUSKSIFRQA
make up the assemblagd)at invite the possibility that his documents move beyond representation

and attempt to embody an experience of the work.

The Walking to Workbook is a comprehensive collection and presentation of documents
FNRY 2KAUGSKSIRQ2066TheMdR2 FARPY2mpHpSSY (2 0S I RSGSt 2
documentary practice over time as he is consistent in the methods he employs. This is apparent in
the fact thatBirnam(made in 1993) andlValks to llluminatgdmade in 2006) are documented using
the same stréegies and are both presented in the same fashion within the book. It is also clear that
despite his collaboration with multiple photographérahe range of shots that are taken of his work
(in terms of form, style and subject) centre on a core set afigipies from which he does not

deviate ¢ | elaborate on these in detail later in this chapter. There is considered direction given

% Colleen Bartley, Peter Bodenham, Guy Briller, Stefhan Caddick, Lorraine Gilbert, Sioned Huws, et al (full list
available inWalking to Work2006) p.88.
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about the kinds of photographs he wants the photographer to produce. His use of drawings, as
documentation for his performares, is also consistent in style. All of these have been made with a
pen of thinline and black or blue ink. The descriptions of his works do not fluctuate in size much and
all are presented in the same informal style. The consistency in the way that thengmtation of

his works are made and presented suggests that he is specific about his methods and the manner in

which he uses them.

2 KAGUSKSIRQa R20dzySydrdAazy ¢g2N)3a F3AFLAyad I fA
as subsidiary to the live performae event discussed in the introduction to this thesis. He does not
understand documentation as an optional extra or something created as an afterthought to the live
event®® He understands documentation as an alternative way of experiencing landscapeisand h
work. Not simplyrepresentingthe experience but providing a different and, perhaps, equally
important experience. In this sense, documentation is not subsidiary but integral to his overarching
ONBI GADBS LINY OGA OS ® TheatreMrthaslo§yoffeEs 2 ffamewoiR fo akallysing & Q
0KA& FdzNOIKSNXY {KIyla adldisSa GKIG gKSYy ¢S 3IADBS A
complex articulations of history and place, the milieu of human inhabitation. Walking, observing,
scraping, diggf 3> y20Ay3IX YFILIWAYIQ 6HnnamY Llbodgo> fFyR&AOI

together ideas on culturand nature, timeandspace, and the past as traces in the present:

Memaries live on with us, as do found things and photographs,
and as we reinterget memories and incorporate them into
new stories of our life, so photographs, archaeological sites
and artefacts change.

(2001: p.42)

This is past represented, in its remains, by the archaeologist who is an accredited figure of

the archaeological community charged with the responsibility of undertaking this task without

% The history and merit of ideas surrounding perceived hierarchigedbrmance materials havieeen
discussedn Philip Auslander (2008) and Mathew Reason (2666)are discussed in more detail in my
introduction.
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his/her own avoidable bias or the bias(s) of their department or institution in which they work. To
this end:

The object of documentation then is to devise modelstfar

recontextualisation of performance text as seceowdler

performance, as a creative process in the present and not as a

speculation of past meaning or intention
(ibid, p.59)

The key point is that there is no definitive originary meaid> aAy OS (GKS Y
performance event will itself have been fragmented, and experienced in multiple different ways.
adzOK 2F 2KAGSKSFRQa R20dzyYSyidl A2y NBAYTFT2NODSaE (K
subservient to the live event in that mudf what is encountered iwWalking to Workis referencing
an event which happened in some other place and time. The documents are understood as
mechanisms of understanding something else (some other live event), as opposed to inviting
interpretation for their own sake. However, there are a number of documents which shift the focus
towards a different kind of relationship, one which suggests that documentation can be more than a
representation and are instead an alternative and, perhaps, equally importaptofvaxperiencing

landscape and his work.

(Figure 13. Pages 41 ofWalking to Work Simon Whitehead, Abercych, 2006; photos: Keith
Morris, Heike Roms and Simon Whitehgad
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I will use the documentation foSource to Seé000) to illustrate some of tlee ideas
further. Source to Sea & RS @St 21LISR a 2yS 2F (GKS /SyuNB T2
2 fSa LINR2SOla UKAOK WLIANBR FNIAada FTNRY 6A0K)I
LISNF2NXYIF GA GBS SEOdzNBA2Y A A yds2p.10).KrSthe2fiStf instincef they R& O L
project brought Whitehead together with Rachel Rosenthal, a performance artist from Los Angeles.
¢t 23SGKSNE (KSe& gdALR @GNS HKS AINI RCRAMY BENIGKF G 61 &
(ibid, p.11). Kate Nman and Heike Roms accompanied the pair as documenters of their excursion.
Together they traced the river YstwyftHrom its source to estuary by walking along its course over
four days, from the 10 to the 13" of October, 2000. On their way to the estyan Aberystwyth,
they travelled through the sheep covered hills of the uplands, landscaped paths in the woodlands of
a large estate, and the farmland in the lowlands. As the pair walked they shared accounts of their
recent traumatic experiences: Rosentha KI' R 'y 2LISNIdA2y 2y KSNJ 1
grandmother had recently passed away. At points on their journey they stopped and kneeled down,
they felt the grass and they took the time to sit at the foot of some trees. At particular moments
they picked upobjects on the trail, Whitehead picked up berries which he later used to make jelly.
la GKSe ¢Syidy ww2aSyidKFIf YR 2KAGSKSFIR O2fft SOGSF
FYR 2NBIFIYAO YR AYy2NHIYAO 20 2.8DWhken thajzCekched the Ff 2 6 S
Y2dziK 2F G(KS |, &aiGgeidikK GKS LI ANI SYONI OSRE Iy IOG

performance career Source to Seahe decided, was to be her last performance work.

In the days following their journey, Wtbhead and Rosenthal explored ways that they might
I 002dzy i FT2NJ GKSANI 22dzNySed ¢KS LI AN dzaSR GKS YI |
YELIQ G2 +Fy FdZRASYOS 4G GKS !'oSNRadGegeddK ! NIa /Sy
assembledF N2 Y GKS 3IIFGKSNBR 2062S00azx F002YLIYyASR o6&

SPSyil SELX 2NBR (GKS LISNF2NY¥SNBEQ 22dNy S8 @ KNPdIAK

¥ The Ystwyth (Welsh: Afon Ystwyth) is a river in the county of Ceredigion, Wales. The length of theemain ri
is 33 km (20.5 miles).
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their collected objects taken from their route. The audience wereliviR G2 GF &a0S 2 KA G SK
g KAt S (K-$8nadtedBnibeade In@rks kB end of the performance just as it marked the end of

their journey.

There was a second journey on the®3@f October that was taken by Whitehead,
accompanied by Roms, after Roshal had returned to the United States. On this second journey
Whitehead took the objects that had been gathered during the initial excursion back to the locations
from which they were originally taken (or as close to those locations as pdSsisiex nonths later,
there was a third journey on the 25f April, 2001. This time, Whitehead and Roms returned to the
river after the Centre for Performance Research asked them to create a record of the journey for
Lz f AOIF GA2y ® | & w2 Yiawasditd traisét@ I thradimérSiond emoblics yirdl S y 2
ephemeral performance map back into the flat, diagrammatic afid&Y LJ2 NI £ & dzZNF I OS 2 F
(ibid, p.12). For help in this task, Whitehead invited his longstanding Untitled States collaborator,
Barnaly Oliver, to contribute. Oliver layered text and imagery from the drawings and writings from
the initial journey on sheets of paper that Whitehead would place in the water at various points

along the route allowing the water and seaweed to alter the pages.

To documentSource to Seia his bookWhitehead uses a mixture of images that were taken
by Roms to document the foutay excursion and the subsequent returns to the Ystwyth, selected
images of the performative map in the Aberystwyth Arts Centre dithkMorris and some scans of
the materials made by Barnaby Oliver after Whitehead had taken them out on the route. He
arranged these materials alongside short descriptions and associated quotes. On this page, as with
all the others inWalking to Workhe is selective and specific with the amount of documentation he
uses, often choosing a few elements that present a flavour of the performance without offering any
explicit detail as to how the work would have looked to an audience. The individual compaments

the page are varied as there are written descriptions, drawings and images. There is no information

BA particularly rainy summer in Wales caused the Ystwyth to break its banks rendering it impossible to return
to some of the exact spots they had originally visited.
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which helps to contextualise the images; it is not clear at what point they were taken and to what
exactly they refer. This broad collection of documeima gives a sense that Whitehead is more
concerned to draw attention to moments of engagement in his environment rather than trying to
present his materials in a linear format in an attempt to show the action as it unfolded
chronologically. Whitehead isaeful in this strategy to avoid presenting documents in such a way
that suggests there is a single timeline, viewpoint or experience of this work or the landscape that
emerged from it. The documentation often hones in on the specifics of the locatitmparticular
details, textures, terraing; and presents these in a way that separates them from any other
relatable context: a closap of grass or a cloagp of the pebbles, for example. By focusing on
representing the specific details of the land and dngagement in/with it, as opposed to providing

an explicit or detailed chronology of his actions, Whitehead opens up a discussion about his
AGNF GS3IASE FT2NI I @2ARAY3I FAEAGE 62F GKS LISNF2NXYI

promote a moreopen interpretation of his work and the landscape.
PHOTOGRAPHIC DOCUMENTATION

A broader analysis of th&/alking to Workdocumentation shows that Simon Whitehead
puts images at the centre of his strategy. This is clearly demonstrated in the way he r&turns
photographic documentation for each of his works featuring these consistently on every page. There
FNE GKNBS LINAYFNE adefSa 2F LK20G23aINI LIKAO R20dzy S
which are exemplified on the pages abdiurce to Sedlhe styles can be categorised as: shots of
GKS f20FGA2ya 2F KAA& LISNF2NYLAMS LIRSS a0 SN
or part of the subject takes up the whole frame; shots of the performers interacting with the land, all
of whichh N GF1Sy FNRBY WYAR aK20Q ¢KAOK akKz2ga az2yvYs
giving an impression of the whole subject; and finally, shots of the audience/performer configuration
Ay GKS Y2YSyld 27F LISNF2NXIYyORS GKRIAD gKERNRAY NBK

visible in the frame and emphasis is given to the place in which the subject is positioned. This is a
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formal structure which matches the subject matter to the range of shot taken. As was demonstrated
in the first chapter though a discussion of tourism images, photographic representations of
performance often reduce or fix the work and the landscape, and struggle to represent the variety of
aspects that constitute landscape performances. To unsettle this, Whitehead taferemwlikinds of
images from different stages of the work and collates and presents them in a way that appears
random to an audience. The sizes of the images, as they are presented on the page, remain
consistently small but for a few exceptions. This alsls #ghe unsettling of fixity because although

the images may be taken by equipment with the capacity to record representations of the land and
the bodies in it in great detail, the size of the images on the page makes such details more difficult to

assessnd understand.

THE CLOSE UP

Ly FylFfeaia 2 Fupdphtbgiafhic Slocir@itatiod pravilés a useful site to
explore what ideas of landscape are produced and whether these images can articulate or extend
our understanding of landscape. Whiteheiadites his collaborating photographer or photographers
(in the case oBource to Seddeike Roms, Keith Morris, and Barnaby Oliver were all invited to take
photographs at different stages of the work and it is not made clear within the book who was
resporsible for photographing what) to take cles@ shots of things that he sees or interacts with as
he explores the land through his practice which may involve: walking, dancing, touching, sitting and
observing amongst others. As he explores the land, Whédhdentifies a number of elements or
details that he chooses to engage with. At some point during this interaction the photographer is
AYOAGSR G2 GF1S F LAOGIINE 2F (KS&S RSOIAfad 2 KA
or inanimate object on the land. In most photographs there is evidence of some kind of human

interaction.
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(Figure 14. Images from page 41Vgalking to WorkAbercychphotos: Heike Roms, 2006)

In the two outer images above, for example, we see objects that have baesported
there by someone (it is often not clear whether the artist is that someone or not). It is possible to
understand, however, that the foam blocks in the water in the image on the far left were put there
by Whitehead through other contextual matetiwritten on the same page of the book. The two
images in the centre also give an impression of human interaction; the picture on the left shows the
shadow of the photographer and the picture on the right seems to show a divot left by torn up grass,
now with a smaller patch of grass placed back on top. There is a perceptible sign of human action in
all these photographs but this is shown in an indirect way. The focus of these images is not on the
body of the person acting on the land or that action assithappening. Rather, it focuses the
attention of its audience on the effect that person has had on the land, the changes that have been
made as a result of them being there or the effect they are having on the land at the particular
moment when the picturgs taken. The fact that all the images are taken as close ups has, from my
own subjective perspective, a certain symbolic significance: they invite the viewer to pay greater
attention to the effects bodies have on the land when they use or interact wiffhie closaups are
representative of the attention Whitehead gives to the land throughout his process, an awareness of
the effect he, those around him (and the audience by extension) have on the environment. Although
the body itself is absent in these &ges, they still evoke the interconnectedness of people and

places.
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¢tKS RSGFACT 2T 2KAUSKSFRQa Of2aS dz2J AYIlI3Sa O+
group. F/64 was a group of photographers, which included prominent members such as Edward
Weston andAnsel Adams, who produced images of the land using the smallest apertures on large
format cameras for maximum sharpness and detail. The group thought it necessary to strip away any
manipulation of an image in the production of the corporal photograplwvds their belief that the
OF YSNI ¢l a otS G2 wasSSQ GKS g2NIR Y2NBE Of SI NI &
lens technology allowed the subject to be brought into sharper focus or enlarged to see elements
more clearly but the group also thght that a camera could not project personal prejudices onto
the subject. This idea is disputed on the grounds that the decision of what to shoot is still subject to

personal prejudices and preferences.

The group produced images that are topographicubject matter in that they present their
audience with a broad view of the surface details of the land as it stretches out towards the horizon.
Notably the land in these photographs is unpopulated by people or animals which presents the
landscape as a widness and reinforces the romantic perspective of the land as pristine and
unspoiled. Adams focuses his practice on the clarity and detail of his photographs and the desire to

bring the surface shape and features of two selected locations into sharp focus.

(Figure 15. Dunes, Oceano, California, Ansel Adams, 1963)
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(Figure 16. Trees and Snow, Yosemite Valley, California, Ansel Adams, 1933)

DNRdzLJ Fkcn ONBFGSR 'y ARSI 2 hturdsiibegNdBcoveletK 2 ( 2 3 N
in the various environments they visited or inhabited. These subjects highlighted the photographer's
ONBI GABS AyiddAadAazy IyR FoAftAGE (G2 ONBLFGSY WIFSadr
of the image affects an &A Sy 0SQa AYOGSNILINBOGFGA2Y |yR &KFLISa ¢
camera being closer to the subject produces a different kind of landscape or asks different kinds of
questions of the landscape than those that are taken at a distance. Close up imaes bud ! Rl Ya Q
Mt. McKinley in the Rose Berf¥941) andicicles(1965) inspire different responses to landscape
than the images that feature wide angles. The first set of images produce a spectacular expansive

view of the land whereas the latter produces am intimate relationship, symbolic of getting

closerto nature as opposed to creating distance between the viewer and the subject.

160



il
(Left, Figure 17. Closep of ferns, Glacier National Park, Montana, Ansel Adams, circa 1941)
(Right, Figure 18. lcad, Yosemite National Park, California, Ansel Adams, 1935)

The closedzLd A Yl 3Sa&a SELINB&a 2KAGSKSIRQa RS&ANB
relationships with the land and the process through which he is trying to achieve that intimacy. It is
possible to finagine Whitehead from these images, as he practises his art on location, moving
through and interacting with the land. Throughout his practice &wurce to SeaWhitehead
undertook the work of exploring and finding through the actions of searching, wgalkireeling, and
touching. He then presented his findings; first, at an event in front of a live audience and then again

through the photographs in hig/alking to Workbook.

(Figure 19. Writing on rock on p.16\0alking to WorkAbercych, 2006; phot Simon Whitehead

(Right,Figure20. Writing on stick on p.75 #¥alking to WorkAbercych, 2006; photo: Simon Whitehgad
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Proxemic®LX F @a 'y AYLRNIFYyG NR{S Ay &aKFLAY3I |y |
FYR 2KAGSKSIFRQa ¢ 2hBJad panofami shBtSakih to the ptebdiinantSmodes
of landscape photography, the photographer has to be positioned a great distance away from the
4dz0 2S00 YR GKSNBF2NBZ | NHdzZ 6feéx LINBaSyaa | aSy
closeupiY 3§48 R23 | & a2YS 2F 'yasStQa 6SF2NBE KAYZ A&
2 KAGSKSIRQa LIK20G23INILIKax GKS FdzZRASyOS 3sSia | OA
been expected if they were standing looking at it as part of the dvent. The images draw
FGGdSyldAazy G2 2KAGSKSFRQa SELX 2Nl GA2Y 2F (GKS (St
produce a more intimate, interactive, understanding of landscape; but further to that, the-ojpse
images act as prompt for past and fotuembodied performances. Rather than understanding the
LIK2G23INF LK a |y 262800 G2 068 dzyRSNEG22R 2y Lz
haptic into play and signal the performative aspect of the landscape experience that moves beyond

only theviewing of it.
HAPTIC VISUALITY

As a critical frame to help contextualise this interpretation, the imageshe viewed as part
of visual culture using what Laura Marks has coinethim Skin of the Fil(2000) as haptic visuality
a way of understandimthe tactile in what we see. Haptic visuality, to put it simply, is a wageihg
an image through multiple senses. The concept provides a useful framework to reconsider
2 KA U SKS I-up imlageds fetisBry experience. Marks forms her central thesiagtic images
through a discussion of selected examples of intercultural cineritet exampleSeeing is Believing
(1991), a video made by Shauna Beharity which the sense of touch is significantly represented by
the cameras focus on the folds of tharsworn by the filmmakers long lost mother. Marks offers a
theoretical reconsideration of mimesis as a means of evoking thevisual sensation of touch in

the visual medium of cinema. Drawing on Deleuze (amongst other theorists), Marks argues for

% proxemics codes are those which make meaning out of space.
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mmesda +& | Y2RS 2F ONBlIGA2y GKIFEG 2FFSNE WE  F2NY
dominating it, and thus offers a radical alternative to the controlling distance from the environment

a2 oSttt ASNIWSR 0@ OAAA2YQ MaksiNied Is tornove away ftarmn 1 0 @
thinking about watching film on purely visual terms and, instead, wants us to consider the impact

that viewing experience can have on the whole body, to consider how film provokes feelings as well

as cognitive responses.

al N] aQ RAFTFSNBYUAIFIdISa 0S06SSy KIFLIIAO LISNDOSLI
the tactile, kinaesthetic and proprioceptidunctions as a way a human can experience both in and
outside the body, whereas haptic visuality combines perceptiahvasion as a way of using the eyes
as instruments of touch (Marks, 2000: p.162). This approach integrates visual images within our own
embodied experience so that the visual can also become tactile (subjective and close) instead of
remaining solely optida ¢6202SOGA PGS FyR RAalGlIYydGuvd ¢KIFIG Aaz 0
GK2daAK Al 6SNB I LINI 2F KAYKKSNE O2yidlAYySR 64l
I FLIWGAO @AadzZ fAGeE +faz2 FdzyOGA2ya Fwer of spactattdS 2 F L
develops a relationship with the object or referent being viewed through close and personal
AYGSNI OGA2yd LY WhT {{1{Aya IyR {ONBSyayYy | &LISNRI

Harmony Bench acutely describes this process thrdoagik and forth comparison:

An optical image invites viewers to stand back and take in
grandiose scenes, while haptic images require closer
inspection. Haptic images are textured, at the surface, and
dispersed over the screen or canvas. Optical imageslaienu
three dimensional space in their perspectival depictiqribey
have depth, they have a ground whereas haptic images
follow a two dimensional, planar logi¢ layer upon layer.
Optical vision is objective, distarg a form of seeing that
extricates i the seen, a surveying sight. Optical images invite
GASHESNEQ YIalSNE 2SN G6KS AYF3ASd 1| LIGAC
that mastery.

(Bench: 2006)

40 Proprioceptive pertaining to the sensations of body movements and awareness of posture, enabling the
body to orient itself in space without visual clues.
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Understanding film (and photographs) as tactile representation is valuable because it allows
us to beter understand the relationship between viewer and object and how they become entwined
in physical experience and highlighted through a focus on the sensations that the work can provoke.
Following the work of Marks, other film theorists have also drawn gitenomenological
understandings of embodiment to argue for a greater emphasis in film criticism to be placed on the
02RAt @ aSyalridizy 2F aLISOGFI2NAKALID +AGAlLyYy { 200K
Y2GAS 2yfe GKNRdAdAK SfdzNF Stee:m QFA N& ( KENE 6 65t SVTE2 R
9fATIF0SUK {d0SLKSya Ffa2 KAIKfAIKGA GKIG WoKSNEB
reactions may once have taken audiences by surprise, it is now an important part of what
contemporary filmgoeN& |+ OGA @St e aSS1 2dzi Ay GKSANI SELISNR S
words, it no longer makes sense to critiqgue films from a solely intellectual cognitive response; we
also have to think about how films can produce other physical/ sensorial respoit is not only
what the object makes you think but how it makes you feel and how those feelings evoke emotional

and intellectual responses.

It is important to point out that photography can be viewed as part of the same visual
culture as film,asMB5 {1 Df I RgAyYy KAIKEAIKGAEA oKSy KS adrdsSay
photography in visual culture and while photography distinctly separates itself from cinema, the
y2i0A2y 2F @Aradadf G2dz0K OFy 0685 | Llhught8sRlesdriptiond 2 G K Y
on haptic visuality has focused on the work of film theorists in particular, the ideas explored can be
applied to the photographic medium. Further, | argue that by considering the embodiment of the
viewing experience of a photograhby using haptic observation, or seeing, tacticglthe viewer
can identify and connect with the natural world on a greater level, and this is what some of Simon

2 KAGSKSIFRQA LIK2G23INILKAO R20dzySyidlrdiAz2ya SylotSo

alye 27F 2 KAGSKSH RQafor kisaallartic inteNdetatipr® tde todhath (i S R

dynamic texturing and depth. Rather than filling the foreground of his images with people or animals
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and risk adding to the dominant representations of place that often show commonly understood

actions famid I NJ G2 (GK2aS LXIFOSa OoFFINN¥SNA TFINyiupy3ad (KS
images instead focus in on particular details of the land. Using haptic visuality as a mode of viewing

2 KAGSKSIFRQa AYF3ISaz ¢S OFy LA OlgteMBouldi de $ouchie®. NI R Ay
Indeed, the images themselves present the land not as a romantic untouched wilderness which has

been a prominent subject for landscape photography (as is evident with the prominent /64 group),

but instead show the effect of humanteraction on the land. We gain a sense of touch by viewing

what has been touchedt KA & o6dzAf Ra 2y GKS ARSI 2F WKILIGAO ¢

emphasis on surface and texture, rather than showing the impact/impression of touch on a material.

(Figure 21 Rough grass on p.41\falking to WorkAbercych2006 photo: Heike Rom)s

If we take this image which shows the spot where Whitehead had lain on the grass as an
example, a sense of touch is evoked through the contrast in texture betwemgrdiss which has
been lain on and that which has been left untouched by the artist. Through the photograph we get
an impression (both literally and figuratively!) of how our interaction shapes the land which as we
interact with it, how our physicality &ftts the physicality of the surface. The flattened darker patch
of grass presents a smoother and flatter surface than the long wild strokes of the unaffected roots.

This presentation counters the version of untouched nature that exists in traditional dapes
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photography.It can also be argued that these images lend themselves towards non orthaore
representational reading. According to Thrift (1996, 1997, 2000), therepresentational project is
02y OSNY SR ¢A0K RSaONR 0 A yeeniddy gricticesithalShapsiide iduad S a Y Y
2F KdzYly o0SAy3a (26FNRa 20KSNR FyR (GKSyasSt g

an advancement of the phenomenological perspectives as described by Heidegger, Mratdéqau

and Ingold and iswidely recognised as a significant development of the phenomenological
perspective within the study of landscapes. Nepresentational theory is not a singular thing,

rather it is, as Hayden Lorimer notes, 'an umbrella term for diverse work that seeles beetope

with our selfevidently morethan-human, morethan-textual, multisensual worlds' (2005, p.83).

NonNB LINS & Sy G+ (A 2 y [-than-NIEKLISNBNESyY (2 NUOA PY2 RE G KS2NE QX [ 2|
phrasing, attempts to generate new approaches with@pplying the dualisms present in the

previous visualkgentred approaches to landscape study. The theory is thus an umbrella term for

those seeking to investigate representati@md practice, bodyand society, cultureand nature,

thoughtandaction by f@using on the embodied processes of landscape experience.

Whitehead is concerned with process and his images reflect the action and interaction that
the artist himself was conducting. What seems clear, then, is that the proxemic relationship between
the distance of the camera and the details of landscape shown has an impact on how we read the
images and our understanding of the landscape/ performance. The closeness of the land helps to
articulate the idea that a landscape is not only something that we sekperceive as we move
through it, but something that we are intimately involved with through our actions. Our relationship
with it is built through the intimate relationships that texture our movement and interaction. The
detail of the different texturesand surfaces of the land enable us to imagine, and perhaps even
inspire, a physical relationship which is predicated on touch. This is a more complex understanding
of and presentation of landscape that moves away from the land as a fixed image towargssate
fragments, an assemblage, which allows us to imagine an embodied relationship. It is important to
note here, though, that the available fragments are limited in what they might produce by way of
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interpretation or inspiration forSource to Sedalhee is no imageg I & € SFad y234G Ay 2 &
collection¢ that enables a sense of sound, smell or taste and these are notable senses that help

produce the landscape experience.

THE BODY IN THE IMAGE

Looking at the photographic documentation \0falking toWork more broadly, it becomes
clear that there are also clogizl) A Yl 3Sa 2F GKS flFyR Ay 6KAOK &2Y
included in the frame. Fddost (Transplant} a performance in which the artist travelled by foot and
train from Abercych, Walewo Darmstadt, Germany whilst carrying a small potted tree in 2003
Whitehead presents close up images of the top of his own head and the tree that he tasked himself
G2 OFNNE | ONR&aa | ydzYoSNI 2F 062NRSNE O2efdaddSKSI RX
the tree he is carrying is a constant feature in all of the presented photographic documentation for
this work and only the view he sees changes in each image. This might be read as signifying the

development of his journey as he travels from ooedltion to another.

(Figure 22. Head and plant on p.26Wéalking to WorkAbercych2006; photo: Simon Whitehead
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The images foHost (Transplantjo not focus on looking inward or downwards towards the
details of the land but rather show how a conerst detail (in this case a displaced plant from Wales
YR GKS (2L 2F GKS FNIAadQa KSIFRO YAIKG SylkofsS
perception of the places he travels through and shape how others might respond to his presence
there. Both®KkS LJX I yi FyR 2 KAUGSKSIFRQa 062Ré& NS LINBaSyias
revealed at the expense of all else there is a sense that Whitehead is reluctant to present the whole
picture. Whitehead seems less interested in showing his audiencevehiabked like whilst carrying
out the action of the work, than in capturing what his perception of his environment was. The
images look similar to a video game where the player controls the protagonist from view as if
hovering above them, in many casdmtgamer can select a particular scregew that allows the
LISNBELISOGAG®S (G2 akKz2g¢g GKS aOSyS Fa AT FTNRBY (GKS Se&c¢
head and their hands (often holding a weapon or tool of some sort). Although the sense of the
GASESNDa O2yiNRf A& y20 NBLXAOFIGSR Ay 2KAUSKSIFR
environment from his immediate perspective reinforcing the sense that the viewer is included in his

movement. It seems that Whitehead is inviting usctmsider the performance experience from his

perspective, to imagine ourselves in his shoes.

Haptic visuality can be used again to consider a different set of-clpsmages taken from
elsewhere inWalking to Work this time evoking the sense of toucly lpresenting detailed
NBLINS&ASYyGlriAzya 2F 2KAGSKSFRQa KFyRa 2NJ KAa LI N

with objects.
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(Figure 23. Hand in daises on p.50/\Hlking to WorkAbercych,2006; photo: Simon Whitehead

(Figure 24. Tyingbrbon in a tree ofValking to WorkAbercych2006; photo: Simon Whitehead

KS

[N

CKSAaS LK20G23aINF LKA S@21S GKS GFrOdAatAte 27
IANBIFGSNI O2yySOiAzy (G2 2KAGSKSFRQA 62 NfuchrTfieR (G KS 2
receptivity of the images rests in the way they present the gentle connection between fingertips and
greenery. The images show the landscape as something to be experienced and enjoyed. Looking at
these images it is possible to imagine the feélthe grass and daisies as they slip through your
fingers or the brush of the tree branch as you tighten the ribbon. The images conjure the sense of a
ISy itS G(2dzOK gKAOK Oly 0SS AYUSNIINBGISR a 2KAGSK
the land. Certainly, the images symbolise the significant attention that the artist is prepared to give
to and receives from the land in and through his work. There is something particular about showing
the bodily connection with the land which goes against doeinant presentations of landscape as
an untouched wilderness. Perhaps a different kind of romanticisation is apparent in these images
though, a presentation which builds expectations of an easy, free flowing and sensual relationship
between the bodies aih land which may not be fully realised in the performance to the extent that
(KS FNIAAG AYyGSYRSRO® | 268305NE &dOK | NRYLFYdAOd
regressive; he is not interested in offering representations of an arbitrary perceeaddy of the
way the land and performance looked, or representations based on the expectations of landscape

169



z

GKFG FTNB a2 R2YAYlFy(d GKNRAdZAK (2d2NAR&AY FyR & &aKlL
concerned with presenting an expression o€ thensual relationship with lands that he hopes his

works inspire.

In Source to Sethe audience of the photographic documentation is never shown any detalil
of the Ystwyth River and key moments from the description of the work are not represented in
photographic form, or at least not in a way that is made clear to the viewer. The description of
Source to Semakes reference to a number of actions during the proce¢#ss S 3S(0G 2dzi 2F 2

FYR aKF{1S KIFIYRaAQZ WL aad olea NRWR yLIGNBNRAE WSO (INJ ({iXK ¢

O

O2ttSOG | oFr3 FdzZ& f 27F N LJBoneood WiEh &é @presehtédAini SKS | R
photographic form. Equally, there are a number of images which seem to show things that are not
referenced in the writtertext providing contextual information of the work. What the audience are
offered in text or in pictures are moments that never show enough to give all the contextual
information needed to make a simplistic judgement on what the image is of. This seens like
deliberate strategy and suggests that Whitehead is keen to leave gaps for the audience of the
documentation to fill with their imagination in that his photographs require a certain amount of
working out. Emphasis then, is placed on the audience of theuchentation to interpret the
photographs and think of the kinds of meanings exposed by the performance and the land through
the information that is made available. Whitehead, apparently acknowledging that even those who
were participants or audience memisewould have taken away their own experience of his work, is
keen to leave enough space within the documentation for anyone engaging with the material to

have multiple interpretations of it. Just as those who walk the land and experience it bring their ow

understandings and interpretations to the work, so too do the audiences of the documentation.
MID-RANGE PHOTOGRAPHY

Whilst the closeup pictures leave a lot of space for imaginative responses, | would suggest

that Whitehead establishes other modes dfgiography for more pragmatic reasons. The second
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mode of photography that Whitehead uses in his wqikxamples of which can also be found on the
pages about irSource to Seg is midrange shots of the artist and his collaborators during the
artistic pracess. Here we see the bodies of participants in the act of engagement either with each

other or with the land.

(Figure 25. Images from p.4laWfalking to WorkAbercych, 2006; photos: Heike RQms

The above images show the artists whilst they were anttiree day walk to find the source
of the river Ystwyth. The bodies in all four images are engaged either with the land, themselves or
each other. The first image on the left shows Whitehead as he walks through the trees with Rachel
Rosenthal. The seconihage shows Whitehead as he draws or writes on his pad, perhaps in
response to something that he has seen or felt. The third image from the left shows Whitehead and
Rosenthal hugging, an act which we learn from other contextual information on the pagglesiign
the end of their journey. The fourth image from the left shows both the artists kneeling on the banks
2F I NAOSNW ¢KS AyOfdzaiazy 2F (KS LISNF2ZN¥YSNEQ 062
not apparent in the closep photographs. In somsenses the inclusion of their bodies limits the
scope for interpretation, in that the focal point is mostly on people doing thqngeemplified by the
fact that the figures are always placed at the centre of the image. On the other hand, their inclusion
does offer stimulus for a different kind of imaginative respoqeme that invites questions like: who
are these people? Why are they there? What are they doing? What is their back story? In other

words, responses that focus on the narrative of the parfers.
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(Figure 26. Images from p.41bWalking to WorkAbercych, 2006; photos: Keith Moiyis

And yet, as an act of interpretive assemblage, as Shanks would call it, it is impossible to view
these images without considering the other fragments that doeut the action. Other contextual
information available on the page in the description of the work gives a strong indication that these
were the same actions and same key moments of the journey discussed in the text. In this sense the
second set of WhitetHeRQ& A Yl 3Sa aSSy (42 O0d a SOARSyOS 27
way of legitimising the accompanying descriptions. That does not prevent imaginative responses to
these images but their positioning alongside other materials does mark thema ®nse cas
evidence of the written descriptions. The final mode of photography employed by Whitehead

produces similar kinds of engagement.

All these images are taken in wideK2 i @6 KAOK GF18a Ay GKS I NI
audience (at least some of th® and the space in which they are presenting their work. The idea of
these images is to convey a sense of what an audience member at the live event would have seen.
There is a great amount of detail and contextual information which is discernible frose itheages,
even more so than the previous mode. From the images above it is possible to gain a sense of the

space, action and even time of the event. Whilst the setting of the other photographs varies (woods,
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fields, riverbanks, roads, etc), the wide siofages are unified by their setting, the Aberystwyth Arts
Centre. In the other images it is clear that they have been taken outside during the day due to lack of
artificial light, and the general brightness and clarity of the photographs. However in tf® istthe
final set, time is more difficult to distinguish because they are taken from inside the arts centre. It is
not clear how much artificial light is being used. The action in the images is contextualised by the
written description of the event inrént of a live audience on the conjoining page which states:

At the end of the week, we give a public performance in

Aberystwyth, mapping and reliving the journey with object and

fragments of memory. Rachel asks me to explain to the

audience why | made & 2Sftfex !4 G4KS SyR 2F GKS

performance we reenact the embrace.
(Whitehead, 2006: p.40)

LG Aa Of SFNJ dKIFIdG tA1S GKS LINBGA2dza Y2RSZI 4KA
final mode of photographic documentation providegidence of an event which was performed by
the artists in front of a live audience. The photographs are positioned next to other visual stimulus,
yIYSte aO0lFlyySR O2LIASa 2F 2KAGSKSIFRQAa RNIgAy3Iaod |
process Whithead did the drawings or what part they played in the live event. The drawings are not
consistent in their subject matter. Some seem to be topographical drawings, detailing aspects of the
land, while in others the drawings seem reflective, an inked repriegion of what Whitehead

thought he looked like in the landscape.
DRAWINGS AND SKETCHES

Photographs, such as this last set, do offer the viewer a certain amount of contextual
information from which they might gain a reasonable understanding of theiosighip of the image
to the performance (in terms of time, place, subject). However, such things are not as easily

RAGUAYIdzAaKEFEOES Ay 2KAUSKSIRQ& RNIgAy3Ia 2N alSic
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(Figure 27. Sketches from p.41\Whlking to WorkAbercych2006; sketches: Simon Wehead;
collages: Barnaby Oliver

The sketches offer a different kind of quality, one which disrupts an easy or simple
NELINB&SYydLGAzy 2F GKS 62N] |yR fFyRaoOlLISed | f (K2
thin lined pen with either blue or bladkk, the subject matter of his images vary a great deal and so
YI1S GKSY RAFFAOdA G &adzoa2S0Ga F2N Fylftéeairad C2NI
practice, having been involved in a series of workshops run by the artist. During the wasKslias
introduced to his working methods (including his use of drawing as a method for exploration),
experience | can bring to bear on my analysis of his drawings. In 2012 whilst studying for an MA at
Aberystwyth University, | attended a siweeklong wakshop with Whitehead alongside another five
d0dzRSyida FNRY Ye Oflaao 5dNAy3a GKAa GAYS 6S 4SSN
were led in a creative investigation. The purpose of the workshops (which was included as part of
Research Methodd, (I dZ3AK{d Y2RdzZ S 2F GKS a! 0 gla G2 3JLAY
creative practice contributes to his wider research methodology. Over the six weeks drawings and

written reflections were encouraged as a key aspect of our movement work in ayafiletcations.

5d2NAy3d KAia asSaarzya (GKS INRdzI SELX 2NBR 2 KAGS
develop our own creative materials from exercises led and tasks given by the artist. Although this
work was intensive and intimate it would not be fair suggest that Whitehead laid out any explicit
explanation of his working methods or any theoretical framework to read his work through in these
sessions. Neither did Whitehead offer any detailed explanation of why he draws or how he employs

drawing withinhis creative practice. Many of the positions in this section are based on my own
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personal observations from that sixeek period. The first observation is that drawing is not simply a
method for supplementing a live event but is a key method which helpgahead to investigate his
relationship with the land and the environments he works in and another mode of expression that

he relies on to express those relationships. The inclusion of his drawings alongside other
documentary materials also marks them feagments and signals their function as documentation.

2 KAGSKSIFRQAE RNI}IgAy3Ia GKSNBF2NB IINB |y |aLlsSod 27

own artistic product but which also consequently produces a representation of his working process.

The exposition of a creative process | shared with Whitehead emphasises how drawings
feature as part of his creative process and will enhance our understandings of his work and its
relation to landscape. The initial workshops explored the body and itsaekitip to environment in
a studio context through a focus on bones, and how our bones function in our body and how they
are shaped by our movements. On the day, Whitehead arrived carrying a black plastic briefcase
containing a selection of humanbones. &8 062y S& | yR (KS 3INRdzLJQa RA&Od
would provide the primary imaginative stimulus for all the movement exercises that were to follow,
improvisations and experimentations in relation to other chosen sites as the process evolved.
Whitehead would take out a particular bone and talk about its place within the body and its role in
human anatomy; he infused this with stories about his experience as a movement artist and stories
of accidents and problems he has had with broken bones as &goesce of accidents. Whitehead
suggested that if we were to gain a heightened consciousness of what our bones are and how they

function within our body during improvisation, then we might gain a deeper understanding of how

our bodies work and how we mowgthin our environment as a whole.

The group were to consider how the improvisations made us think about our bodies in
relation to the space and in particular to the surfaces we were performing on, and we were given
periods of quiet reflection after eacimprovisation to consider what we had learned. Whitehead

invited us to write, draw and resporgiin whatever way we felt appropriateto each improvisation.
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The writing and drawing enabled the group to put their immediate response to something that they
were feeling at the time on paper. The drawings were used not as a way of critiquing the exercise

but rather giving instant feedback on how we felt directly after it.

CNRY (GKS GKANR 6SS]T 2F 2KAGSKSIFRQ& ¢2NJ] aK2 L
the studio space and into the expansive grounds of the university campus, and apply similar
movement exercises in different environments. Whilst the work was always anchored to our central
focus of bones and our heightened sense of the ways that bones niveur bodies, the group
was increasingly challenged to think of how our bodies related to the different surfaces we came
across on our explorations. Again, we were to give ourselves time after each improvisation in order
to respond in writing or drawinglust as there was a contrast between the ways my spine felt in
relation to the hard floor or walls versus the soft flesh of my fellow participants, the grounds of the

university campus provided many other different kinds of surfaces to explore.

(Figure28. Sketches from workshop, Aberystwyth, Andrew Henry, 2012)

Significantly, the introduction of new environments produced different kinds of relationship

than were available in the studio and these relationships were reflected in the drawings. For one
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improvisation | found myself climbing up a tree and, once entangled amongst the branches, | began
to explore the ideas of rolling, sliding, pivoting, leaning, pushing, and resisting that | had been
working with in the studio exercises. In my drawings | réfiémn how pliable the tree branches
were whilst being strong and thought of them as bones. | was fascinated by the way that the tree
was ambivalent to my action whilst shaping my movements and resisting certain things | was doing. |
noticed my spine oncagain and how the tree had provided space for my spine to rest in, like the

pocket of a jacket.
NOTES, SCORES AND DRAWINGS AS DOCUMENTATION

This experience lends itself to a broader analysis of the multiple ways that Whitehead uses
drawings as a refleate tool and documentary strategy in his artistic process. The use of note taking
and drawings as a way for dancers to record the movements they have performed in rehearsal or
will have to perform in performance is a long established practice and is ofiesidered as
personal aspect of the artistic process specific to each individual dancer. As Karreman explains:
WRNI 6y 2N gNAGGSY RIFEIyOS y2GSa dzadztte FdzyOlAazy
Dance notes provide a particular way of acdegsd Y2 OSYSy i Ay 6 KAOK Waid NHzO
be illustrated by various modes of writing, for example, consisting of keywords or metaphorical
AYIF3SaQ 6A0AR0O YR UGUKSANI FdziK2NJ Aa 2FaGSy GKS 2y
McGregor,dgf OS y2GSa Fdzy OdAz2zy Wyz2d a4 Fff Fa adN AIKE
RIyOS LASOSE 2NJ I y2idlFldA2y Ay GKS GNIRAGAZYIT &
NEO2yalNHOG (KS LASOSS odzi YU IS BEEN ntYA ANY SO dh
drawings vary in subject matter and form but he rarely presents enough material on any single
performance that an audience could use them as instruction for reconstructing his performances.

The idea of a living score, thdugstrikes me as more pertinent to his style.

Note taking is still a preferred mode of documentation today even in light of new

technologies designed with an ability to capture and store the movements instantly on digital film.
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Many chorographers advisédir dancers to avoid the use of video technology within their creative
practice because of a perceived distance that is created on film that shifts the focus onto the
external presentation of movements rather than an interr@more impulsive¢ process. &r
example, choreographer Pieter C. Scholten of the Emio Greco | PC dance company has said on this
topic:

In principle, we never give things on video or DVD to the

dancers. Sometimes if there is an emergency and we are not

there. | think it can also be dgerous because you see a result,

so you copy from the outside. You need to know from the

inside first before you see it.
(Wijers, 2010: p.44)

Drawings and scores are still a reliable way of documenting dance whilst not being so
prescripive as to take away from the emotional, sensorial and imaginative experience of the
creative process. Many dancers attempt to find way®@ G NJ yaYA G GKS WSELISNA S
dance.Dance scholar Mark Franko points out that an important change oatatréhe beginning of
0KS yAYySUSSyGukK OSyldz2NE ¢KSYy GKS F20dza 2F (GKS WK
notation of the path of the dancer to the visual display of the body of the dancer. As Franko puts it:

Y2 KAES GKS R lagiob B20[inNghtibél dorssiBered @ t&chnicél manual, in it, for the

first time, writing addresses not only thehat butthehow2 ¥ RFyOSQ OCNI Y1 23X HAMM
2 KAUSKSIRQa RNIgAy3aa OFYy 06S NBIFIR & efovdikR 2F OF
movement in a static form. In two examples taken frakfalking to Work Whitehead depicts an
anatomically proportional representation of a human body and lines overlay the images or move out

from the body represeting the motion of the body. Epicting movement in drawings has been a
longstanding occupation for artists, as the emin&mglish art critic of the Victorian era, John Ruskin

pointed out:

Your dunce thinks they are standing still, and draws them all
fixed; your wise man sees the changr changing in them, and
draws them so,¢ the animal in its motion, the tree in its
growth, the cloud in its course, the mountain in its wearing
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away. Try always, whenever you look at a form, to see the lines
in it which have had power over its past faaed will have
power over its futurity. Those are imnful lines; see that you
seize on those, whatever else you miss.

(Ruskin, 1904)

Ruskin suggested that in art, as in lifeh & R 2 Y kriowir®) dhe Way thilgs are goifg | Y R

instructed his students to consider and articulate what he called leading lines which are the lines

z

GKIFIG SYo2Re WiKS LI ad KAaAaG2NERI LINBaSyid | OGAazy |

b2Glofté&s GKSNBE FNBE f SI RAY 3s. The yws drawintisBelo® sepresént’ 2 KA

(04

movement in similar ways. To think of the lines as indicators of movement we must imagine the
figures as having an ability to leave a mark or trail of their movement on a -tliieensional
canvas. As they move, the pathys are exposed around their bodies (consider the tracks left by an
aeroplane as it travels across the sky). The centre lines in the drawing on the right can be read as the
trail of the figure walking into the distance. The lines cut a straight path tiirca forest of trees
demarked by vertical lines on either side of the frame. The image on the left gives the impression
that the performer is lying on his back and the marks above him have been left by the movement of

either the hands or feet of the figurét is possible to consider the movement of the performer being

akin to that of a sharp edged figure of eight.

(Left,Figure 29. Sketch of a body on p.18A#lking to WorkAbercych2006; sketch: Simon
Whitehead
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(Figure 30. Sketch of a walk lmetwoods on p.18 diValking to WorkAbercych2006; sketch: Simon
Whitehead

t I dzt Y SSQa WYRNYYWIWwE &Kl GGl {Ay3 | fAYS F2NJ
provocation when thinking about how drawing can represent or even embody the movement of a
performer. Emphasis has to be placed on the influence of the free flowing line itself. Ingold
expresses this by questioninglimes: a Brief Histoty W2 K+ 4 R2 gl t {1 Ay3Z 6SI GAY
storytelling, drawing and writing have in common? The answ/énat they all proceed along lines of
2yS 1AYR 2N I y20KSNR O6HnnTY LdmMO® Ly3I2fR SELX z
RA&AOdzaaAz2y 27F | RNI gAYy ATheF IN® and Qpinidny BfyTasGam{Sthaddyy S Q a

Gentleman

(Figure 31. LineQILIA Ol Ay 3 GKS Y208YSyid 2F G(KS / 2NLERNI QO
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The squiggle was included in the original novel to give an impression of a gesture performed
by one of its main charactersthe Corporak, and specifically the movement of his stickheswaved
it about in the air. Ingold argues that the line embodies a certain duration, it marks the movement
from the beginning to the end of that particular gesture. The line is a trace of movement which we
can still read and recreate. Indeed, inhispoo Ly 32t R Ay @AiSa dza G2 GNI yaf
stick using a pen to trace the movement in raid. There is a certain resemblance to the line
RSLAOGAY3I GKS Y20SYSyd 2F GKS [/ 2NLRNItQa adirog
WhiteheeRQ& RNI gAy3a | 620Sd |1 26SHSN) GKSNBE | NBE 20KSN
seem to focus on presenting the linear flow of movement more than the physicality of the performer
in action. These images are abstract and are open to multiple respdngdabey do still invoke a

48yasS 2F Y20SYSyid Ay | AAYATLINI sle G2 {GdSNySQa /

(Figure 32. Scribble on p.61Walking to WorkAbercych 2006; sketch: Simon Whitehead
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traced the movement of the hand. Connecting again with dance, the linear patterns of the line

function in a similar way to the hieroglyphic marks of the dancer and choreographer Nancy Stark

Smith:

The lines in this image look as though the pencil has stayed connected tutiaee as it

= & T “Zi

-7 \‘J ) A 3
=l (“;v\ (_;\ N { c’
”’j} i}?? 4 j\tv' @t)

= oo Rl :ﬁ
% SA w7

(Figure 33Hieroglyphs, New York, Nan8yark Smith, 1988)

{YAGKQaA

KASNRIf & LKA

ReStt Ay |

where the movements of the one influence the rhythm and figures of the other:

0 f dzZNNB R

The curved lines, double waves and rounded lines, swishes,
swirls, swervesnd loops of Smith's hieroglyphs encircle and
create spacesbut more importantly there is a vital crack in the
line that allows the inner space to leak out into the wider
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space, generating aekstasié' across the page beyond the
marks themselves
(Albright, 1989b: p.49).

¢tKS FTNBS TFt2gAy3a ftAySa 2F 2KAUGSKSIRYE {YAOGK |
a kind of score that both represents and informs movement. Certainly, these ways of notating
movement directly flow from the sensationf moving. Smith, for example, observes that her
hieroglyphs 'precisely capture the frequency of [her] mood, mind and body rhythm', and that the
‘connections' she 'found ... between ... dancing and the movement of [her] pen' were so 'direct' that

she seedoth as forms of 'signatureAfbright, 1989a: p.3)¢

For the artist Catrin Webster, drawing is bathconscious and subconscious intellectual
activity that creates a place of visual and cognitive engagement. Webster creates workscof art
drawings and gintings¢ in response to the places she travels through. As she walks and observes
the land Webster draws using a mixture of pigment found and collected on her travels and

watercolour paint. These are a selection from her Spanish Walk Book:

(LeftFigure 34. Ink and watercolour on paper a fr8panish Walk BookCatrin Webster, 1990)

(Right Figure 35. Ink and watercolour on paper b f@panish Walk BookCatrin Webster, 1990)

“1 Ekstasisto be or stand outside oneself,ramoval to elsewhere.
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Webster explains that drawing, for her:

Is a zone in its own right, asha activity requires the
construction of a special territory, both in terms of thought
YR LX I OSo ! RN} gAy3a A& | (GK2dAKG FyR |
three-way dialogue between the new visual information the
drawing presents; its visual properties and whhey may
symbolize; and the thoughts themselves as stimulated by
experience in the first place.
(2012: p.29)

From observing Whitehead working during our workshops, it is clear that drawing offers a
way for him to reflect on the movement of higtly and the feelings that his dances generd@el
{GSeF NI LINRLIRAaSa GKI markitkeSverg mander/iR ahicke fhe opjectiib G A 2 v
1AYIFSatKSGAOrtte LISNOSAOGSR o6& YR RIFIYOSR TNB
Understanding WhitetheRQa RN} gAy3a & OK2NB23INI LKAO y2ial (
phenomenological relationship between the dancing subject (Whitehead himself) and the object
that isdanced(the drawing) and the ways that such danced objects also enable or compel athers t

dance as well.

WAYFARING AND MESHWORKS

¢CKSNBE A& a2YSUiKAYy3a Ay 2KAGSKSIFRQ&a SELINBaaArAgs
to a discussion of how these drawings relate to or evoke a sense of landscdpaedn a Brief
History (2007) Ingoldsets out to present an expansive anthropology of lines. Of the key ideas that
emerges fromthe workk LISNI Ay Sy i (2 2KAGSKSFRQa geadthel YR KA
RATFSNBYyOSa 06Si6SSy WiN}I@GStAy3IQ YRI5l eWyRAEYIAN]
2N WYSaKg2Nl Qd Ly3I2fR FAYa (G2 SELXIAYy K2g GKS f
from the movement that gave rise to it. Once the trace of a continuous gesture, the line has been
fragmented into a succession of pointsdmts. This fragmentation, Ingold argues, has taken place in

the related fields ofravel, where wayfaring is replaced by destinatioriented transport.
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Ly3d2ftR AYyGNRRdzOS& |yR SELXIAya GKS RA&GAYON.
polarisation to understand how people experience travel in their environments. The wayfarer
epitomises movement wayfarers are their movements (2007: p.75). For the wayfarer there is no
idea of point to point connectionism no thought to move from A to B and then ©t rather
movement is a way of being; as with life, journeys are always unfinished and continuous. As the
FYyGAGKSaAAA (2 6F@FINRAY3IZ LYIARABRYRSUWEROGAOHNRY ¥ LR
movement that traverses across rather than alotig world. Transported travelling is mostly

deployed by Ingold as a Western tradition, with movement being less about the experience of the

journey and more about the speed at which one can arrive at the end point.

2 KAGSKSIFRQa ONSI i eiéod asdMlprodess Of Svaylailing: his vialksdayidR
other performances are more concerned with the experience of the land as he observes or interacts
with it, rather than an attempt to move from certified positions. Even in performances where he
journeys froma distinct location to a distinct destination, Whitehead is not interested in efficiency or
the attempt to move from one point to the other as quickly as possible rather his focus is on the
journey and the things and people he encounters during the movem&’hitehead takes the cues
of direction from the land itself and will often veer off the established paths in pursuit of things that
take his interest or because he is following a different kind of path (along a river bank, or tracking an

animal trail, br example).

Lyd2tR 2FFSNBE TFdzNIKSNI LINRG20I GA2Yy (KNRdJAK
WYSaKs2NLaQd 1S SELXFAya GKFEG + ySGsz2N] Aa GKS
visualise this we can consider a join the dots puzzle in whielparticipant draws straight lines from
2yS IINBI (2 y2G0KSNXY ! YSakKg2N] 2y (GKS 20KSNJ KI )
2F (KS YSaKg2N] FINB GKS GNrAfa f2y3 gKAOK AT

imperial powersare offered by Ingold as the prime example of how networks function:
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Imperial powers have sought to occupy the inhabited world,
throwing a network of connections across what appears, in
their eyes, to be not a tissue of trails but a blank surface. These
connections are lines of occupation. They facilitate the
outward passage of personnel and equipment to sites of
settlement and extraction, and the return of the riches drawn

therefrom.
(Ingold, 2007:p.80).

The meshwork on the other @ depicts an entanglement of lines, trails, which are

continually woven as life goes on along them. Ingold offers a visual representation of the difference

between networks (on top) and meshworks (below):

|

(Figure 36Depiction of networks and meshworkem Ingold, 2007)
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Ingold, in short, connects the network with traveling and the meshwork with wayfaring.
Further his central thesis isth&#A 0 A& Fdzy RI' YSy Gl tfte GKNRBAdAK (GKS L
AYKFOAG GKS g2 NI R@yfad iy A3 AfaR Wy 5A il KYS-hduleibd jpddd Sa &  y 2
makingp LG O2dZ R 0S RSAONAROGSR la | Ft2gAy3ad tAYyS LI
p.100). The idea of wayfaring as planaking and the world being visualised as a meshwork
connects neatlywith the phenomenological conceptions of landscape as constructed from
experience. For a collaborative project entitled Locatof? 2®hitehead along with nine other
participants created a drawing by collectively drawing on a piece of paper with theidoraimant

KFyRa F2NJ 2yS K2dzNX®» ¢KS NBadzZ 6Ay3 AYF3aS aSSvya

meshwork, only more detailed and textured.

ANg
R
-

S48
.«'J\\,&.::

(Figure 37. Locator 22 group drawing, North Pembrokeshire, Carl Lavery and Simon Whitehead,
2012)

2 A detailed description of thicator project can be found on page 38whlking to Work
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Ratheri Ky RSLIAOGAY3 GK Y2@3SYSyid 2F | LISNF2NXS
experience, the Locator 22 drawing shows a seemingly endless wandering of discrete lines as they
overlap, align and cross over each other. This image constitutes an idesllreigresentation of the
meshwork in action. If wayfaring is the most fundamental mode by which living beings inhabit the
SFNIKZ |a Ly3a2fR | ROAASAI clewelifitiiradvérténlyShe v@a RNJI & |
that people and other beingskv2 Ay f @ SNAyYy3I | GNIAf 2F €tAFSE Oz2y

p.82).

With this analysis in mind, it is also important to point out that Whitehead is not isolated to
one style of drawing in this documentary strategy. There are also a nuofhiarages throughout
Walking to Workthat depict things the artist has encountered during his practice. In 2002
Whitehead spent 23 days walking from Abercych in West Wales to London with visual artist Peter
Bodenham and his Jack Russell terrier, Gertianlattempt to be faithful to original walking paths,
the two men and dog walked over 300 miles across fields, along paths, tracks and main roads. At the
end of each day the artists would document their experience in a diary, excerpts from which they
would exhibit at Chapter Arts Centre at a later date. The drawings below depict Gertie the dog and
three different sticks that he picked up along the route: on the left is a stick from Tal y Llyn, in the

middle a stick from Llancloudy, and on the right a dtickn Hillingdon.

(Figure 38. Sketches of a dog with a stick on p.Malking to WorkAbercych2006; sketch Simon
Whitehead
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These drawings are less focused on representing movement and flow and more about the
visual interpretation of moments through the journey. The drawings still manage to evoke a
sense of place as choreographer and performer (and an audience member at the exhibition),
Rosemary Lee highlights in a reflection of the images:
A stick bringing a smell and texture of what is beyond th
metropolis. Once supported free in the air then companion to
your dog. Somehow this stick seemed to convey the duration

of your journey and the visceral sense of it.
(Whitehead, 2006: p.12).

Ly GKA& OF &8s 2KAGSKSHaaed aRavdory kegparse frord ®er SR

puls

I dZRASY OS YSYoSNW LG Aa Of SINJ GKFG 2KAGSKSIRQa
for a consistent interpretation of the land or the performances that happen there. The drawings are

a messy and unstable ode of documentation that disturbs any singular or homogenised
SELX IYyFGA2Y 2F KA& 02Re 2F 62N] & 2A0K GKFG &l AR
evokes a kind of experiential relationship, whether we understand the lines as scoresex trags

depictions of things seen.

INDEX

(Figure 39. Index on p.87 frowlalking to WorkSimon Whitehead, 2006)
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2 KAUSKSIRQa RNIgAy3aa R2 y20 @¢2N)] Ay Aazftl
alongside other forms of documentation. At the end \Whalking to WorkWhitehead brings the
different modes of documentation together by creating an index that requires the reader to engage

with different modes of documentation at the same time.

Whitehead has drawn an outline of the interior of his househimitwhich he has written
numbers which correspond to a written index. The index explains that the number is representative
2F F LI NIAOdzZ F NJ 202800 FTyR (KFG GKS 202S00G KI a
then directs the viewer from the nuber > to the list of objects > to the page number of the
photograph > to the page with the photograph on it. This strategy invites the viewer to take a
different route through the book than they would most likely have taken to arrive there (the
approach toNB I RAy 3 GKIG Y20Sa Ay | fAYSIENI FFrakKAzy FNI
interactive map invites the viewer to consider a different format for exploring the documentary
materials and opens up new ways of understanding the material through rejasitioning. This,
F3FAYS aradaylrfta 2KAGSKSFRQA GdSYLWGa G2 RAA&NHzLIG
useful mechanism that insures there is more than one way to approach his documentation and more

than one interpretation available.
SQJND RECORDINGS

2 KAGSKSIFRQ& dzaS 2F |y AYRSE (G2 NBF2NXIG GKS
one example of how he uses presentation in a creative way to allow for fresh readings of his
documents. On the back page &Valking to Workthe artist gpens out the scope of his
documentation further with the inclusion of a C.D. containing sound recordings. It is evident that the
glrea Ay H6KAOK Fy FdzZRASYOS YAIKG AYyGISNILINBIG GKS 2
whether they are listeningto reéddRA Yy 3a LINBASYGSR 2y [/ o5d 2N 4KS &
events. The different performance modes produce different kinds of relationship to sound which has

an impact on how it is interpreted or analysed, arguably Walking to WorkC.D. foregrouds
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sound as one of the most important dramaturgical layers from which to gain a relationship, this is
OSNIFAyfe y20 GKS OFrasS a4 2yS 2F GKS IFINIAadGgQa f 7
which combine to create meaning. The absence oAWINS KS RQa 062 Reé 620 KSNJ GKI
his body) in the recorded sound material has an effect on how we think about and react to the work.

In an account of listening to a tape recorded music concert, Linda Dusman writes: 'Without a
performer there toinstruct my listening via facial expressions, body movements, and the shaping of

the sound itself and then to smile at me at the end of the procedshave no idea whether | have
successfully negotiated this sonic terrain' (2000: p.339). Likewise, treerhttle contextual

information on Whiteheads C.D. to instruct an audience on how to approach and understand the

Y GSNRI € a2 GKS ftAaGSySNBRQ NBIFOGA2ya |NB ol aSR
LISNE2Yy It NBaLRyaSaod heyhight daiatertiGn tdsQuind thrdugh$hySadlS v G a

or verbal gestures or foreground listening as part of the performances dramaturgy. The body, as
5dzaYly FNIAOdzZ 6Saz Aa 2yS 2F GKS Yz2ald airayaAFio

the sourds they are hearing.

Dusman also contends that the lack of a visible performer can turn the listener's attention
back onto their own body. Her work describes a number of performance encounters in which there
is no artist present and explores the ways ihieh the absence of a performing body causes the
participant to become more aware of their own reactions and of their position as an embodied
adzo2SOoid {SgStt o6wmnmn0 | NIAOdAZ  6Sa 5dzaYlyQa | NA
bodily reaction she had while listening to a piece call&dound Techniquelsy Neil Luck, Sewall
a0l GSayYy WeKS 2LISyAy3 asS0Gazy Oz2YLINAAaSa | aSNiSa
the inhalation of breath and the plosive sounds of the release of biddth), that are then imitated
08 AYyaluNd¥zySyidlrtiradae [AaldSyAy3d G2 GKAAaXZ L F2dz/R
LIbcn0® 2 KAGSKSEFRQa NBO2NRAY3IA LINRPRAzZOS F AAYAEF NI
attention onto the act off AAGSYyAy3d YR @gA0GK2dzi GKS INIAadQa
information) to guide the listener the sound can inspire a more-r&dléctive relationship to the
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sound and enable particular bodily reactions only available in this concentrated fornmatl |

7

FGGSYLIWG G2 SELXTFAY (GKA& FdNIKSNI GKNRAAK |yt &&anas

| characterise thdisteningto2 ¥ 2 KA G1SKSIF RQa NBO2NRAy3IaA | & a&zdz

or a sound sequence understood in its particular spatial and teaipmontext. In this case, the
d2dzyR 2F 2KAGSKSIRQa NBO2NRAy3IaA GAGKAY (GKS LI NI
presented within the confines of my own home. While it is impossible to generalise how sound
events are listened to, Delalande @3 describes listening to sound and/or music as involving
several behaviours:

Taxonomic listening: Trying to understand the form and structure of what is heard

Empathic listening: Becoming aware of immediate reactions to what is heard

Figurativisation: S®ching for a narrative discourse in what is heard

Search for law of organisation: Searching for rules that define what is heard

Immersed listening: Feeling part of the context while listening
Nonlistening: Having lost interest or concentration

Delalandg1998), as expounded by Landy (2007)

Ly W[AaGSyAy3d (G2 GKS .2ReUa 9EOAGIGA2Y&EAQ wSA:
patterns or a response system can be useful, allowing for a more focused application of
compositional tools, as well @88 KS TN} YAy3d 2F ftAa0G§SYSNEQ SyO02dzyic-
Further, Reiser posits that the sounds we hear are intuitively matched with a particular listening
behaviour or behaviours. In other words, certain sound characterigtibsit is, aspects ithin the
sounds we hear, may bring particular listening behaviours to the fore. For instance, the use of
sounds which evoke a sense of place by presenting sounds within the environment (what Reiser calls
WAL GAFEAASRQ &a2dzy RO téning beBayique diistenarSard: cgnhfrontedBNE S R f
a musical structure that changes throughout the duration of the track then listeners are likely to
listen out for the laws of transformation. Reiser argues that listening behaviours are intuitive rather
thhy O2yadaOArAz2dzate OK2aSy FyRZ NBIftAAGAOITffteas Yzald

listening behaviours. The distinction of a wide range of listening behaviours is useful for
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distinguishing different kinds of sound event and the particuésactions the listener has to what is

KSFNR FYR L RN} 6§ 2y (KSaS RAAGAYOGAZ2YA SAGKAY Ye
SOUNDSCAPES

There is one other term worth unpacking before moving on to a closer analysis of specific sound
recordings on thewalking to Work/ ®5® ¢KS (GSN¥Y Wwaz2dzyRaoOlILISQ KI a
disciplines to describe the relationship between a landscape and the composition of its sound and
aSSYa LI NIAOdz I NY @& LISNIAYySyd G2 2 KAQGDes ddda NB O
ARSIFa GKIFG dzyRSNILIAY (GKS FNIAadQa 62Nl ® bl YSR Ay
is, above all, a conceptual apparatus, one which designates an acoustic environment that listeners
experience as surrounding them in space. Schafeliah Odzf | G SR GKS a2dzyR&aoOl LIS
flYyRAOFILIST 'y 202800 2F O2yiSYLX A2y Q 61 St YNBA
sonic energy produced by a landscape Krause (1987) constructed an initial taxonomy of sound. The
result was anexplanation of an overlap between three distinct sonic sources: geophonies,
biophonies, and anthrophonies.

9 Geophonies are the result of sonic energy produced by nonbiological natural agents such as

winds, volcanoes, sea waves, running water, rain, thustdems, lightning, avalanches,
earthquakes, and flooding.

9 Biophonies are the results of animal vocalisations (song, contact and alarm calls, voices).

1 Anthrophonies are the result of all the sounds produced by technical devices (engines,
blades, wheel revations, industries, etc.)
(Farina, 2014: p.1)

As with other natural resources, soundscapes relate to a number of subjective ideals which
are dependent on the listener, some of which include: cultural, recreational, therapeutic,
educdional, artistic, and aesthetic. For Atkinson, soundscapes not only have tangible effects but are
‘a product of how we live' (Atkinson, 2005: p.3). He evidences this by showing that analysis of

particular soundscapes provides much information about theratter of their location. Wilson
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(1999) suggested that the natural world is the most informatith environment that humans can
experience, and believes that some of the most important information is conveyed through sound.
He states further that we shadi be more receptive to the value of sound. Schafer aims to 'direct the
ear of the listener towards the new soundscape of contemporary life' (1969: p.3). He proposes that
we try to listen to our acoustic environment as if it were a musical compositiorinteation being

to 'open' our ears. Schafer's work during the 1970s (1977, 1978) and in particular the work he did in
Vancouver, compiles earwitness accounts or descriptions of the infrastructures and processes
(including ship's whistles, foghorns andilcdefence sirens), photographs, sound graphs and charts,
and maps illustrating the geography of the sounds, to construct revealing visual depictions of aural
ecologies. In its attempt to describe sound and the ways in which certain characteristics wtgét e

I aSyasS 2F tFyRaOlILIS GKNRIAK 2 KAGSKSFRQa NBEO2NR
out aural ecologies as Schafer did.

lf 6K2dzZAK ¢AY Ly3a2fR adldisSa GKFG GKS GSNY azd
to a sensory register thatthR 0SSy yS3t SOGSR NBfIFIGABS G2 &aaak
significant reservations with the term. Firstly, Ingold argues that there is little point in building on a
term like soundscape because landscape, he argues, is already a better concdgsdiobing the
world precisely because it has no particular ties to any sensory register. Ingold argues that
soundscape splits up the world in a way that is not realistic. Ingold argues that vision, hearing, touch,
taste and smell are all integral to operceptual experience. The senses, as Steven Connor has
20a3SNWUSR:E UFNB YdzZ GALX @ NBfFGSRU OSwHnnamOT |YyR |
LKSYy2YSyl 2F LISNOSLIA2Yy FNB Sy3r3aSR o6& aSyazNe
Listening, ér Gibson, ‘includes not only the tensor tympanic reflex but also ear cocking and head
turning for localisation' (1968b). Ingold, Connor and Gibson all share the same position that in
ordinary practice sensory registers cooperate so closely, and withaugstap of function, that their

A z

NEALISOGADS O2yiNROdziA2ya FNB AYLRaaroftS G2 GSI 2
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experience, know and move around in is not sliced up along the lines of the sensory pathways by

which we enterintoit. Thewd? ¢S LISNOSA PGS Aa GKS alYS g2NX RQ OH

Howeverly 32 f R R2S& &adzaa3sSaid GKIFIG tFyRaoOl LSa Oy
upon one sense or another; a painting (for example) renders a landscape as visual. Likewise, he
submits that foralaR& OF LIS G2 6S NBYRSNBR FdzNF f Ad ¢2dzZ R W
technique of sound art or recording, such that it can be played back within an environment (such as
I RFENJSYSR NR2Y0L Ay H6KAOK ¢S NS 20K@SNgEAaS RS
{2dzy RaOlI LIS Ay NBflFGA2Y (G2 2KAGSKSIFRQa R20dzySyi

N

NBY RSN Y 3

>

& SElFIOGte 6KIG 2KAGSKSFR YR htA@gS

NASYOS | yavth@asPazs G(KS fA&GSYSNDRE |

w»

fryrRaoOlLS SELJ

Ly3d2ft RQa OSYyGNIf FNBdzYSyd I3FrAyad G§KS 02y OSL
Ly3d2tR ¢g2dzZ R I NHBdzS GKIFIG |y Fylrfteara 2F 2KAGSKSE
itself but, rather, an analysis of the land remdd perceivable through sound. To articulate this
LR2aAdA2Yy KS ONARGAOAASA addRSydGa 2F @radz t OdzZ Gdz
LX F&olFO1Q Ay GKIFIG GKS& gNARGS o6221a WHo2dzi GKS
addressingi KS SéSa Fta W2NHlIya 2F 20aSNBFGA2yQ 6A0AROC
a fine day, they see a landscape bathed in sunlight, nbgtascape Likewise, listening to our
Ad2NNR dzy RAy3as 68 R2 y20 KSI N Iis doftheyoBjecCoutlthd Y wC2 N
YSRAdzY 2F 2dzNJ LISNDSLIGA2Yy® LG A& 6KEG 68 KSEN AY
2000: p.265). In this sense, sound is the medium that enables us to perceive the world sound us in

the same way that it is lig that enables us to perceive things.

Ly3a2ft RQa TFAYylLf 202S00GA2y G2 GKS O02yOSLIi 27
O2yOSLIi 2F tFyRaOlILIST G(GKS GSNXY LI I O0Sa (22 YdzOK
light, however, are infusich 2 F GKS YSRAdzY AY G6KAOK $6S TFAYR 2dzNJ

OHAMMY LidmMoy0® {2dzyRaOILISE FNRBY Ly3I2fRQa LISNELIS
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something solid and constant as opposed to the reality which is that everything isantiaual

a0 GES 2F TtdEDP 2 KAGSKSHFRQa NBO2NRAyIa K29SOSNE  (

with and explore the possibility of multiplicity within this documentary mode.

Along with the development of more sophisticated sound recordéwipnology, ground has
been made in regards to developing best practice for the production of soundscapes. There are
sound recordists, best known of these is Chris Watson, whose careers centre on finding the best way
of recording the sounds that articulatedr NIi A Odzf I NJ £ 20F GA2ya F2NJ yI (d:
RSAONARLIGAZ2Y 2F KA& 26y ¢2N] Aa aAYLIXATFTASR G2 |
Lddzi @2dzNJ SIENBQ O/ N}gF2NRZ HamMoOd ¢KAA A& SESY
documentary,Frozen Planeih the Antarctic in which he used multiple microphones to capture the
sound both above and below the ice in order to present a sense of the underwater soundscape. On
February 11 2014 Watson presented his recordings to an audience at thedsity of Glasgow
Concert Hall. The particular material presented at the event was the result of recording underwater
over a three year period where he had been pursuing the sound of marine animals, following whales
as they migrated from the rough wateasound Iceland down the west coast of Scotland, across the
Atlantic and finally to the Dominican Republic's Silver Bank. Watson explains
Y. & dzaAy3d aSOSNIf 6FGSNLINR2F YAONRLIK2YS:
can create a surroundound effect. What you hear when lag
it back over speakers is actually better than what you'd hear if
you were swimming with the whales. Sound travels better in
water than it does in air, and because our ears have a pocket of

FAN) 0dzAt G0 Ayd2 GKSY (KS KERNBLK2YySaA | NB
(Watson in Crawford, 2013)

Wdzad Fa GKS OFYSNIQa FyR GSOKyAljdzSa dzaSR o8&
NBLINBaSy(dltaAazy 2F (KS ftFyRz 2FGazyQa SljdaLyYSyld
accurate and clear aural represetitm of the land. Central to creating these soundscapes is the
understanding that the absence of his own sound from the recordings is key in order to avoid

contamination of the sound of the places he is recording. Watson explains how he came to this
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realisation through a short anecdote in which he describes standing in his kitchen watching starlings
feeding at his bird table in the garden through his kitchen window. The scene before him was muted
O2YLX SGSteT KS O2dzZ R KSI Ndag/vaithng shrdughe aflarge §iGured A NR a ¢
gAYR2g GKFG 3F@S AG F €FNBS [/ AySYF{O02LS FN}XYSO®
attempt to rectify the situation, he attached the tape recorder and microphone to the bird table,

pressed record and aited. The results were a revelation. Watson felt the resulting recordings were

I ONBF{GKNRJdAKY WL ¢l & 2dzad FYFTSR +Fd gKIFIG L KS
where we cannot be because our presence would affect it. All this beautifgliisste, fascinating

RSGFAET OFYS 2dziQ o6/ NI gF2NRZ HnanmoO® 2KFG Aa Of St
recordings, the body of the recordist is not made apparent in the recordings; they should sound as if

he is not present. Any kind of epch or commentary is mixed into the recordings at a later time.

Other factors that shape best practice include the selecting of the right type of microphone
equipment for the specific task, using the right power levels for the recorder, wind protection,
filtering, and editing. Proximity, again, plays an important role; it is generally accepted that sound
guality improves the closer the person recording can get to the source of the sound they are trying

to record, and the demands on the equipment are ledative to how close the person can get their

recording equipment to the sound because the sound becomes louder, both in absolute terms (all

the captured sound) and also relative to the sound source (the particular sound targeted).

Strikingly, Whitehead leaks many of the fundamental guidelines for best practice in his
recordings. During the creative process Whitehead communicates with his collaborator Barnaby
Oliver as they exchange performance materials from their individuafet, coordinated ¢
exploratons of rivers on opposite sides of the planet; Whitehead in Wales and Oliver in Australia.
Working directly in and from their separate locations they aim to: 'explore the physical space
between them through rivers and air and a range of other terrains thigir own qualities, such as
the web, phone, post, and the less tangible links of memory and synchronicity' (Untitled States,
online, n.d). The ways they do this often work directly against principles promoted as best practice
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for sound recording, as oftethe work involves Whitehead strapping microphones to body parts and
we hear his clothes and his breath as he explores different locations. This unedited material was
shared with each creative partner through the net (RSS, podcast, email) and mail.ndhe fi
permutation of the material (and some prior versions) are then presented on the Untitled States
website for audiences to listen t@ulais Wade / Duckas presented as part of a solo show at the
Yorkshire Sculpture Park SeptembeMNovember 2006 and athe Sonic Arts Network Expo in
Plymouth July 2007. Recordings of béttadeand Duckare included on the audio C.D at the back of

Walking to Work

Whitehead gives an explanation of his role in making the first of the two recordings, entitled

Wade(and lasing eighteen minutes and twenty seconds) on the Untitled States website:

Wearing the guitar on my back, microphones on my head and
carrying a mini amp the walk becomes an evolving composition
made by the power of the water, its dialogue with the banks,
trees and bed, and with this man carrying a guitar

(ibid)

As the recording begins, the listener initially hears the sounds made by Whitehead as he
walks up the river. There is a steady rhythm of footsteps as they splash in the water. It ideptussi
discern the changing depth of Whitehead in the water as the tones of his footsteps fluctuate, lighter
tones indicate shallower water lower tones indicate deeper. The consistent sound of running water
can be heard and this evokes an immersed listgriehaviour as the listener begins to feel part of
the context while listening. It is evidente (the listener and Whitehead) are in a stream. There is the
sound of water hitting leaves. It is possible to imagine a forested area. In the background there is
y2AaS 2F 0ANRaAz2y3Id ¢KSAS Wyl ddzNI £ Q az2dzyRaAX 2NJ -

imagination.

CKS 2y2YF{i2L12SA0 aLXlaKSa GKFd YFEN)] 2KAGSKSH
to imagine my own feet making the noise in someuaitwater. These sounds denote a particular
type of interaction from which my own body builds a kind of relationship, when | tap my own foot
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GKS I OGA2Y YIGOKSa (GKS a2dzyR 2F 2KAGSKSIFRQa F22
sound of the wd SN { AYAf N 2 GKA&AX 4G4 dGdAYSa GKS fArad
breath but after a while | imagine that the breath is my breath and the two merge. This physical
reaction to the experience of listening is something that Stacy Sewell (2XpMres through a
discussion of her reaction to listening to a piece caledund Techniqudsy Neil Luck:

This work is composed mainly of 'untreated' sounds: recorded,

but without further manipulation. The opening section

comprises a series of breatlgirsounds (more specifically, the

sounds of the inhalation of breath and the plosive sounds of

the release of held breath), that are then imitated by

instrumentalists. Listening to this, | found myself feeling tense,

holding my own breath
(2010: p.60)

Here, Sewell shows how the sounds she hears impact on her physicality. It is not just possible for
OSNIiFAYy &2dzyRa Ay 2KAUGUSKSFRQa NBO2ZNRAy3Ia G2 ||

suggest that certain sounds invite such a physesponse or interaction.

Then a scratching noise, like a fingernail moving up and down a string of a guitar, becomes
apparent. There is the impression of something being dragged. Sporadic notes sound from an
electric guitar but there does not seem to beyalogical rationale to this which would place the
sound either as geophone or biophone. As the structure changes so does the listening behaviour
between taxonomic (the attempt to understand the form and structure of what is heard) and
figurativisation (thesearch for a narrative or other imaginative projections). The listener is aware of
something out with the natural environment incorporated in it. At 10:50 the screeching stops and it
is possible to discern that Whitehead has stopped moving. The noisés dfoldy becomes more
pronounced as the listener can hear the sound of a zip on a bag or piece of clothing. Then other
piercing noises are introduced, loud electronic sounds like the sharp scratches of a deck akin to
rubbing the outside of a balloon. Towardhe end of the recording all sound of the environment

disappears and is replaced with static. The electronic synth noises become more apparent. An
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website:

Using the complete, unedited recording, | created several
layers of live sound treatments using my Revox -teektel
tape recorder. | aim to move with the surroundings, as if
treading lightly through the trees, aware of the sound and
movement all around

(Untitled States, online, n.d.)

G GKS @SNE SyR 2F GKS NBO2NRAYy3a (GKS y2ras 2
26y ©@2A0S FA{GSNBR GKNRdAzAK | KSIF ge NBOSNDBT KS at
and fade until therds no water, static or any sound at all. The soundscape that Whitehead produces

is deeply influenced by his interaction with the land. He places himself directly in the landscape and

the listener can gain a sense of landscape through his interaction wildhat is presented is the
FNIHAAGUYUE AYyGSNrOGA2y |yR GKS | dzZRASYyOS Aa ST

environment produces the sounds the listener is hearing. Whitehead's soundscape helps us think

about the significance of the embodieaperience within the landscape.

Similar toWade,the second recording involved Whitehead partially submerging himself in
the river with his recording equipment. He does not stay in the river beyond the time it takes him to
set up the microphones which heill use to record the environment around him. Whitehead

explains the process f@uck(lasting thirty three minutes and twenty seconds):

| find a place in the bend of the river overhung by the roots of a
large ash tree, and duck the neck of the guitaoithe river
here, covering the machine heads and lower strings. Next |
plug in the mini amp: the water resonates through the strings,
producing gentle harmonics. | tie the guitar to the tree in this
position, balancing the body against the tree with aadinstick.
The sound is made both by the movement of the water, an
occasional gust of wind, and birdsong along with the almost
imperceptible movement of the tree. | attach the microphones
to small branches and sit on the river bank to listen

(Untitled States, online, n.d.)
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As the recording begins the sound of dripping water can be heard. The body in this recording
seems still. There are no patterns or indicators that suggest any kind of movement. The sound of
dripping is consistent which gisehe impression that they are falling in the same place and that the
listener is static. Soon the drips begin to fall over the fret board of the guitar and as each drop hits a
string the sound of different notes can be heard. This is consistent for qaitee time but it is
difficult to distinguish whether the sounds are repeating or not. The sound of radio static gets
louder. There is a gradual rise in volume and a definite sense of repetition in the sound of dripping
water and reverb from the guitar strjs. The sound of bird call enters at 8 minutes however, unlike
Wade these sounds disrupt the continuity of the sounds that have gone before. The bird call in this
instance confuses the images evoked in the imagination rather than articulates them. Gentgg
the experience is quite unsettlinfpuckis a far more difficult soundscape to contextualise; there is

less information from which to instruct a sense of what is going on.

The noise of static rises and falls throughout the piece and at timegi$ ¢fie impression of
rain. Then, at 12:50, there is a large guitar strum which lasts around 30 seconds which has quite a
jarring effect with the steady reaction of the other sounds and electronic sounds become more
frequent. The guitar starts emanatingef@back; this is the familiar sound of a microphone when it is
GdzNYySR G2 FIFOS I &LISH{ISN® ¢KS StSOGNRYyAO az2dzy

soundscape:

Starting with the complete, unedited recording, | add layers of
treatments ¢ a mixture of mn-realtime digital processing, and
live manipulations using my Revox ré@lreel tape machine
and spring reverb. llluminating and magnifying the harmonic
undulations of the guitar, | sink deeper into the sound in
meditative stillness

(Untitled States, online, n.d.)

In the final five minutes the reverb sound becomes more consistent and prolonged. A single
note gets so loud it blocks out all the other competing sounds. When that dies out the dripping

sounds much fainter. The sound fades outlagives the sense that the listener is slowly moving
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away from the source. Unliké/ade there are no biophones to give the impression of a person

directing the movement of the listener; rather it feels like we are floating away. There is a slow fade

out andtwo minutes of silence follows. The listener is left with their own thoughts. Soundscape is a

dza SFdzZA GSNXY (2 AR GKS Fylrfeara 2F NBO2NRAy3Ia f
which to categorise what is heard both in terms of diffarkimds of sounds and the behaviours they

inspire.

lf K2dAK Ly3d2ftRQa 202S0GA2ya (2 GKS fFyRaol L
more general sense, | agree with his understanding of sound as a medium that enables us to
perceive the world B2 dzy R dzA FyR (KIF G GKSNBFT2NBI 2 KAGSKSH
analysis of sound itself but rather, an analysis of the land rendered perceivable through sound.
| 26 SAGSNE OSNIFAYy StSYSyida 2F Ly3a2f RQa KISNERRWAS Y i
documentation. As there is no way of capturing performance, the creation of documents to provide
some kind of account of experience is the only method left to the performance maker to retain a
lasting impression of the work. From this perspectiviee tseparating out of different sensory
elements into sight and sound (images and recordings) is a necessary and legitimate method. Ingold
argues that the listener should consider sound as part of a phenomenon of expegehatis, of
ourimmersionin, ¥R O2YAy3a Ay fAYS AGKZI GKS $g2NIR Ay 6K
seeks exactly this; performances discussed throughout this chapter have addressed the ways that
Whitehead attempts to bring his participants into a heightened awareness of fi@iedness in

their environment.

L KFIgS | faz 2FTFSNBR (KS LlRaairoAftAiide 2F 2 KA
interactive environment, with an ability to immerse oneself in the idea of a place and gain a sense of
being able to manipulate the 8LNP2 dzy RAy3&a4 Wl a4 AT @2dz 6SNBE G(KSNBQo®
recordings recreate the experience of being in a river or walking in a forest but, rather, they create

an entirely new experience from which to build a relationship with an imaginatiwéronment, and
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other contextual information serves to build the sense of what that environment is like. Further to
GKAAZ Ly3a2fRQa FTAYyLf 202S0GA2y GKIFG GKS O2y OSLI
and environment as something thatfised does not match with my experience. Within the virtual
L2adArAoAfAidArASa KIG 2KAGSKSIFRQa az2dzyRaodl LISa 2FFS
the imaginary environment it creates and there are many more possibilities for interactaom th

there would be in relation to a photograph or a painting. Soundscapes leave space for imaginative

and bodily response in a way that other kinds of documentation cannot achieve. These possibilities

allow a kind of documentation which does not entirelytfie landscape, this is paradoxical of course

because the recording stays the same but there does seem to be many more possibilities for new
interaction and imitative relation to the soundscapes. Soundscapes, or at least artistically designed
soundscapes A 1S 2 KAUSKSIR YR hf AGSNRasz N’ dz&AaSTFdzxd R

land.
CONCLUSIONS

CKA& lylrfeara KFra NBOSFE{SR | ydzYoSNI 2F (KAy3
clear, for example, that Whitehead employs three main forafisdocumentation: photographs,
RN} gAy3aa FyR a2dzyR NBO2NRAYy3IaADP ¢KSA&S | NIAOdzZ 4GS
in different ways. Conscious that documentation can present both the landscape and performance in
ways that are reductive (pticularly those which fix the landscape and limit interpretation); his
strategy involves a number of approaches which open up the performance, his practice, and the
landscape for interpretation. He achieves this by shifting the focus away from tryinggergrwhat
the performancdooked likein favour of different kinds of representation which are more suggestive
FYR AY@GAGS ljdz2SadiAaz2ya FYyR AYyUiSNIOGA2Yyd {2YS 2F 2
way of experiencing landscape and his work. Whatean by this is that some documentation is

presented in such a way that it allows for different opportunities for performative engagement.
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¢KS altdzRée | faz2 NBOSItSR GKIFIG 2KAUSKSIFRQa R2C
different methods he uss stay the same even as the form and focus of his work develop and
change. This seems to affirm the idea that documentation is incorporated into his working practice;
it is a part of his process as opposed to something additive or supplementary. Thits repine of
GKS ARSIFa Ay (GKS FNIYAYy3I OKFLIISNI Fo2dzi GKS 2yid2
seems to disrupt this notion completely, favouring instead a paradigm that places documentation as
an extension of the live event. All three ofettmain kinds of documentatiom photographs,
drawings and recordings offer fresh opportunities for new experiences and allows the work to be

reQ2yGSEGdd t AASR Ay RAFFSNBYG &LI O848 FyR GAYSE |

The discussion of Whiteheads parhances described how he led participants towards a
heightened awareness of their placedness in their environment. A broad overview of his
documentary strategy revealed connections to landscape which are continually marked by the
relationships between badds and environments but in a variety of different ways. A number of
2 KAGSKSFRQA LIK2G23INI LIKAO R20dzySyidas F2NJ SEIF YL ¢
performative aspect of the landscape experience that moves beyond the purely visual. The concept
of haptic visuality becomes dza SF¥dzf FNI YSg2N] (2 NBOEsgasha@SNI 2 K
sensory experiencet KN dzZAK 2 KAUGSKSIRQa LIK2G23aANFLKAO R2OdzY!
and connect with the natural world on a greater level, enabled bygusaptic observation. Many of
2 KAGSKSFRQa AYlI3ASa FNB ¢Sttt adzAiSR T2NJ graadzffe
YR RSLIK® 2 KupdifécsSr dh @articu@f detailS of the land and the imprints of
interaction. Using haptic suality as a mode of viewing we gain a sense of touch by viewing what has
been touched.The closeness of the land helps to articulate the idea that a landscape is not only
something that we see and perceive as we move through it but something that wetarately

involved with through our actions.
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2 KAGUSKSIRQa RNrgAy3ada yR a1Si0OKSa 2y GKS 24K
between performance and landscape. In the study | conceptualise his creative practice as a process
of wayfaring as his ggformances are more concerned with the experience of the land as he
observes or interacts with it rather than an attempt to move from one certified position to another. |
argue that this preference is reflected in some of his drawings. A broad view shatVss drawings
do not fall into a singular, easily defined, category as they encompass a wide variety of subjects.
However, somecan be read as a kind of choreographic score, a way of showing the flow of his
movement in a static formThese more abstraarawings focus more on presenting the linear flow
of movement than the physicality of the performer in actiomhis, of course, aligns the
documentation to phenomenologicalipspired conceptions of landscape as they act as a score that
both represents ad informs movement, implicating both Whitehead and the audience in the

landscape (practically or imaginatively).

[Fadfezs L FNBdS GKIFIG tAaGSyAy3a G2 2KAGSKSIER
which are a sound or a sound sequence understooitisiparticular spatial and temporal context.
The recordings presented witkValking to Workpresent sound that was recorded within the
particular timeframe of the performance but which was presented in the present within at home.
Whitehead produces his sodacapes by interacting with the land. The microphone is attached to his
body so you hear his movement, the listener can hear the artists voice and his breathing, his
interaction. The recordings themselves concentrate attention onto the act of listeningvéhdut
GKS FNIAZGQEa 62R& 02N Fye 20GKSN) O2yGSElGdzZf AyT2l
more selfreflective relationship to the sound and enable particular bodily reactions only available in
GKA& O2y OSy NI (SR rreaetbmsMie babed ¢niré instinktidely Suyd Indgeé more
subjective or personal responses. Whitehead's soundscape helps us think about the significance of

the embodied experience within the landscape.
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In stark difference to Angus Farquhar and the documémnta2 y  2Speet of Lighigimon
Whitehead presents materials that are more abstract and open to interpretation. Farquhar takes
care to provide a personal commentary to the work which explains in the clearest terms his
motivations for making the work;aeh piece is accompanied by its own distinct personal backstory.
Even acknowledging the slippages and difficulties with attempting to fix meanings onto landscape
performance (difficulties explored in the second chapter of this thesis), Farquhar providesstis
which set out parameters for interpreting the work and influence how we engage with the
documentation. Whitehead, on the other hand, offers an assemblage of documentation that takes
care to position enough incongruent materials to keep the viewerstjoning exactly what it is they
are seeing, and allowing him to present his documentary materials in a way that is less prescriptive
and defined. This is reflected in the multiplicity of analytical frames | utilise to discuss his
photographs, drawingsyaR &d2dzy R NBO2NRAy3a GKNRdAK2dzi GKS
towards documentation advances the argument that documentation can exist as an artwork in itself,
with different audiences from the performance event. New audiences are constituted in differe
gl e&a RSLISYRAY3 2y (KS R20dzySydalradiazy GKS& IINB Sy
F2NBEINRdzyRA 20KSNJ aSyasSa (KIFy (K2asS GKFG LINBR2
recordings, for example, constitute an audience of listeners rathen #n audience of walkers and
spectators. Whereas an audience member at the live performance might be asked to row, walk, or
howl (for example), the audience member of the audio recordings is asked to participate
predominantly through listening. The opesss of the documents seem to position the materials as
artworks which blur the ontological priority of performance over documentation. These materials
are documents of live performances that have already happened but they perform this function
almost as asideeffect. The main engagement with these materials is more as artworks which invite
the same attention and flexibility as the live events themselves. The sound recordings exemplify this

as they require the viewer to become a temporary audience member afadiscrete virtual

performance.
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Key Questions:

What kinds of relationships between landscape, documentation and performance ar
evoked by Wrights & Sigeis-guideto Anywhere?

2KIFId SY02RASR dzy RSNR UGl YRA Y 3 Misguitletof | Y Ra
Anywherebe said to provoke?

What strategies have Wrights & Sites used to document their landscape Performan
work?

CHAPTER 4
Wrights & Sites and Misuidance

Wrights & Sites are four artisesearchers committed to producing experimental, site
specific work across a range of media. The four core memp8tephen Hodge, SimdPersighetti,
Phil Smith and Cathy Turneformalised as a group in Exeter in 1997. Together they are committed
G2 WSELX 2NRAYy3a 1LIS2L) S4Q NBfIFGA2yaKALE G2 InLi) 0S4,
LINI OGA OS> (KS 3INER dzL) By NG SHERde JERQighdithieii SSpratignl € 1 A Y
to transform walking fromsomethingthat a person might do without much thought into a strategy
that may leadthe walker to disrupt or challengeonventional uses of spac@/alking, then, is an
importay 0 (1 22f FT2NJ WLI [ @ Fdzf RSOl GSZ O2¥IH I A02N2 IARYER (
other words, walking is foundational in a methodology which brings people together to stimulate
and discuss new possibilities regarding understandings andafisgmce and placdhis chapter will
LINAYEF NRE & vyl A MSguidekSAnyReveL iz e REd gAff a2 RNI g

project, theMythogeorphyhandbook, to contextualise some of the ideas inherent in the work.

Both Angus Farquhar and Sim&hitehead are the driving forces for their work and
documentary outputs so my analysis in chapters two and three examined the relationship between

the creators and their documentation. It is clear from my analysis that Farquhar emphasises the

¢
Ny

importance ofKk A & LISNA2Y It yINNIGABS Ay FNFYAYy3A bzx! Qa

the other hand, presents his documentary materials in ways that avoid such framing. Each approach
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opened the documentation up to different analytical frames. For insta@de,NJj dzK | NQa of 2 3

z

i2 RA&OdzaaAz2ya 2F yINNI}GAGS I yiRimdgeringiteddBcasNibnLIK &

of haptic visuality. This chapter presents a different dynamic as there is no single figurehead who

g

drives or directs Wrights & A 1 Sa | OGA@AGe@d ¢KS F2dzNJ O2NB I N dzLJ

projects but they also have their own active, independent research and creative trajectories in their
explorations of performance and landscape. Signifiers of authorship are delibeleftedynbiguous

by the group in all of the Wrights & Sites materials so that it is not clear exactly which group member
produced which part of the work. This particular attitude towards authorship signals Wrights & Sites
desire to shift the emphasis awayim themselves and onto the people who are engaging with and
participating in their work. Further to this, Wrights & Sites do not entirely follow the other two case
studies in presenting documentary materials that relate to live performance events thaehadp

at an earlier poinf? Instead, Wrights & Sites open up a new branch of documentation for
consideration. The concept of thdis-guideis central to my ongoing discussion about the potential

and limits of documentation to represent or embody certain opptions of landscape. In this

(KSaA&4Q4 2y32Ay3 Ay@SadGAaldAzy Ayidz2 GKS Ydz (AL

performance, the first two case studies evaluated documentary strategies and materials that were
primarily artistled. However, thework of Wrights & Sites offers a counter balance to this and
extends the scope of the study to include more participatory strategies. In exploring what ideas of
landscape might be produced in Wrights & Sikéis-guides | am required to analyse not only &t

exists as paper or digital documentation but the performances and materials | created as a result of

AYUGSNFOGAY3 6AGK 2 NRIKGA g {AGS4aQ R20dzySy il NE

¢CKAA OKIFLIISNI gAff LI I OS LIMslgwddsdzid inartiSuaidIK | & A a

Mis-guide to Anywherea document of multiple pages which includes directions, images, and written

“3Whilst the status of thenis-guidesas constituting documentation could be questioned, given that they are
intended as instructions or prompts for future activities, my argument is that mathedfsks and invitations
presented in themisguideswere first undertaken by the company themselves as part of research projects or
presented at conferences before being edited, altered and/or transcribed intortisguidebook.
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suggestions that invite the reader to explore landscape through undertaking a number of rasks.
Mis-guide to Anywherés one output produced from continaeexploration and creative practice.
The first manifestation of the ideas contained within this-guide came in a performance project
produced for the 2001 Standing Conference of University Drama Departments (SEUDB).
company devised 4 walks which @alasted for around 30 minutes. The routes for the walks were
recorded on postcards that were given to each delegate attending the conference. The postcards
were encased inside a map of the city on the back of which was an abstract which explained the
project and gave instructions for the participants to follow. The walks varied but some included
FRRAGAZ2YIE FSIGdNBasx &ddzOK +Fa W 06221 G2 tSIF@S Y
IANF FFAGA YR GStSLIK2YyS Ay sS e fidsii vedighiofthddisigdde 3S T H N
was facilitatedg rather than performedg by the company. However, in a later projetfEXt & the
city (2002) the company invited shoppers to join them as they staged an intervention in the
Princesshay precinct of Bre. The shoppers were asked to write messages in chalk to friends and
relatives (who were not in the city) on paving stones around that particular area. In this case, two
company members, Simon Persighetti and Phil Smith, were positioned as both pattcaad
collaborators in the work. I Misguide to Anywhere;, the piece of work which is central to this
chapter ¢ the company include a few descriptive expositions of some creativegniikance that
they have undertaken themselves prior to writing this-guide They explain:

In researching this book we have explored a number of tactics

for transplanting ideas arising from one place to another,

including a simultaneous drift by the four core members of

Wrights & Sites in four European locations.
(2006: p.16)

On this particular page of th#lis-guide they elaborate on how, with the advantage of

technology, the grougexchangedMis-guided ideas in reatime with people across Europe before

*SCUDD stands for TBeanding Conference of University Drama Departments and it represents the interests
of Drama, Theatre and Performance in the Higher Education sector.
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offering the reader a fresh set of instructions inspired byt (tot directly recorded from) their actual
experiences. It can therefore be deduced thiag¢re is no simple definition of wha Misguide to
Anywhereis as a document or as documentation. Rather, its component parts are elaborate and
interwoven: inspiredby performances created or undertaken by Wrights & Sites themselves and
imagined for future participants. It is certainly a document in that it is a material object composed of
pages with words and images on them. It is also documentation in that itsoffeecord of some of
G§KS 02 YLJ Miggided a@ivenfures. The results are written suggestions of imagined
performances that others might undertake in the future and through which they might gain a similar
kind of experienceA Misguide to Anywheras the culmination of previous performance projects
which Wrights & Sites either facilitated, directly participated or collaborated in, as well as a
depository for new ideas and suggestions for new audiences and participants. In other avddits,
guide to Aywhereis both a document of past performances and/or a script for future enacted or

imagined performances.

It is also important to note that each member of Wrights & Sites theorises and writes about
mis-guidance from a different perspective. This artidab the multidimensional nature of the
practices as the company have consistently avoided single narratives about what the work is, where
it comes from and what it might mean. At points where | highlight an idea that is particular to a
specific group memdr, | will signal this distinction in the writing. When discussing Wrights & Sites, it
is important not to conflate the ideas of four individual artist/researchers who all useyuigance
as a launch pad to discuss conceptions of space, place and laadscapngst other things), and
that these ideas do not necessarily coalesce comfortably. Given the flexibility that each company
member affords the others in the ways they frame this work, it is clear that there are multiple
influences and sensibilities tme accounted for, but also that this is a genre of work which invites

fresh interpretations and explorations in its analysis.
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Specifically withirA Misguide to Anywherare a number of pages filled with tasks proposed
to potential participants who are wited to use their imaginations in many different ways to
reconsider their lived environment. The work begins with an observation about the ways in which
people interact with the places where they live, work, regularly visit or otherwise inhabit which, ove
time, falls into habitual patterns of behaviour which render the landscape invisible (in that the
details of the landscape go unnoticed through familiarity). InPnactice of Everyday Lif£984), De
Certeau discusses how the people who are moving radidihe city are blind to the paths that they
grt1 Ay O2YLI NRazy (G2 oKFIG KS Ortfa (0KS WAYYSya!
a skyscraper. The person walking in the street is unable to see the big picture. He likens the lines and
routes that people walk through the city to the creation of texgas if the people left lines in their
wake like jet streams or the wash from a boat and that those lines through the city constitute a kind
of urban poetry. It is the panoptic view from the vantalgég2 A y G 2F | GFff o0dzZAf RAY

7 A

O2YLX SEAGE 2F (K OAGé NBFRFotSQ 658 / SNIUSIHdzZ wmo

GKS OAaleée tAQS aR2¢6y 0Sft2¢3¢ 0St2¢ GUKS UKNBaK2fI|

&b

movingaw& OFy 2FFSNJ FNBaK LISNARALISOGAGZSAY WKA& St SOl
However such transformation is at a cost as the voyeur misses the potential richness of the
experience of walking in the city, a potential which is not alwayssedlas people become oblivious

to their surroundings through habitual use/experience. So the panoptic view might help us to realise

the potential but it would not help in stimulating rich tactile experience of being on the streets. This

thesis has resisténotions that privilege notions of the landscape as something to be seen, rather
GKFEY SELSNASYOSRkTFStid 1 26SOSNE 58 / SNISI dzQa 621
the everyday experience of landscape as something which becomes unaenseite point where

LIS2LX S 02YS (2 WHENRGS daNBLy aiGSEGE 6AGK2dzi 06 SA

conceptions can open up alternative ways of interpreting landscape.

Wrights & Sites create a series of provocations which aim to allow pagphg theMis-

guidesto practice seeing and experiencing/feeling their landscape differently. The desire is for the

211



mis-guidance to act as a catalyst for reawakening the playful, joyful and fresh engagement with
place. This starts from a questionable @sption that such kinds of engagement no longer exist or
that they are hidden or forgotten about in everyday experience which is, perhaps, a bit unfair.
Nevertheless, the tasks withiaMis-guide to Anywhereffer a multitude of suggestions that, whilst

not formulaic, invite the participant to interact with the landscape in various ways. Tasks may ask

the participant to visit, travel, observe whilst others may ask you to do no more than imagine.

This chapter investigates, through practical methods, thegmasate exercises iA Misguide
to Anywherdn an attempt to use the experience of misiidance to rethink landscape, performance
and documentation. This work assumes that tkés-guide will be useful for challenging certain
assumptions in all three of #se areas and their relationship to one anothér.Misguide to
Anywhereinvites participation in a range of ways so it is logical to approach this analysis through the
experience they intend to produce and offer reflections based on the informed posifitraving
undertaken some of them. As a base to work from, | ordered the tasks by how much they ask the
participant to do physically in relation to landscape. This was useful as it laid bare a spectrum of
anticipated involvement and showed clearly that @his & Sites had incorporated imaginative
engagement into tasks in a range of different ways. | selected a sample of three, each of which |
understood as representing a different point along the spectrum: one which invites a mainly
imaginative response witlittle action, one which invites the participant to travel through landscape
and, finally, one which asks the participant to make their own document/documentation to pass on.
All of these exercises represent fruitful ground in my attempts to exploredtaionship between

landscape, performance and documentation.

The tasks | selected were chosen because they articulate the relationship between
documentation, performance and landscape in different ways whist remaining within the existing
theoretical franeworks already discussed in the thesis. The primary of these being the conception of

landscape as something done as opposed to something observed and articulated in work by, for
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example, Tim Ingold and Mike Pearson. Each of the exercises will inviteenliffeinds of
participation and will aim to offer different kinds of insight as a result. Mindful of the pitfalls of
fitting the practice to suit the theory in ways that present neat and easy findings, | will be careful to
critiqgue the romanticising tendaries this work is prone to. Company member, Phil Smith, articulates
this pitfall of using this kind of creative work as a subject for research when he states:

Improvisation, spontaneity and adaptation are all crucial

elements in them. Issues of se$tean, embarrassment,

satisfaction, and status can also accrue around performance.

Adaptations of memory to suit the needs of a creative process
pose problems for the assessment of creative outcomes.

(Smith, 2012: p.89)

This quote articulates the main chatiges, to not determine neat conclusions before
undertaking the tasks or guiding the experience of the task away from its intended focus in order to
suit the aims of the research project. For this project to work properly there has to be an
appreciation of those less controllable aspects of human experience (like-estdem,
embarrassment, satisfaction, and status) which may work counter to the aims of a research project. |
need to be aware of this challenge and be mindful of potential moments of slipphgee my
experience becomes more motivated by getting the desired outcome than fully giving myself over to

the process.

CKSNB A& Fy AYFIAYFIGAGS |aLISOG G2 GAKMis SELISNA
guide to Anywherdelps to articulate. Thisnaginative realm does not solely exist in the mind but
we can find material traces of it in locations we know well and in our own bodies through the actions
that we commonly associate with certain places. These material traces can be conceptualised as
YRORIZYSYy 1aQ 6KAOK KSfLI dza G2 YIFIyYyATSad GKS AYEF3IAyY
engagement with the tasks | aim to show how thiés-guide may contribute to opening up new

discussions about the relationship(s) between documentation, performamck landscape; and
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offer a potential framework for rethinking documentary strategies for more conventional

performance.

Before entering into a discussion of my practical engagement withgmdance, it will be

dza STFdzA (G2 €& 2dzi siionddhmimaidasce dnd disSusstsonie bflthe Siversd J2
theoretical frames used to describe it. Wrights & Sites do not accept any conception of space which
is singular or finite, instead opting for a more flexible and dynamic understanding which is appen an
inclusive of multiple possibilities. For Cathy Turner 'each occupation, or traversal, or transgression of
space offers a reinterpretation of it, even a rewriting' (Turner, 2004: p.373). This quote articulates
what Turner understands of the permeable dtiak of space but it also hints at one of the
objectives of migyuidance: the continuous and ever evolving practice of rewriting space through
interaction in its many forms. Th&Mis-guide to Anywherevas made in 2004 and was designed to
act as a generiset of provocations that could be transferred to any street, town, city or village,
anywhere in the world. The following is an example of the kind of provocation found in the mid
guide:

Most cities are in a constant state of change. This is clearly

marked by roadworks as underground services are updated or

installed. Such work is generally regarded as an inconvenience.

On aMis-guided walk it can be seen in a different light. A hole

in the city provides a chance to peer into the historical and

geologicallayers of the place. In this way, you could consider

the roadworks as a free opeair exhibition of earthworks and

archaeological revelations.
(2006, p.12)

This shows how Wrights & Sites create provocations that are open enough to be applied to a
wide range of urban locations. The exercises are generic and do not pertain to particular areas or
landmarks but, instead, invite those engaging with them to consider how the exercises can be
applied to their immediate or selected surroundings. Turner &xgl that the Mis-guide is

Wonceived as the stimulus for a series of actions, or performances, to be created and carried out by
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more traditional forms of perfanance makingz NA 3Kia 9 {AdSaQ 62N} KlFa S
they no longer work with performers or play scripts as they are commonly underétdnstead

they provide instructions and exercises for anyone who wishes to participatdytmogeography,

t KAf { YAGKQA LI NIAOdzZ I NI -TENKIRZWRAS 2 IAAI fA & LEIMNBS 1O
R20dzySyiaodd NE GKSNBE (2 0SS IADSY dshch&sitge GKSAN
only comes into existence when they are animated by padicis. This does not necessarily mean a

physical participation but it also encompasses those explorations that happen purely in the

imaginative realm.

N 0-8546130-1-5

il

5 1301

W.mis-guide.com
£10

(Figure 40. Cover & Misguide to Anywher&xeter Wrights & Sites2006)

TheMis-guideis unlike ag other document that this thesis has explored so far in that it is

not a document of a single live event but, rather, is a document outlining a set of principles and

**The misguides are scripts of a sort and their enactors are performers.
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ideas for how to conduct a particular type of performance. In attempts to articulatekitisof work
Turner draws on performances produced by Mike Pearson and Mike Brookes, andialitisguide
to Anywherewith work likePolig® (2001)and Carrying LyH (2001). Turner aligns thilis-guidesto
this work because they share a vision of theambas an unfolding landscape of complexity and
contradiction. They also share a propensity to interweave documentatilike recordings, images,
drawings, video, Polaroid, audio mitisk, etc.c with a more discrete kind of performance; one in
which thel dzZRA Sy 0SS 2NJ G4KS aLl 0S Aa y20 SyGaANBte RSftA
description of the ways that people experience the urban environment to suggest that a number of
KA& LISNF2NXI yOSa Wik NB (KS NB aaxedystirktio@lzihich jard2 a A ( A
YR A4O0ONI LIS YR NBYRQ O0¢KNATFTOGS HnannyY LIOHADO P ¢ KN
with the urban environment, one that is possibly antagonistic and certainly not smooth and/or
benign. The work of Wrights &§ A 1 Sa 3> gKAf ad O2yySOGSR gAGK C¢KNAT
contradictions of our relationships to the landscapes we inhabit, present, | would suggest, a more
romantic interpretation and interaction with the urban environment, evident in the foltmmask:

Arrive as it gets dark. Tell no one that you're coming. Slip

through the streets unnoticed. Sit in the corner of the bar,
watching but unobserved, a stranger in a movie.

Pass under the windows of people you know. Let no one see
you.
(2006, p.5%

The provocation is less antagonistic and more geared towards romantic themes of
inspiration, subjectivity, and the importance of the individual within the environment. Some of the
tasks present the environment as benign and, in these instangeste some of the realities of city
dwelling that those familiar with it are often all too aware of. There may be certain times or
situations, for example, where the suggestions would take the participant to places that would be

scary or dangerous. Thadk above suggests that the participant walk through streets alone, in the

“® For a detailed description tfiis work see Pearson, 2006: pp.2RT3
* For a detailed description of this work see Pearson, 2010: pf976
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dark and without telling anyone. Questions of safety become pertinent here, especially in mind of
the different kinds of danger faced by women, ethnic minorities and young or gldedple in the
Orided whkOKSE tlIAYy KAIKEAIAKGEGE Ay KSNI LI LISNI WDSYR
AAAYATFAOLIYyGte AYLI OG&a GKS SELISNASYOS 2F (GKS OAGe
of crime finds that women reportdA y3 Y2 NB FSI NFdzZ 2F ONRYS GKIy Y
are not insignificant as they articulate the discrepancy between the romanticised idea of the city
which is free from danger present in some tasks and the reality of city living. Wriglitss&ai& not
dzy I 6 NB 2F &adzOK O2yGN¥XRAOGAZ2Yya FyR Ay | dlal S
attention to it head on:
21 f1 FT2NI 62YSy Ay | LX I OS 6KSNB 42YSy R2
alone.

You will have your own strategies.

Push to the edge ofour comfort zone. Notice, if you reach it,
the point at which you no longer feel safe.

Then take one more step.
(2006,p.24)

Nevertheless, it is clear that th& Misguide to Anywheréncludes a number of tasks which
romanticise the environmenand invite participation without consideration of the implications of

the real lived experience.

2 NA IKG & AdMisduiblelit® An@wherds a document which falls into a category of
performance work where the reading of the tasks and the subsequent ipehangagement with
them operate on a spectrum of varying levels of performed action, some of which can (as | will argue
further later in this thesis) be considered performance events. Bedinrying Lyrand Poliswere
G2N] & 6KAOK WA Y QdiuthSasséribige Ml Tdbdequedt {prajecypn of video
YEGSNAFE NBO2NRSR Ay (KS LldofAO R2YFAY o0& 020K
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space of documentation as a performance space, since the presentation and interpretation of
R20dzySy Gl A2y AdGasStF 0S02YSa | LISNF2N¥IFyOS S@Syi
extensively by Dee Heddon whose work explores the dynamic relatfmbletween performance,

place and documentation and, in particular, about the potential for documentation to be
reconstituted in performance and thus complicating the relationship between and definitions of
performance and documentation. In her 2002 paperforming the archive: following in the

footstep Bleddon discusses her-@y | Ol YSy i 2 ¥ BabblihdTorta&dattcinpts/t@ &

articulate how the documentation from that performance, as it is picked up and repurposed by

other writers, might consti dzii S WEy2G3KSNI o6GSEddz to LIS NJF 2 NXY
R20dzYSYGAYIKLISNF2NY¥AY3I FOGAGAGASE WoAfL T GKSYa&asS
performances, each going by the narBaibbling Tor® Q 6 A 8i ReddorLBpgueas that it is

through this continuakngagement with materials in new contexts that performance continues, and

K2¢g R2O0dzySyida Oly 0S02YS Waz2YSOUGKAYy3I0 2GKSNJ olKI

A Mis-guide to Anywherds central to this thesis because the kinds of performance it
provokes always tate in one way or another to a reshaping of our relationship with the landscapes
we inhabit.A Misguide to Anywherdrings together the triad of concerns this thesis is preoccupied
with ¢ performance, landscape and documentatiQtut it does so in a wawhich alters the mode
of analysis as it invites participation or, more specifically, enactment. In effecMikiguideis a

document which actively invites people to participate in acts of landscaping.

{AyO0S GKS 3INRdMzZLIQA T 2 dz¥ Brodick®ofithuts AnNdard KilfeRett 3 { A
forms, including workshops, exhibitions and conferences, as well as papers, articles and publications.
Linking all their work is a consistent desire to explore the potential in strategies that shape-and re
shape the way in which we think about the places we inhabit or otherwise experience.
Documentation is significant for the group as it is one of the primary methods that the company use

to disseminate their strategies to audiences, readers, visitors and even randoserghg. Their
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work speaks of a different type of landscape from what has been discussed so far in this thesis in

that they are dealing with less tangible planes of experience. Although walking and playing are
important components of their strategy, the das is to get participants to engage with the
landscape at a more mythical and fictional level. Their work aligns with the other chapters in this

thesis through a commitment to an understanding of landscape gxdoess and constantly

shifting. They chahge any fixed notion of landscape, the consolidated ideas of what a landscape is

or does that are arrived at often as a result afthorised/official representationsThrough their

commitment to the subjective, personal, ang importantly ¢ fictional reains, the company

effectively pursue a campaign of fruitful exploration of possibility, challenging participants to use

their imaginations, shift their normal perceptions of place, and open their mind to gain new
appreciations of landscape. Turner articufate G KA a 6 KSy &aKS aidl iSa w2 dzN
LISNERE2Y Il X FAOQOGAZ2YIEX YR YBGKAOFKE 2y F+y Sldzr t F2
the quote highlights, the group look to disrupt traditional hierarchies of significance which become
attached to landscape (consciously through marketed interests such as tourism or for political
purpose or unconsciously through habit and repetition). Whilst they do not seek to erase common

or officially sanctioned presentations of landscape, they do hopi@spire alternatives and extend

the possibilities of what landscapes mean.

POTENTIAL SPACE

A number of related practices/frames appear to have informed the evolution ofMvise
guidesb L gAfft y2g | NLGAOdZ I GS &2 YS andl fythodge@ea@dy: A RS & =
allowing these to be opened out for exploration and tested through practice. To be clear, | am not
suggesting that there is a neat lineage or identifiable originary practices in regards to the frames |
discuss. As | have already highted, Wrights & Sites encourage each member (and those who

engage with their work) to let the miguidance inspire them to new discoveries through congruence

“®Two concepts that | will explain fully later in this chapter.
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with a range of theoretical pathways. Although formulated with particular intent (the exploraifo

the subjective experience of place), the publisi@-guidesdo not usually set out a formal plan of
FOGA2y Y WikKSe NINBte S@gSy 2FFSNI I FAESR AGAYSNI
GKS WTFYAEAFN RNIYIRIMBASZY @F ¢aKOFGO SA &2 INGHOR yiarS @
the behavioural habits which render the landscape invisible through familiarity. Turner explains
Fdz2NIG KSNJ 0KFG GKSe AydSyR G2 WRNYg¢ |GGSyldAazy G2
tKS LR GSYGAFf T2 NJ I iffefieSt Mapks ilvahg Sitieent delyrees &F whysickb effprp 0 ® 5
and/or imaginative engagement. Nevertheless, two clear objectives are prompted in each
instruction: first, to gain an awareness of space in ordeadbieve a level of alienatiéhwhich helps

the participant see the strangeness in the everyday and question habits and practices that are
dzadzr t £ &8 R2yS 2dzi 2F AyadAyOiloe ¢KS aSO2yRI (KS &
subjective and dif A Odzf G (G2 RSAONAROS® LG NBFSNBR (G2 Y2YSyia
a person to blur the lines between inner and outer worlds to achieve new engagements with place.

I LI NGAOALN yiQa AYFIAYLFGAZ2Y AS8SIWAAXGRNAI XY WL

that new possibilities are produced through a fictional or mnemSmingagement.

To articulate this point further, it is necessary to briefly describe the theoretical framework
that Turner uses which explains the qualitesf WLR G Sy GAlf aLl O0SQ YR K2g
activities contained in théMis-guidesP LYy Wt I f AYLASAdG 2NJ LRIOSYdAlt &
sited LISOAFTAO LISNF2NXI yOSQ o6uHnnn0 ¢dzNYSNJ SELX I Aya K
theoretical foundations in psychoanalysis and theories of object relations, and that their work draws
particular influence from academics such as D.W. Winnicott, Melanie Klein and Marion Milner.
Object Relations Theory proposes that the way people relatethiers and situations in their adult
lives are shaped by family experiences during infancy. Although this might seem a world away from

discussions about human interaction with landscape, it does provide the framework for

9 A paradoxical alienatiogalienation achieved through immersion in landscape
%0 By mnemonic | mean that th& Mis-guideto Anywhereoperates as a system that can help the participant to
remember certain moments from the past and evoke them in the present.
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understanding the kind of imaginag explorations Wrights & Sites hope to provoke through their

Mis-guides

2 AYyyAO20G0G 02y O0SLldz >t tb @eSciibe lhow WreadivityS gevielops fin ad LI O S
LISNBE2YQa SINIeée tAFTSd {KS LRarada dGdKFG OINBlEGASAGR
me and not me, imaginary and 'real'. This is a {slagce first realised by a child as it begins the
LINPOS&da 2F ARSYGATeAy3d AGaStF a aSLINIGS FNRY )
child begins to establish the boundarigs¥ A Ga 26y adz02SOGABAGEQ o6wnAnnnN
paradoxicalc & (G KS OKAf RQ&a LISNODSLIiAz2zy 06S02YSa Y2NB |
identities as separate and, yet, it still retains a perception of being merged with the mother so that
GKS OKAfR Aa tAQGAY3I AY F &Ll OS sKAOK LISNDSAOSa

g2NI Ra GKIG FTNB ySOSNI YIRS SELXAOAGD® ¢KS Sail

[N
(@]}

Winnicott argues, is a necessary process which enablesivitgdater in adult life. Turner explains:
W{AYyOS KdzYly o6SAy3a ySOSNI O2YLX SGS GKS LINROSaa
belongs to them and what belongs to the outer world, there is a continuing need for a space of
interplay between self §¥R NB It AG8Q O0AO0ARY Llboynouod tS2LXS NBI

explore and come to terms with the world around them.

¢tKS O02yO0OSLI 2F WLRGOSYGALFf aLl OSQ Aa dzasSTdzd |
imaginative and playful interactn activated by theMis-guidesbut which also does not lose sight of
GKS NBFfAGE 2F GKS LI NIAOALN Y G A& QThisI énpoktadt for Sy JA N
Turner as it offers a framework to conceptualise the space created bilihguide ¥ne need not
return to notions of either site or self as fixed or finite entities. One need not imply an
dzy LINRP 6t SYIGAO y2iA2y 2F | t20F0SR aStF 2NJ I NBa;
AA0S4Q 6¢dzNYSNE H»Aann Yscdpehas proaesbuallaid alvdys AR §adh G I Y R

been discussed many times throughout the thesiken this is also true for the more fantastical and

> Turner highlights commonly used alternatives as 'intermediate space’, $pide’, or 'transitional space'
(2004: p.379)
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fictional interactions between imagination and environment. Imagination has been incorporated as

an imporant element in the interpretation of landscape performances so far in this thesis; both

aO! GSSNINa AffA FAKYGF 3Sa YR 2 KAGSKSFRQa az2dzyRall LISa
individualistic and imaginative responséist 2 1 Sy G A I f ibédla¥ axén@eptiviiich Rapes @NJ
encompass the purely imagined alongside possibilities of a more dactaginative process which

involves walking as well as other activiti€cBhe main priority set out in théMis-guide is an

exploration of the ways that iagination can alter perceptions of landscape in a fluid, constantly

shifting way.Mis-guidest NB RS&A3Iy SR aLISOAFAOLtf& Wiz YIFEAYAA
(ibid: p.385).Even tasks which do not entail strict physical engagement inspiretaradtion with

landscape on an imagined level, exposing an infinite amount of possibilitesi Sy G A £ &aLJ O0SQ
lens through which to consider the precariousness of the relations between people and their
imaginative exploration of their environmentV2 yS 02 dzf R Mi§glii@e asNad lopen G K S
invitation to reimagine and remake the city while simultaneously discovering it a new: it becomes a

'potential space’ (ibid: p.385).

Wt 2GSy ALt &L OSQ A& TFAIANBR A ifie chame&that 61 &

z ~

YIe 06S OoNRdAAK(G Fo2dzi GKNRdJIzZZAK K ONBlIGAZ2Y 2F y¢
p.388). Describing the psychological aspects oMiweguide Turner explains:

On the one hand the Walker's identityriserged withthe city,

projected through the same imaginative play which allows the

city to be introjected in turn. On the other, the walkemerges

from the city, by discovering the boundaries between real and

imagined, familiar and unfamiliar spaces. At the same time,

new spacesand spatial relationships are produced by the new
and unexpected special practices (games) that are provoked.

(ibid: p.387388)
lEf 2F (GKS 110208 KSfLA INIOAOdzZ 4GS GKS @I f dzS

of perception created by theMis-guide Although a number of walks deal specifically with this
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imaginative recreation (or recreation) of the city, th®lis-guide does not dismiss the possibility or

even necessity of historical awareness or political critiqugs,Tagain, is where the concept of
WRGSYGAlrt aLlk oSQ A& dzaS¥dZ Fa Ad LINBaSydaa |
simultaneously and never truly deserting the consciousness of a participant one way or another. The
process always involves an awaess of environment alongside the imaginative possibilities that

GNF YaF2NY A0d ¢dzNYSN FFFANYE GKFEG W2AYyyAO20iaU:
framework, which does seem to contain the paradoxes of-giecific performance without
ireverss 0t S TN AYSyidlidAazy 2y (GKS 2yS KFEyRI 2N F2ND:
20KSNJ g2NRaz 2AyyA02G0Qa ARSIa LINRPGARS | 02y OSL
between the imagined and the reality in flux without one negatingdtieer. As a result, we are able

to articulate the complexities of this work which explores what is external to the participant whilst

GKSe LXtre Id NBYF1TAY3 YR NBSgNARGAYI AlG AYFIAYLEQ
participant may renegadate their relationship with landscapdlis-guidegpotential space offers an

interaction with landscape that is both imaginative and mategahnd alters landscape in the

intersection of imagination and physical enactment. Participation inMiieguidetasks shows how

these things are inseparable.

THE POETIC IMAGE

Rather than focusing on the processes that give space for imaginative thoughts to occur,
Gaston Bachelard instead focuses on the imagination itsaliel?oetics of Spag&964), an outline
of which was highlighted in the framing chapter of this thesis (p830) Bachelard forms a
conceptual framework for describing what the imagination is and how it works, centring on the
LR2SGAO AYIF3IS gKAOK KS RSAONK @Fa UIKS Wi 8 0dRSRS o mapic €
. FOKStIINRX (KAa YStya GKIFIG GKS AYFIAYLFGA2Y Aa Wi
NBLINE RdZOGA2Y 2F LISNOSLIIA2YQ OYFLELFYS MPTHY LIDHDU

of the time thatsuggested the imagination had a purely imitative function, reproducing images from
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LI ad ELISNASYOS® .| OKStINR AyadSIR | NBdzSa GKI
Fd FNBY NBItftAGEQ oOomdpcnY LIOGAA Anpidits @iy to oreduc@A y | G A 2
new poetic images. His approach is phenomenological, moving away from observational methods
which he favoured in his earlier work as a philosopher of science. He differentiates the work of the
phenomenologist from the work ofpeé OK2f 23A40G& FyR LJA@OK2Fylfeada
2088 (GKS AYYSRAIFIGS ReylYAOa 2F GKS AYF3ASQ O6A06AR
involved in psychology and psychoanalysis are not equipped to deal with an investigatioa of t
imagination because in their attempt to contextualise the image, they move the analysis into a
language which is fundamentally incompatible with how the imagination actually works:

As for the psychologist, being deafened by the resonances, he

keeps tryhg to describe his feelings. And the psychoanalyst,

victim of his method, inevitably intellectualises the image,

losing the reverberations in his effort to untangle the skein of

his interpretations.
(ibid: p.xxxiv).

For Bachelard, providing amtextual explanation of how images emerge is equivalent to
SELX FAYAY3 WiKS Ft26SNI o6& (GKS FSNIAEAT SND O6A0AR)
GKS 2yasSia 2F GKS AYF3IAS Ay 'y AYRADARUA GG O2¢ A OAI
p.xix). In other words, the best method for understanding the imagination is through-eeflefftive
consideration of the poetic image as it emerges in consciousness. ThroutjgoBbetics of Space
Bachelard explains that these images appeamany ways in his own memories and daydreams and
in the work of writers, painters and other artists.; OKSf I NRQad RSAONARLIIAZ2Y 2F (
framework for understanding imaginative thoughts in the moments they appear in our
consciousnessA Misguide to Anywheresets out to stimulate imaginative responses to space.
. OKSf I NRQa (K2NRdzZAK I NIAOdZA A2y 2F GKS LRSGAO
will help guide the analysis of these imaginative responses away from desusifarchitectural
features or objects towards a more complex analysis of the relationship between imagination and
space, driven by an immersion in the world as we experience it.
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MYTHOGEOGRAPHY

¢ dzZNYy SNR& 02y OSLIi 27F WL ity updniwhich &naihed &firal LINE G A R
conceptc WY@ 1 K2 IS@ABNI LKNNMNS R ad iK23S23INFLKE A& gKSy |
chosen context (time and place) and with particular purpose applied to it. In an interview with
Invisible ParisPhil Smith exfp I A y aMytliododiaphy emphasises the multiple nature of places
and ways of celebrating, expressing and weaving ®emo Ly @A aA 0t S t I NAAX HAMA
from his work withWrights & Sites and their experimentation withis-guides\s a term to éscribe
their approach and tactics to sites where multiple meaning had been forced into a single and
restricted one, for example, heritage, touristic or leisure sdtes 6 A 0 A Realled porpos: ofi 2

Ye(iK23823aNI LIKe Aa (2 WSBE | AKSNBES y&EY d#SH ALY RS RASH N&

w»
P

ali dz8 81 AyG2 | aAy3tS | yR NBAMSYHIS b diywherddny A y 3 Q

6S NBFR a WK2g G2Q 3FdzARS F2NJ dzy RSNIF{Ay3a |
challenges the participanbtquestion orthodox uses and interpretations of space. Mythogeography

celebrates a variable network of artists, teachers, activists and walkers whose practices have, in the

last decade, taken up where psychogeography left off.

Psychogeography offers a uskhistorical anchor for mythogeography andMiis-guide to
Anywhere The origins of psychogeography are predominantly attributed to the work of the avant
garde Situationist International (SI) (198B72), a group which emerged from a number of poar
artistic and literary groups under the leadership of Guy Debord and Gil Wolman. They produced a
variety of work ranging from films, collages, discussions as well as vast amounts of writing compiled
into the twelve issues of their metallzovered journal Intenationale Situationniste, 19532. An
important facet of Situationist thought (and instrumental to understanding psychogeography) was
the concept of thedérive put forward inTheory of Dériv§1955) by Guy Debord. The dérive was a
walking strategy empldg R 68 GKS {L® LG sl a | WONHzOALFE NBaSH

2F WA OK23IS23INI LKEQY GKS aiddzRe 2F (GKS SF¥FFSOiha

N

c
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AdzZNNR dzy RAy34aQ 6. AaK2L)E HAMAYaLMREnOdp ty5 650 ANBRIR &
involve playfulconstructive behaviour and awareness of psychogeographical effects, and are thus
quite different from the classic notions of journey®rii N2 f t Q omdppyY LIPpnod ¢ KA A
0SAY3 Yy SYR Ay AGaSt ¥ GOKKSSNAR/SINATRINI ¢{ | A&l dghl i AT22yNYa (s
attempt to undo and move beyond what they saw as the disciplining, homogenising and ultimately
dehumanising effect of modernist forms of urban hifh 8 S f AGAYy3IQ 6. AaK2LJX Hn
clear parallels between the two groups, most obvious being their shared objective of disrupting

dominant patterns of living and the desire to inspire new engageismiwith the landscapes.

Psychogeography was part of a method which sought radical change: they did not want to
simply reach people on a personal introspective level, instead opting for the rather more ambitious
aim of changing societies. Wrights & Site operating in vastly different contexts and are removed
from the kind of political activism that the S| was propagating. Rather than an objective of changing
GKS FIONARO 2F az20ASdae Ff 623SGKSNE YedK23S23INI L
@8iK23S8S23aN}LKEE HAMTO® ¢KS& @GASs aLI OS Y2NB VWI a
F2NY 2F AYGSNLINBGFGADGS aLd GAFE LINF OGAOSQ 6¢dNY S
concerned with celebrating, expressing and negotiating thultiplicity of meanings afforded to
places. Whilst Wrights & Sites dedicate their intellectual lineage to Sl, it is clear that in the nuances

of their work there are fundamental distinctions.

That said, an important area of correlation between Sl anighits & Sites is in the ways
that they communicated and passed on information about their work. Tina Richardson points out in
Inside Out: Contemporary British Psychogeograghy nmp 053 W¢ KSNB | NB y?2
psychogeography this is its beauty. Howeveiit is this that makes it hard to pin down in any
FT2NXYIEfAESR 61F&8Q oOoHnAampY LIOTO® {L NINBfteé R2O0dzySyl

write accounts of the events themselves. Instead, they offered materials which were suggestive for
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considemg the kinds of activities that S| hoped to inspire and which were less about describing what
they had done and more about instructing how others might participate. As Bishop explains further:
Tellingly, it is hard to find informative examples of constedc
situations in the I.S.; emphasis is continually placed on the
structure and rationale for a situation, rather than reporting
specific examples. This aversion to documentation presumably

stands as a deliberate ploy to avoid imitation.
(2012 p.147)

Rather than describing their experiments Sl would produce provocations. An example of this
Ada 5S02NRQ& YIFLI 2F tFNRAALFY WdzyAliSa RQlFYoAlyOSQ
in such a way that makes it almost useless as a comraitmap or record but yet is highly
provocative, inviting the viewer to consider their sensitivities to the urban environment. The city is
shown as fragmented, joined by blank areas indicated only by the flow of red arrows. It is a
document meant for praocation; it invites the viewer to ask questions, and this captures the desires

and ideas that the members of the SI were hoping to inspire.

GUIDE
PSYCHOGEOGRAPHIQUE
DE PARIS
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(Figure 41. Psychogeographical Guide to Paris, Paris, Guy Debord, 1957)
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This correlates closely with Wrights3tes and theiMis-guide to Anywheravhich focuses
Y2NB 2y 2FFSNAYy3I LINRG2O0I GA2Y BKAOK O2YYdzyAOl (1S4
aLI O0SQ sAlGK2dzi | OQlGdzk £t £t &8 R20dzYSydGAy 3 I|-gudlan&El Y LI S
play andthe exploration of landscape is something which is done rather than written about. This is
important to highlight because the composition of materials has an impact on attitudes towards it
and influences how it will be read. Other guidebooks, for exangresent the landscape in much
more direct ways through the selection and presentation of landmarks. These materials are
composed in such a way that they invite alternative readifig¥ A 1 KQa a& i K2352 3INJ LIK:
aldlFdSaz Wae (K2 3S 2t@pddctisdktd sharéand ty coringtblit élboiioktake/the risk
2F O2YLI NR&2Y FYR (2 LIN}OGAAS AYLXAOAG yR SELX
(2010: p.116). In doing so, Smith hopes to extend the reach of Mythogeography througksa cr
pollination of ideas and approaches. Rather than guard the ideas and pintdewnthoritative way
of practising Mythogeography, Smith hopes that those involved will be open and trusting enough to

share their approaches and develop the practice thioggnerous criticism.

The Mythogeographybook is a compendium of walking stories, descriptions of hoaxes and
digressions, lists, literary jokes, observations and dense passages of prosefpaettiyeory.
Although Mythogeographydoes not have a single awr, the book has entries from many
contributors who have conducted mythogeographic experiments and offer reflections on their
practice but without necessarily describing what they did. It is assumed that a large proportion of
GKS 0221 Qa Oa stttikdotaieradthbr oOtheybrigimal manifestpSmith¢ but the
distinction between one author and another is left deliberately blurry, reflecting rindtiple
dimensions, interpretations and performances of landscape that Mythogeography geneaatds,
mirrors the approach taken iA Misguide to Anywhereln the Mythogeographypreface it is stated

7
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adventurous, febrile andrisk I { Ay 3 YI Ny} SGSSNAR a ¢Sttt Fa o& AdGa
(ibid). By which they mean that the practice is open and accessible for all who wish to use it and, he
argues, that it lends itself to those who see themselves as adventurous. Like Sl, they envisage that

the ideas and practices will be adopted, transformed ansspd on by those who come into contact

with them.

The Mythogeographybook is itself a kind of map or puzzle. It reads like a fanciful treasure

map rather than a strictly geographical or topographical account of space. The book has its own
codes and instretions: it is written to be deciphered, learned, and actioned. It challenges
conventional linear narrative and classification practices through its coding, inclusion of which forces
the reader to jump back to the symbol index before coming to any firmlasimn about what a
LI NI A Odzf | NJ aSO0GA2Y YAIKG atréd C2NJ SEFYLX ST | LI &
2T I Wg2NX¥K2tSQ aevyoz2zt ¢KAOKcYSDBA Ny 2™ STal N9  OLIDNMIR-
mytho-movement is:

the setting in motion (about each other) of the multiple

meaning of any site. Misguidance is the act of revealing,

animating or performing these multiplicities by setting them in

motion: best when they perform themselves

(ibid, p.169).
Psychogeography aspires uinlock the possibility of configuring a potentgdography- the

geography of what might be. It became apparent that there were many people interested in the idea
of re-imagining, there was a matrix of explorers and walkers that protected and enddnseidea,
LIS2LX S ¢K2 dzZLlK2f RIFTAKRY A0 12(Fdz LA TOSOK H ABNRE  LIODMMH O @
walking led Smith and other advocates of the Mythogeography movement to acknowledge the ways
AY 6KAOK WglflAya O2ycdzNBa &RKEARIZKGENI faYSAaySYRI E
out of the theoretical context of Mythogeography that Wrights & Sites created terguides the

foundations building from one seminal work in particulan Exeter Migyuide (2003).An Exeter Mis

guideenabled the group to further investigate the tensions between site, landscape and walking. As
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a result of growing interest in their practice and documentation from around the world, the
company attempted to create a guide which was transferable and npeuddent on a specific
location:

We started by calling it a 'generic' guideunusually for us,

since we have always been interested in specific localities,

rather than 'types' of place. We would not usually consider a

work to be 'sitespecific' if it couldbe transferred from its

original location. But in this case, the work is completed by the
walker and becomes specific to its location only in the walking.

(Persighetti, 2007: p.136)

The collection of influences and theoretical frasnthat are connected to this work are
clearly broad and expansive (and perhaps fittingly disorientating). However, whilst there are a
number of ideas which inform the work there are a few key themes which offer a level of
commonality: spontaneity, subjegity, and the relationship between imaginative/ intangible/
fictional understandings of landscape and their physical/lived reality, which remain central in

discussions of this work.

Now that | have outlined what the guide is, many of the influences, tsvand inspirations
that led to its creation, and the variety of critical frames that can be applied, this chapter will now
move on to a more practical engagement whMisguide to AnywhereThe previous chapters in
this thesis have explored particularetthods of documentation and examined the objects it
produced. The analysis has focused on images, recordings, writings, websites and other events and |
have attempted to analyse what these might mean for the triad of performance, documentation and
landscaj. Given that theMis-guideis a series of tasks, it seems appropriate to engage in a practical
way by undertaking the tasks in the way they suggest and analysing the experience. This represents
a methodological gear change in terms of this thesis as dendw® | shift my focus from particular
landscape performance objects inward, to a seffective mode of analysis which critiques my own

lived experience as | undertook the exercises.
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What follows is an exposition of my practical field work and my riéfies on it. Working
from the sample of three, each of which | understood as representing a different point along the
spectrum: one which invites a mainly imaginative response, one which invites the participant to
travel through the landscape and, finallgne which asks the participant to make their own
R20dzYSy Gk R20dzySy Gl A2y (2 LIlaa 2yd ¢KAA 62N] Ay
specifics that each entailed), a reflection on the process and experience, the transferal of notes and
discussions with other participants into a more succinct and focused piece of writing and then a

critical analysis of the entire process.

TASK 1

If | say Pascal lived here or Alberti, Bach or Libeskind, see how

the constructs of the space change. Watchtlas emotional

O2yG2dNE I NB YIRS @QAaAofSX NBf20FGS®
(2006, p.104)

This task asks the participant to consider how their perception and relationship to place
alters when they imagine that a significant figure once lived there. Such reflections aresasle
subjective and personal. It calls for a consideration of the ways that imagination forms an important
component of our landscape experience. As soon as | began to investigate the relationship between
imagination and space, | began to understand hmamnected memories are to imagination. The

sharing of anecdotes or the telling of imaginative stories are important aspects of our experience of

place and Wrights & Sites help to draw attention to this.

My own journey into this investigation begins at heniThis seems reasonable given the
02y OSLIiA2y 2F fI1yRaOILS | R2LIISR GKNRdZAK2dzi (KA.
framing of landscape as experiential. My own dwelling place is a semidetached bungalow in the east
end of Glasgow. It is not quiising that my homeg in the literal sense of the place where | lige
becomes a primary focus in this fifstis-guide exercise. | am home, at home, in home, as | write

this. | have a number of ideas about the place | sit in, the room | inhabit, the plaee my wife
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Gemma, my springer spaniel Rocco and | stay. This is the street we are on, in the city, country,
continent, planet: this is where we are situated: it is wheranh. Ingold points out that our

involvement in space is what informs or produggsas about it. Usually, these ideas emerge from

habitual processeg the things that are done there, the experiences we share. It is also within this

world that our involvement in the landscape forms and matures and where the imagination is
stimulated toLIN2 RdzOS ARSI a Fo62dzi AGZ WF2NI G KSPoritylig¥ Ra OF LIS
y2i a2 VYdzOK GKS 202S0G Fa aiKS K2YSftFyR 2F 2dz
original). In other words, the landscape is the world we are in as we com®w &nd experience it.

There is no doubt that memory and imagination comprise a significant part of the lived experience

Fa> F3FLAYES Ly3da2fR KAIKEAIKGA oKSy KS adlkidisSa Wil

the landscape thatthe humanirBeA y I G A2y 3ISiGa (G2 62N] Ay FlLaKA2yAy

Certain common activities render this mnemonic and imaginative aspect of the landscape
experience very clear: anecdotal and fictional storytelling and looking through old photographs, to
name a éw. TheMis-guide frequently invites us to think about and enact these activities. And it is
with this reflection that | begin my exposition of the task: to reflect on the possibility of reorganising
our perception of place through the imaginative processgailable to us. Or, what | am calling, the

accessing of the imaginative component of landscape.

| have lived in this house for three years now and | have grown acclimatised to it. | have
gotten used to its specific noises, shadows and other idiosges. My imaginative relationship to it
manifests itself in many different ways. One of these explores ideas for the future: the changes to
GKS RSO2NJ GKFdG gAtft 0O02YS (G2 NBFESOG vyeaSt¥F | yR
make these changest the moment but the thought of what we might bring to the space and how it
will look and feel occupies my imagination and | take enjoyment from such thoughts. Functionality
and utility play a part as we work to make our home a sharable space andfimesites and family to

stay, to come and spend time with us and, importantly, create happy memories. The future of our
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home and environment has continually preoccupied our imaginations. As time has gone on and
continues to go by, we gain more experiencesl arenerate more memories that have and will
continue to contextualise and inform our relationship with this place. This process is not a stable one

¢ it shifts and evolves over time, changing as | do. This change is not linear, it is hot mapped to a
simple progression of time because changes occur in a multitude of ways and a person has the
capacity to have complex relationships to the space at the one témdlisguide to Anywhere

highlights this aspect of the lived experience and builds on the simultanemd ever shifting
responses we might have to space by asking the participant to consider further possibilities, to
generate more relationships or to alter existing ones. How might imagining a famous person in your
K2dzaS &aKI LIS @&2dN) yYSANDSLEARYE22TFTRAK: G WRBOdzY Sy

guidein particular) create new perceptions of landscape?

What | am concerned with here is the experience of imagining: the looking and seemingly
seeing through the geometry of the space to somethifggehow past/invented realities are made

alive in my imagination and how that affects the ways that | interact with landscape. Remembering

z

GKIFIGdG GKS fIFyRaOFLIS Aa LRaiAlA2ySR KSNB y20 la a
placed, it would notmake sense to think of thdis-guide task as a tool for covering over, or
projecting onto, space. Landscape is not some literal reality that is covered in layers upon layers of

illusion. It is more about an access to different kinds of experience. Akl legjlains:

Landscape is bot both performative sensorium and site and
source of cultural meaning and symbolism: telling a story is not
like weaving a tapestry toover upthe world ... [landscape] has
both transparency and depth: transparency because can
see into it; depth, because the more one looks the further one
sees. Far from dressing up a plain reality with layers of
metaphor, or representing it, malike, in the imagination,
songs, stories and designs serve to conduct the attention of
performers into the world... At its most intense, the
boundaries between person and place, or between the self and
the landscape, dissolve altogether.

(Ingold, 2000: p.56, original emphasis)
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Certain activities allow us to access a different planeeafity and reveal the depth of our
f I yRaOILS SELSNASYOSao Ly3I2ftRQa 42N)] dasSada a2
offers a useful metaphor to describe how it functions. For Ingold, the landscape is not an external
form but something conduted by experience. Songs, stories, designs and other activities allow us
G2 0S02YS LINIL 2F GKS flFyRaAaoOILS FyR GKS tFyRaoOl
GKS g2NIR Fta Ad Aa 1yz2ey (2 (K2aS twKehgageweéhf t (KS
Aa LI NI 2F WiKS SOSNERFIE LINRB2SO0 2F ReStftAy3da Ay
think about the importance of imagination in shaping and reshaping my engagement to space. The
WRAA&A2T OSQI | & L fidde mofents oflrefleédtionk or i§ thé dkad8sieral ofAimémory
and imagination from one person to another. The landscape becomes transparent when we tell
antidotes or fictional stories in space, we bear witness to realities that exist in another plane of
exigence but which is equality of the self and the landscape which are mutually emergent in the

telling. In other words, the depth of our experienced landscape becomes apparent in these

moments of imagination as such activity renders the physical form ogimironment transparent.
TOPOPHILIA

In The Poetics of Spa¢64) Bachelard guides us through an actual and/or imagined home
in a reflection of the experience of imagining.KS K2YS F2NJ .| OKSf I NR KI &
provides a material and psychgjical shelter for the imagination of the dweller, but at the same
GAYS Al 0502YS8a AGAaStT Iy SaasSydart St8YsSyd 27
the house provides a safe place that allows for imaginative thoughts to occur bubis gkce
which stimulates the imagination in many way=or Bachelard the poetic images of the house
provide a vehicle to analyse the experience of spaces we have intimate knowledge of. The house is
WiKS (2L 3INFLIKE 27F 2 dzNJ by which helméadds aopfde yWHe2 mémodgc n Y L.
comfort, mysteries and daydreams are exposed, evoked, assembled, retained and called to mind at

any moment. Consolidating this, he states:
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If | were asked to name the chief benefit of the house, | should
say: the hosge shelters daydreaming, the house protects the
dreamer, the house allows one to dream in peace.

(ibid: p.6)

Bachelard argues that the house encompasses all the complexity of our experience of
dwelling. Centring his analysis on$h L2 SGA O AYIF3Ss KS adldasSay wgS
NEFTSNBEYOS (2 aAYLXS 3IS2YODKSKONRQF2ZNNBOSHAOARY |
immersion in dwelling and, as such, it makes no sense to describe the features of the house or
details ofits contents. Instead, his work focuses on the actions and thoughts that make up his

experience of living at home. It is these things which constitute the real experience of space:

The space that has been seized upon by the imagination
cannot remain indferent space subject to the measures and
estimate of the surveyor. It has been lived in, not in its
positivity, but with all the partiality of the imagination.

(ibid: p.xxxii)

Bachelard described his work as a form of topoanalysis as he natrinegarameters of his
study toWiG KS ljdzA GS aAYLX S R YibidH Sxxv) 2 Tbpophifaf is\ theh pogtidea & LI
affective link established between people and their material surroundings. This concentration on the
romanticised house of positive perience negates the many instances where the home is not a
positive place or associated with positive memories or experiences. Gonzalez (2005) coins the term
topophobia to explore the opposite relationships to space that Bachelard is interestethan.
images of felicitous space that Bachelard explores throughloeitPoetics of Spadange from the
primitive hut to attics and cellars, drawers and wardrobes, corners and miniatures, as well as images

of animal dwellings like nests and shells.

Inachapter ¥ i A Gf SR Wl 2dzaS FyR ! YAOSNESZQ . I OKSf I N

of housework is constituted as creative in the imagination. He describes how the love and care that a

2 | OKStFNRQa ARSIFa KIFIJS 6SSy ONAGAILdZSR 01 SeySyyY mdddo
is argued represents nostalgic, outdated and idealistic conceptions of the lived environmenttgigenphasis

on traditionalcottages in rural settings and his resistance to modern city dwellings. His choice to focus on the

2f R K2dzaS Fa Wl ANBIG AYIFI3S 2F f2adG AydAYlI O0eQ 6A0ARY
first publishedin 1957.

235



person takes over their home and its contents has a transformative potettial,it makes the

K2dzaS |ySgY WI K2dzaS (KFd akKiAySa FTNBY G4KS Ol NB
AYAaARST Al A& a GK2dzAK Ad 6SNB ySé AYyairARSQ o6wmdg
analysis of a passage from Henri B&3d&e jardin d'HyacinthéHyacinth's Garden) in which the

writer describes the effect of waxing a hundred year old sapwood tray and describes how the action
Yl & ONBFIrGAZ2Y 2F |y 2628004 + NBFt 0G 2%) FlIAGKE
or, in other words, the act of cleaning, in transforming the tray from something old looking to
something new looking, was creating a new object in the mind of the person cled3aegelard

also recalls a novel by a lesser known and unnamed ltaligarvimi which a street sweeper, as he
Wagdzyd KAA& ONR2Y GAGK GKS YI2SadAaO 3ISaiddaNBE 27
reaping an imaginary field. In this instance it is the action of swinging the broom itself that enables a
reimagining of the p OS T G KI G G NI y & arRiragidary fiekd ®n theladubas, (a wiley (1 2 W
field in real nature in which he recaptured his youth and the noble calling of reaper under the rising

ddzy Q 0 A ®BdthRtBe palishinghad farniture and the sweeping ofestts evokes new poetic

images that shape the relationship to space. He states:

When a dreamer can reconstruct the world from an object that
he transforms magically through his care of it, we become
convinced that everything in the life of a poet is geraii

(ibid, p.70)

For Bachelard, the act of cleaning as described in the writing of Bosco and the unnamed
LGlFfALFYyS StS@riSa OSNIFAY &Ll O0Sa Ay (GKS YAYR 27F
LIbcyo® | S &l ihé&adbjecFinzaNibdnIdNDothet FrddseifeR care weaves the ties
GKFG dzyAdS I @SNEB FyOASyd LIaid G2 GKS ySé SLROK
(ibid). Aside from the sexist framing of his point, it does articulate the relationship leetwiee
imagination and space as mutually emergent in our actions and experi€hekind of imaginative
activity is fundamental to our lived experience and is evidenced in the many instances where this

kind of activity already happens in our own etayday habitual practices. Bachelard articulates how
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memories and imaginative responses are stimulated through interaction with the objects and
actions of the household. Cleaning, moving furniture, and handling objects are all intimately linked
with imaginatie thoughts which accompany therrights & Site@Mis-guide to Anywherenvites

us to continuously reflect on the poetic relationship between action, imagination and dwelling. Their
work is also an attempt to breathe new life into the spaces we inhabibubih an imaginative

engagement.

Memories and imaginative images connected to space are also stimulated through our
interactions with other people. The sensation of the anecdotal closely resembles the relationship
between imagination and the incidental aridtimate engagements with space that Bachelard
focuses on. The sharing of stories about the home has the same potential to evoke new poetic
images in the mind and stimulate new imaginative relationships with the space. My own strange
example involves GemimQa ! yOf S WAY ¢K2 dzaSR (2 fAGS Ay GKS
fifty years ago when he was a child. When he visits he tells stories of his experience growing up in
our house and this has an impact on how | perceive our home. This experienoe staling his
memories and Gemma and | sharing ours of a place that is home to each of us highlights the kind of
WNBt20FGA2yQ GKIFG 2 NAMikglided s 8] #0WaYRAET tzRSOR20G 8 ¥
whole realm of memory and belonging thatvould never have had otherwise. Of course, these
memoaries are not our own and that is where the imagination is called upon to produce these
AYF3ISad ¢KS FNIFIIAYSyda 2F RSOGFAT FTNRBY WAYQa adz2t
constitute the placan an old/new way. There are particular examples of this: our office space was
WAYQ&d 0SRNR2Y O6F2NJ SEI YLX S0 2dzNJ FANBLI I OS A&
Christmas. We are also linked through shared activities and experiences; ttarg the same grass,
planting flowers in the same patch. We are linked through the knowledge that we are in some way
repeating things that have happened in the landscape for over 50 years. Again, the stories and

anecdotes render the landscape transparand reveal the depth of our experienced landscape.
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Just as it is possible to imagine Jim in our house, it is similarly possible to imagine a famous
Glaswegian comedian like Billy Connolly, for example, visiting my house. This imagining has a similar
ability to impact on my perception of my home. Connolly is a surrogate here for the imagined figures
suggested in the task description: Alberti, Bach or Libeskind. The point of the task is not specifically
about how these particular historical figures impact perceptions of space but, rather, how space
is changed through imaginative processes more generally. Connolly provides a stronger emotive and
imaginative connection in my mind and offers a more relatable example as a result. There is
enjoymenttobehad y G KS AYF3IAYyAy3 2F  @GAaid FNBY 2yS
picture him sitting on my sofa with his big banana shoes on, drinking tea and telling jokes, and this
sensation is pleasurable. Telling a fictional story about a knowroparisiting my house presents a

LX FdzaAotS aOSyIFINAR2 (KFG wO2dzAZ R KI @S KILIISYSRQ

From fictional stories to fictional characters: just as it is possible to create imaginative
scenarios of historical or famous chaters in your home, the same is true for fictional characters
like Sherlock Holms or the Avengers etc. This imagining of fictitious characters is not something
separate from our experience of place but is a component of it. For example, when my terdd/ear o
brother comes to visit me for the weekend, | am responsible for looking after him, making him feel
comfortable and at home in my home. | have to find ways to keep him entertained and one of the
strategies | do for this is tell him stories. This is moteceive him by suggesting that such stories
actually happened, at ten he understands that the story is for him to enjoy rather than to believe. |
have told many stories including the time when Animal from the Muppets needed to borrow my
drumsticks and th chaos caused by Iron Man when he came for dinner. This experience of sharing
fictional stories demonstrates how our minds have the capacity to unlock that imaginative
connection with the space. Such imaginative moments shape my landscape experienaetireyh
remove me from the fairly mundane perceptions of space and replace them with truly spectacular

ones. In imagining Iron Man in my home | open my experience up to different quality of perception,

27

one which is guided by the desire to entertain ratlieK I y G2 NBLINBaSyd I LISNDS;
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the key findings of this task is that there are in fact many contrasting, converging and competing
realities that exist simultaneously and come into focus when the imagination calls for it. The mind
plays animportant role in how you perceive space and telling stories is an important facet within the

whole landscape experience.

The Wrights & SiteMis-guide task offers a pathway for thinking about the imaginative
component of the landscape experience. It ddleis by asking us to imagine a fictional or historical
character used to live in a particular plageny home, in my case. From my reflections of this task it
seems clear that landscape performance, or acts of landscaping, have to include acts of
remembeing and imagining. This task led to a consideration and an enactment of those kinds of
imaginative performances. It invited me to think about the kinds of performance that are common
to our everyday lives, to act in certain ways that are connected to tagswhat we behave, that
stress this imaginative component to the landscape experience Misiguide plays on those ideas
and themes as they ask us to focus on this aspect of the experience and to stimulate it. The
document is the exercise itseff the page, the words. But what it documents is the idea that

imagination is important to our experience with/of place.

TASK 2

Return to your hometown, perhaps with a childhood friend,
visit old haunts, houses, streets, schools, playgrounds, secret
dens and retace old walks. Return to the city where you now
live and use your hometown experience to discover new ways
of walking in the city, new places to hang out in.

(2006, p.80)
Whilst the first Mis-guide task explored in this chapter focused on the home dhd
imaginative possibilities therein, the second task extends the scope of the study to hometown and
calls for an investigation of landscape through the lens of prior experiences. It then calls for the

participant to transpose those remembered experies@nto another place. To undertake this work
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is to embark on discovery of your own autotopographyealogismcoined by Dee Hedddhin her

book Autobiography and Performang¢2008). Autotopography is the interweaving of autobiography

and place which appes in multitudinous forms. As a form of performance in particular, it pertains

to a strand of sitespecific work in which the audience is guided by the maker to the personal spaces

where the stories being told actually took place. The performances dedctiye Heddon as
autotopographic utilise storytelling for audiences present at the site, intertwining personal and local
NEYSYONIyOSa YR YINNIGAGSED C2NJ | SRR2Y > WIHy | dz
that plots place and that plots self iplace, admitting (and indeed actively embracing) the
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Sites task does not entail the inclusion of an audience in a traditional sense, the partner
accompanying the participant on the task becomes bothpedormer and audience to more

discrete performances as one partner is inspired to tell the other stories during the journey. Memory

and imagination remain key features in both the practice and the analysis of this work as the
conception of experiences of pall | & WIK2aG4aQ AYyKSNByid Ay GKS N

different kinds of forms) remains useful.

This second exercise required more active fieldwork as the participant is asked to leave the
confines of their home to walk around their hometowith a friend. There is something significant
about the addition of another participant in this task and the requirement that the visit is
undertaken in the company of someone else, particularly someone who was there with you during
the times you are beimasked to remember. As the previddss-guidetask was so introspective and
my own lived experience the primary focus for analysis, it is useful to incorporate a task that

articulates how our lived experiences are often shared by other peopleMi$niguide task forces us

B dzi20G2L23INF LK 61 & 2NAIAAYLEfe O2AYySR 08 WSYyATFSNI ! @
WYgNRGAYITQQ 2F GKS asStFTQa tAFTS Ay OGradzadt FNIQ 6{YAlGK
literally as the writingof Jt  OS® | SRR2y Qa dzaS 2F GKS GSN¥Y A& Y2NB dzi



to consider the impact that other people have had in the construction of our childhood landscape
and the ways that this imagined landscape can infiltrate and impact on our experiences of the
landscapes in which we currently reside. As are asked to consider the ways that our past

nostalgic landscapes are transposed onto another, imposing a memory map of one place on to
another. If our experience of place resides in the body (at least in part) then is it not true that we

take our landsgaes with us when we move, the influence of one place is clear on another.

PART £ HAMILTON

For this task | invited my neighbour of eight years, childhood friend and bestmBahc to
accompany me back to our hometown of Hamilton in South Lanarkshirevory day in February,
2017. The day began with an explanation to Bob of the work that Wrights & Sites make and a
reading of the exercise. We then proceeded to walk around Hamilton from 9am until 7pm talking
about our experience of growing up in the towWe also gravitated towards a number of different
areas, stopped many times in a variety of locations and recounted stories, reflecting on certain
things that a particular spot evoked. Mindful of the focus on documentation in this thesis, we also
made a caoscious effort to think about and discuss the ways that we had contributed to a
documentation of the city or the ways in which the town itself provided documentation of our
landscape performances. That is, the ways that our actions had directly impaetgxdhylsical make
up of the environment or where there were markings thaiuld have been ubrought to mind
memoaries. There were many points during our journey were we see evidence of our past action, the
sagging wire of a fence that has been jumped overkyeatedly over years, for example. We would
also take detours specifically to rediscover and present some past document that was tucked away
(a note proclaimingve are KING@ritten in black marker pen on a floéevel brick at the far end of
what used b be the only basketball court of the sports complex but which is now anotheafbige
pitch). Throughout the day | took the opportunity to document our journey with a number of

recordings taken with my dictaphone and pictures with my camera. Memonjiraadination again
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becomes the key prism through which thiéis-guide task will be analysed. Here, | position the
stimulation of memory and imaginationvia walking, looking, touching, photographiggs acts of

landscaping.

From the beginning, the taslequired Bob and me to ask pragmatic questions about our

hometown and our experience in it:

Where did we go?

What did we do?

What can we remember?
What was its impact?
Why did we come here?
How has it changed?

=A =4 =4 4 -8 4

There is a large area to cover: Hamiltisnthe fourth largest town in Scotland, there are
around 50,000 people who live there and during the years that were spent growing up there we
occupied many spaces. The first decision that had to be made before the task began was what places
were importart enough to visit. The inclusion of a partner in this task informed our methodology in
the decisionmaking process to a process of discussion and compromise. The main qualification of
our selections was that we both had to have spent time there but alabwvle both had to find the
suggestions significant enough to have lasting memories of the events and moments that happened
there. What this means is that there had to be a shared agreement about where the boundaries and
fAYAOGDEA 2F 6KIFIG ®S I OHifdd t 2 d@zNIGSREWS 1 2 @R 2 dzZAK 2 dzNJ K2
in Hamilton and the primary space where we spent our time fell within the boundaries drawn on a
map that distinguishes Hamilton from the other towns around it (like Blantyre, Motherwell, Larkhall
Bothwell, East Kilbride etc), what we discovered was that the concept of hometown was not limited
to these borders but was far more porous as we moved up and across those boundaries into other
territory which, whilst not necessarily being Hamilton anymastill constituted hometown in our

minds as it shared the same status as other places where we spent our adolescence. Our decisions
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were not decided by arbitrary lines drawn on a map but by the places where we regularly visited and

travelled and the plaes we claimed as our own.

We organise the landscape via a number of relational hierarchies. We order significances
depending on who we are with at any given time. Memories are shared as much as spaces so parts
of the town that are significant to Bob amde will probably be quite different to the places that are
significant to me and my mum, for example. So, when having to make a decision of what parts of the
town are the most important to visit, the answer will alter depending on who you are with, at what
time and for what purpose. It is also possible (likely, even) to share more than one relationship with
more than one person in any selected place and to have built up a bank of memories with a range of
people that are important (or not) for a variety offfigrent reasons. One relationship with space
does not exclude another. These different registers are not competing but exist in a milieu of
potential memories and relations, ready to be called upon as the mind and occasion requirds. The
Mis-guide to Anwheredraws attention to the complexity and messiness, drawing attention to the
ways that our experience of landscape is one based on personal memory, relationships, and

transactions which form multiple, ovéapping, contradictory renditions.

The Mis-guide (unsurprisingly given the name) is an alternative to typical tour guides and
therefore aims to direct the participant in alternative directions. Having selected Bob to undertake
this task with, the places that we gravitated towards were locations wetspéot of time in during
our school years. Hamilton is a congested town, filled with people. Out of the house and out of the
way of their parents, what many teenagers want is private space to go to places where they do not
feel like they are being watchedeing a young person in Hamilton involved extended periods of
time in which the only objective was to pursue new opportunities for entertainment. Exploring and
wandering were common past times for those of us with little income and as such many of the
common spaces where we would spend most of our time (and where you may expect to find

teenagersg sports complex, playing fields, fastod restaurants etc.) were spaces we often used as
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discovered and claimed around those popular areas either by chance or because we went looking for

them.

During ourMis-guide walk around Hamilton, Bob led us to just such a spot. It is a grassy
LI GKgl & NHzyyAy3 0 SKdgayéeh sactdry. Bie anarBauded Broziniibed ofdllicit
activities and is a wetthosen location for such purposes. Residing in the far corner of the park, it is
far enough from the shops or the football pitches to reduce random wanderings; the spbitig off
the concrete pavement laid out for those who move in this general direction; ironically, it is the kind
of spot that people would not choose to travel down precisely because it looks like the kind of place
that people might go for privacy. Aftguiding us up the path, Bob shared a story of how he thought
2F GKA&a aLkRa la + WKARRSY KARSIgLFre2Qd ¢KAA gla 2
escape any unwanted attention from authority in order to drink whilst under the age to dassae
wander down what is how a pretty open space we discover evidence that this is still a popular spot
for such activity as a number of empty bottles of alcohol are half buried in the fatiagech like
the teenagers who drank them. There is a mutedelébusness in the way in which these relics are
hidden that seems to personify the story, not tossed to the surface of the grass so carelessly that the
perpetrator clearly did not care at all but placed into the bushes as if organising ornaments on a
shef. Clearly, these objects are not hidden enough that it is impossible to rediscover at a later date.
We discuss this point and suggest that there may be a pride involved in such displays; if the task is to
erase the evidence then the best available optwwould be one of the large bins situated less than a
hundred yards from the point at which we are speaking. Instead, these bottles and cans are placed
as markers that such activity happens in that place, they are documents of a particular type of
performane of/in landscape; drinking. They are warning signs that this is a private space reserved
for people of a certain age range and for certain types of illicit activity and that people who are

uncomfortable with that should stay clear. Or possibly trophlest & rite of passage has occurred
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Bob confesses that he was quite proud to have had such experiences in that place as a teenager and

remains retrospectively proud of his rebelliousness in the present.

. 20Y WL NBYSY
down to this part of the
t £ O0OS DNRdzyR
must have been 14 15,
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was me Boydie, Chelsea ang
a bottle of White Lightning. |
think we came in maybe
GogSyide el NRa
we even made it rounthe
side of the bush there). | wag
probably the most nervous. |
kept looking around thinking
constantly that | was going t(
get busted but it was pretty

of drinking out in the park. It | .
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intertwined personal and local remembrances at the site where they happened. However, this was a

more discrete kind of autotopogpdical performance. This work is not for an invited audience with

I ydzZYoSNJ 2F SELISOGlIGA2Y A
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wherein the close friend accompanying the participant becomes botpectormer with and

audienceto the other. Yet, there are a number of similarities in the two events. Both involved

intimate knowledge of the places that were being visited. Both were a kind-péme®rmance, a

(re)presentation of the past in the present.

What is also clear from th exchange is that place is a trigger for memorieshe

significances that we forgot about. The town is littered with all kinds of incidental and deliberate
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markings from my adolescent landscape, such as the thrown/placed bottles in the shrubbery. These
artefacts may not be my owqthey may not have been produced/placed there by me specifically
however they are objects which trigger memories and ideas. They signify the reality of my imagined
experiences; they remind me that these things did and stilhdppen. They function as documents
¢ triggering memories of past performance and a performance of landscape as somewhere where |
could behave outvith adult control. De Certeau seems to affirm this when he states:

It is true that the operations of walkg on can be traced on

city maps in such a way as to transcribe their paths (here well

trodden, there very faint) and their trajectories (going this way

and not that). But these thick or thin curves only refer, like

words, to the absence of what has pasgeé X
(De Certeau, 1984: p.97)

The land is a document of performance and our footprints are a score. Froiithguide
experience this seems true both in the realities of seeing the marks of human interaction on the land
as well as in the imaginativeealm of the landscape experience. Given the ease with which past
memaries are cast to the forefront of our mind as we wander the paths around the ground, it seems
that the marks of place are not only etched in the surfaces of the terrain but also deepr in
memory, ready to appear at the slightest provocation. This seemed especially true when Bob and |
stood at the gates of both our primary schools Chatelherault and Woodside (each at separate ends
of Silvertonhill Avenue in the south east of the town)danoth of the old buildings had been
knocked down and replaced with new architectures. Regardless of the change the traces of our past
0N 2SOG2NASa Ay (Kz2asS ao0Kzz2ta adAaftt fAy3aISNBR

looked towards the spotwhere they once would have taken place.

Nostalgia plays an important role in how we retrospectively attach meanings to certain
locations. In hindsight we can ascribe meaning to places that we did not think about consciously at

the time. As Heddon notes:
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it is the memories of a place that perform the lure of the local,
serving to remind us where we have been and what we have
done, which in turn brings us back to a sense, not of place, but
of ourselves. Though nostalgia no longer refers solely to place,
the return home remains a nostalgic gesture.

(2007, pp.9=06)

The landscape as it is experienced in the then and in the now is conditioned by imagination
and memory. By revisiting these locations with a friend it helps to realise the importahce
childhood experiences in shaping your understanding of landscape in the present. Whilst we can talk
of the experience of specific acts which happened there and describe the tactility of those
experiencesg the feeling of getting wet feet by walking ahe grass, or listening out for other
people and only hearing the rustle of the greenery (which helps refine our understanding of this
landscape in terms of the physical relationship tail) is also true that these things connect you to
another plane 6existence which is inseparable from the physical/tactile and that is the imaginative.

Imagination operates on a tangible and real plane of experigrjust as real as the physical.

(Figure 43. The wide step#f of Castle Street, Hamilton, Andrew Hgn2017)
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What ¢ A nostalgic retelling of an important moment.
Wherec¢ KS WgARSQ YR WwWadSSL) adtsSLiaQ 27FF /1 adf

Andy: We used to cycle a lot. Me and you in particular. Even before we went up to secondar
school it was one of the things we did. Itwas ju$ik IS4G 2y GKS 06A1
a BMX and you on a proper mountain bike. As in, you could probably have gone up E
on that thing. It was legit. And we did spend a lot of time changing the chains and repl
the tires. | remember you doinglat of that and | just watched. | was pretty useless at it.
We did a lot of maintenance.

Bob: Yeah that was our thing to get stuck in to.
Andy: | remember distinctly cycling down at a million miles an hour/
Bob: /stairs at ASDA/

Andy: /the stairs at ABA.

Bob: ¢KIF{iQa ¢Keé (G(KS o0A1Sa yYySSRSR YIAyiSylyQ

Andy: But the first time we did it, it was like a big thing for us because we used to ask each ¢
WR2 @2dz GKAY]l ¢S YAIKGX R2Inmeande talked abdut itg
loads before doing it.

Bob: LQff (Stf @e2dz K26 L NBYSYOSNI AG® L NBY
was common for me to cycle down the wide stairs, the ones at the very top. And |
remember talking to you atut this. And so | remember | went down it when you and m¢
were cycling; just the top ones. And | remember that we spoke about it before and | sg
G2 @2dz WY2y R2g6y (KSasS 2ySaqQ a2 6S ¢Sy
decided to take the next@St X [ A1 S WaONBg AGX adNIAZ
GSNE o6& Y2NB AyiduSyaSo ¢KIFIGQa K2g L NB
WwgSttxs L OFy R2 A0Q

Andy: | mean, the crazy thing was that | was doing it on a BMX! You could hadedain, you
O2dA R KF @8 32yS R26y o6l Ol 6 NRa FyR A
remember many many times after that feeling like utter bosses because instead of
stopping we would just pelt right down Castle Street, right down the wide stap, r
down the steep ones. A hundred mile an hour hooligans. It was a rite of passage.

Bob: From the top of Hamilton as well, right down.

Andy: 1 recon if we were standing here right now and two young kids came flying down here
BMX and a mountain bikend just absolutely took those stairs, | would still think that wg
LINBGGe O22fad [A1S:E wiz221 Fd GKS&AS @&2dz
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What became evident during the course of our journey was that the kinds of memaories we
spoke about generally revolved around a number of common threads, such as exploration,
experimentation, freedom, testing our limits, ethics, and relationshifhese themes, often
associated with comingf-age stories, connected all the places together but it was unclear whether
we were fitting our stories into those narratives architypes or whether the architypes had
conditioned our experiences during the #m Even recognising the unstable nature of these
retellings, the stories constitute performed documents which transfer information about the
landscape of our childhood. Whilst this nostalgic past is mostly hidden from view (with the few odd
exceptions likebeer bottles or graffiti) that particular quality of landscape is brought to the surface
in the retelling and made present in our minds. What was also clear was that there were many
stories connected to these places that moved beyond what we did théneterms of activities like
playing basketball, running around a tunnel mouth, sitting on a stone lion at the mausoleum, hitting
golf balls across the pitches, etctowards what those activities meant for us at the specific age that
we were at the time, bw certain actioAn-place became significant to us as symbolic markers of
Ayaill yoSa GKIFG RAANHZIISR 2NJ NBEAYTFT2NOSR ARSH A
Lightning in the bushes helps to show that we used this space as a means to tesutitabes of
acceptability in our adolescence, when we were asking what we were allowed to do, what the

boundaries were. These spaces offered opportunities to test the literal boundaries of our landscape.

Q--—-:——,—if—- | ——— _-r-_:__.‘:_.._‘,_
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(Figure 44. Tunnel mouth for the HamiltonMotherwellunderpass, Hamilton, Andrew Henry,
2017)
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PERFORMING THE NOSTALGIC LANDSCAPE

It is evident upon reflection of mylis-guideexperience with Bob that our reflections on our
hometown primarily took shape in two formats: retellings via anecdotes andestoand re
enactments via the embodiment of certain actions and activities that we could remember doing
when we were younger. Both the retelling and-aeactments were performative. This closely
NBflGSa G2 wSoSOO0OI { OKy S ireRaSthiént ay &forh af klofumentatiod, f 2 NI &
that performing is a way to preserve and communicate informatfom these moments of re
enactment our bodies are intimately linked with the place and our memories of it. Schneider
contends that performance resides the body; it does not die or disappear once a performance
FAYAAKSEAD wl GKSNE 68 YAIKGE WELLINRF OK LIS NaEt2 NY | y O
of remaining and a means ofteLJLJIS I NI yOS YR GNBLI NIGAOALI GA2YE X!
performance always has the possibility of remaining through repetigha song is whistled 200
years ago and the same rising and falling cadences remain over that time, even if they change, the
WwWS3aSyOSQ 27T (ditkslan echib adyfn® oriydd Ephdmérality transcends time through
f AGAYy3 02RASA& 2NE a ¢Fet2NJ adldSa WI9YO02RASR |

1y26ft SRASQ 6HAnNnoY LIPHMO @

Schneider explains that embodied modes of documenting may include orature, storytelling,
visitation, improvisation, or embodied ritual practice as history. One particular example is that of the
American CivilWar iy | O 2NAE 6K2 WO2YyaARSNI LISNF2NXVIyOS | a
aivecYl 1 Ay3 ada2NB Al R2Sa vy 2 ildauathaldkiSnhingend thiowingm Y  LID |
stones in the water as we once did can be seen as a way for us to keep those memories alive. The
action tells us something about our ability to use the relationship between body and place to retain
a sense of identity wlin the landscape. Details of the plagdike the stones on the bank and the

buoy out on the wateig can be seen as a score which guides us to a repertoire of actions which, in

(@)
Q)¢
>

YHGKAOK L &S0 2dzi Ay GKS FNFYAYy3 OKFLIEGOENI 2F GKAA (K
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turn, ties us to a whole collection of memories. Our ability to talk abopéricular landscape from

an informed position comes from the knowledge we gained and the experiences we used to have.

Building on these ideas Diana Taylor states that this form of remembering requires presence:

WIS2LXE S LI NIAOALIN GBINRRAdzOKE2 YIN2RADTZ2BYSRIE 6B G0

2T GKS G(NlyavYAdaarzyQ oc¢lkef2NE Hemadnent iddditeral ® ¢ KS

sense as we were doing again what we once did as teenagers. This included both the physical actions

involved in throwing the stones but, as we discovered, it also meant revisiting old thought processes,

old ideas and miscalculations. Wearacted our competitiveness and our ineptitude. On reflection,

the lines between performance, landscape and documeatablurred in that moment. As we +e

enacted our adolescent experiences, it simultaneously affirmed our connection with that particular

place, making real and tangible in the present what had become a memory of the past. The throwing

of stones triggered agrformance that was almost identical to those we had as teenagers, almost as

if we were following the steps of a score. We were linked to our past in the action of picking up the

stones, throwing them, and failing to hit the buoy. Location is synonymoailstiaat behaviour and

the memories associated with it. The whole experience can be viewed as an access point to a past

relationship to the landscape an experiential document of both memory and landscape. What the

landscape is for me is entirely bound wgth the memory and reenactment of those past

LISNF2NYIFyOSad ¢KAa Aa GKS LINAYINE FAYRAYI GKI{
performance

document.

(Figure 45. Picking up
stones at Strathclyde
Park, Motherwell,

Andrew Henry, 2017)




Andy: {2 6S NS +Fd {d0NrdKOfeRS tIN] GKS I YA
dunno. | distinctly remember coming leeand throwing stones at the buoy to see if we
could reach it. We always ended up having so many conversations about best form a
practice about how a person should throw a stone.

Bob: Yeah, we would try the skimmirgjone thing but it always just canteck to just brute
force. Who could throw the furthest?

Andy: L R2yQld GKAY]1l L S@SNIYIyYylI3ISR G2 NBI OK
was ever anywhere near it in terms of aim. From what | remember it always seemed 1
closer than it actually is.

Bob: | am standing here looking at it right now thinking that | definitelyhit that.

Andy: So, you know what we are going to have to do then, right?

(Figured6. Strathclyde Park water sports observation tower, Motherwell, Andrew Henry, 2017)

(Figure 47. Strathclyde Park orange buoy, Motherwell, Andrew Henry, 2017)
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(Figure 48. Bob throwing a stone at the buoy in Strathclyde Park, Motherwell, Andrew Hghry, 2
(Figure 49. Andrew throwing a stone at the buoy in Strathclyde Park, Motherwell, Andrew Henry, 2017

Andy: So, that was exactly how | remember it.
Bob: Exactly.

Andy: Tried tothrow the stones in.

Bob: Nowhere near it.

Andy: You think that it is much much closer than
it actually is. We gave ourselves 3 chance
and we got nowhere near.

Bob: Managed to get just about halfway at one
point but even then it was way to the side

Andy: | remember spending hours down here
throwing stones trying to hit that thing. Yol
know, even 1615 years later | still thought
WeKFEGQa SlaegQo

Bob: | remember throwing stones at it and |
R2y QG NBYSYOGSNI y2i
remember hitting t either. But, there just
y26> L gla fAaAlS wes
GKFGHQ ' YR KSNB 4S
repeats itself.

Andy: Yeah, you do it again after all these years

and you realise it is exactly the same
82dzQNBE adAtt y2gKSN
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It is important to acknowledge too that imagination figured heavily on our experience of
these places at the time. As we revisitedoadtion that was once a fertile ground for ideas and
dreams we questioned whether it was easier or harder to imagine ourselves here. How had our
expectations and our dreams changed? We wondered whether it would be fair to say that we had a
relationship wih the landscape we were in beyond the one that we created during our adolescence.
We decided without moving back to Hamilton it would be highly unlikely to replace the nostalgic
with something new. We wondered whether the imaginative component had dissaleepletely
to be replaced with nostalgia or is there still a tendency to imagine things onto the locations. It is
LISNIAYSyG G2 y230S GKS FY2dzyd 2F dAaySa GKIFEG ¢S
dreamsg like wanting to be a prskatebarder¢ have fallen by the wayside whilst others resurface:
WgS aKz2dAZR GF1S GKFd NRIFIR GNARAL) ¢S ltgrea Ol f1
the same locations again but with more of our friends and opening the experience up to a wider
range of people and memories. We discussed how we thought certain friends would react, how
seriously we thought they would take it. We discovered that our landscape was determined by the
people who were there. One invitation invites another and the pobisitio remember one thing in

turn invites you to consider other people and involve other relationships into that process.

PART 2 GLASGOW

¢tKS a4SO2yR LI NI 2F GKS dlral AyadNuzOda G§KS
live and use your hoetown experience to discover new ways of walking in the city, new places to
KIFy3 2 dihisglidé @ Anywhere, 2006: p.80). Here, the participant is asked to transpose
memoaries and experiences from one place (particularly those of childhood and eeloted onto a
new place (the neighbourhood where they now live). The aim is to find new ways of walking and it is
presented with the assumption that by acknowledging and embracing the ways they used to walk
they will uncover new relationships with the laswhpe. My first step, then, was to identify the key

RATFSNBYyOSa 0Si6SSy Yé flIyRaoOlI LS SELSNASyOSa
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To do this, | began by drawing out a map of my regular walking route, a useful strategy for

reflecting on he habitual practices which shape my current landscape experience. The map details

the specific route | take most days accompanied by my dog, Rocco.

doahall DA 0o
=—=080alLRd.0 Muirhead R

Total area: 322,344.26 m? (3,469,684.71 ft?)
Total distance: 3.04 km (1.89 mi)

(Figure 50. Map of regular walking route, Glasgow, Andrew Henry, 2017)

The journey begins at my houssignalled by the blue dot at the bottom of the map), and
works its way round to the Broomhouse Park (the dense group of black and white spots on the right
of the map) where | let my dog off the lead to run around or play fetch. From outside the park, |
continue to walk around the block which cuts its way through two separate housing estates down to
Boghill Road. After following the road around | take a detour off the pavement and climb a small hill
to a wide patch of grass which covers the old greyhounéhgatrack and let my dog off the lead
again. There is still a distinct oval shape laid out which Rocco enjoys running around. Once he is

thoroughly tired we travel back along the Hamilton Road to my house. The journey works out at
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around 2 miles in lengtand can take anywhere between 30 minutes to an hour depending on how
much time | spend throwing a ball or chatting to other dog walkers. This, though, is the limit and
range of my regular walking practice in the specific neighbourhood where | live anddt dake

many diversions from it, this is an efficient path which meets all my current needs.

As | have aged, my relationship with landscape has changed in a number of distinct ways and
mapping out my regular walking practice highlights a number of tlféerences. One of the most
fundamental changes is in my motivations for walking. Whereas once | walked to seek out new
possibilities for entertainment, to explore and discover new things to do and new places to hang out
in, I now walk explicitly for exeise¢ to keep myself and my dog healthy. The shift from exploration
to exercise is reflected in the habitual routine of my evening walk; | am far less adventurous and
spend no time trying to discover alternatives to the route | have established. Anetbeificant
difference is the time | dedicate to walking. In my adolescence there was ample time to fill with
activity and | had time to walk to the far corners of the town (and even outside established
boundaries as | mentioned earlier in this chapterpwN as an adult, my walking practice is
scheduled to fit in to a much narrower window of time between a host of other priorities and
responsibilities that | did not have (or had to a much lesser extent) when | was younger. Again, this is
reflected in my sdandard walking route which is organised by ease and efficiency. Certain demands
on my time restrict my ability to have the kinds of experience and explorations that | had as a
teenagerg | am not able to travel as far on routes that take up too much oftimg, for example.

My regular walking route is predictable and efficient but purposely so, in order to manage the
activity within the wider context of my lived experience. Companionship is another important factor

in shaping my current walking practice. Wag with a dog means that | am guided by his needs as

well as my own. | need to find areas where he can be free to run around off the lead, places that are
y2id (22 02y3SaidSR ¢gA0GK OFNmXZ LIl OSa GKIdngl NB WR

my walks in Hamilton as a teenager. It is fair, on reflection, to assume that the limits | place on my
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walking practice have an impact on my landscape experientere are fewer opportunities to

discover new places, engage in new activities or craate relationships.

Building on this insight, | started to form ideas about a new walking strategy informed by the
differences between my regular walking activity and those past experiences of walking in Hamilton:
motivated by exploration rather than exase, conducted in ample time and not restricted by being
accompanied by a dog. In practical terms | decided to apply these differences as a methodological

base for a number of alternative walks. Below | present a map which shows the route taken for one:

2.50 km

O\“t‘ 1 ‘ Drumg
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Total distance: 4.

(Figure 51. Map dflis-guideexploration route, Glasgow, Andrew Henry, 2017)

In this example | set out in the opposite direction from my standard walking route and
followed the Hamilton Road towards Mount Vernon. | was guided only by my sense of cuaiasity
made decisions based on elements of the environment | found interesting. A large stone wall runs
parallel with the Hamilton Road but there is a break about the half a mile mark and in the gap there
is a narrow path overgrown with nettles and weedsdahe ground is covered in shattered glass

from smashed beer bottles. When | follow the path it reveals a large opening hidden from the main
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road. At the centre there is a small derelict stone building and | take the time to look around.
Instantly visibleare the traces of my adolescent landscape from Hamidttime beer bottles, broken
fencing, chard bits of wood, graffit documents which connected me to a number of past
experiences. | decide to follow the trail laid out by these documents down the patler a railway
underpass, and up a narrow embankment. The path brings me out to a residential area. After
wandering around the residential area for some time | follow the road back towards the path that
takes me back to the underpass. From there, | mageway to the Hamilton Road and back to my

own house. The total journey is around 2.7 miles in length and took 50 minutes.

My alternative walking strategy enabled me to discover new spaces in my immediate
environment that | had never encountered befohilst the objective was to discover new ways of
walking inspired by the past, what my experience revealed was that taking a path motivated by past
experience exposed a material landscape that was remarkably similar to those | created as a
teenager and reidcovered during my visit to Hamilton with Bob. All the markings of my adolescent
landscape were present in the places | discovered during my walk. The bottles and other detritus
operated as documents which called back to past action, and | could imagigeungerself as the
person who produced them (or some of them, at least). What the experience seems to demonstrate
is that the materials and markings which | associate with my experience of growing up in Hamilton,
are not as specific to the places anchéis when | was experiencing them but, rather, this adolescent
landscape (elements or variations of it) is common and continues to be carried out by new
generations in many different areas (including my immediate environment) in the present. | simply
do not encounter them because my landscape experience is guided by a different set of concerns
and motivations. | have no need to find these half hidden spaces or the desire to spend time there

and neither do most adults and that is exactly how these spacesgséx

A broader assessment of tHidis-guidetask shows that it reawakens the participant to their

own adolescent landscape through a series of discrete autotopographic performances/re
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enactments. It leads to an identification and discussion of partiawarkers in the environment
which bring into focus the activities that inform memories and experience of those places. Finally, it
awakens the participant to the presence of the adolescent landscape in the present. An alternative

landscape experience that uncovered but not necessarily adopted.

TASK 3
Make your owrMis-guides

- to anywhere/ everywhere/ somewhere/ elsewhere/ nowhere
- tothe city
- to education
- to social interaction
- to International politics
(2006, p.62)

The final task invites theapticipant to create their owrMis-guide As a response to the
provocation | used theA Misguide to Anywhereas inspiration to create my owmis-guide
document. Having studied the spectrum of tasks, | used specific examples as stimulus to generate
my ownset of tasks to work into my owNMis-guide composition. This is an eight sided pamphlet
which was created using Microsoft Publisher and composed with a selection of my own images,
found images, a variety of stock shapes and fonts, and a number of mpisguided ideas. The

result is included; in digital form¢ in the appendix at the end of the thesis.

The task builds on a familiar motif that recurs at many points throughoutMigguide
where the participant is asked to create and share their own sdeamaterial form. In an earlier
section, the guide suggests that the participant shootdate a personaMis-guided Atlasand
LINEYLIia GKS YIFI1SNI G2 RNIg FGGSydAazy G2 LI}l O0Sa A
€2dz FANRG FyR BNREAYNVIAYKB®SHRFR2dZQR fA1S (G2 NBR:
suggestions. Once created, the participant should pass their atlas to a friend or, rather more
GKAYAAOFft&s WidzASdte RSLIRZAAG Al Sa yheinstiGionhaS T S NE v (

create runs through Wrights & Sites work.
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By undertaking this final task the participant is simultaneously contributing to and
disseminating the principles of misguidance to new (and sometimes unsuspecting) potential
participants and cre@g new opportunities for imaginative or fictional engagements with
landscape. There is a mutation process that has to occur as the task challenges the patrticipant to
find their own equivalences and present a new set of tasks for others to involve thesaseith.

This process of reflection reveals what you think misguidance is and what you think misguidance is
for. You have to be able to understand what you have been doing in order to understand and shape
what you will be asking of others. In some senhés task is asking the participant to document their
own interpretation of the work, to evaluate their understanding and experience of misguidance
(such as it is), put these ideas into material form with the hope that you will pass this object onto
someoneelse and that they will be able to engage with the ideas inherent to it. The hope is that the

ideas will extend in reach and change as it passes from one person to the next.

TheMis-guideanticipates and encourages elaboration and mutation, stating tléar W¢ S al @
a! ¢ 3y 2Mis-gdide € Sdywmhere in the knowledge that there are many madvis-guides
GALISOATAO YR 3ISYSNAROO GKIG O2dzxZ R 0S gNARGOISYyQ ¢
reassuring those who might produce their own to uke guide as a loose template only. Showing
the flexible qualities of theMis-guide i KS& Ay F2N)XY GKS LI NIAOALI YyaGY
AYOGSNLINBGY W/ AGeQ Fa YSONRLREAAS (26ys GAttl 3ISs
appropriate) 6 A0ARXZ LldcHO® 9@Sy (GKS GFal AdMSguBe Ad y2i
to anywhere of your own but that you can adopt misguidance and apply it to create a guide of
whatever subjects you want. However, if the participant is taldimdis-guide to Anywheras a loose
framework then they will be responsible for documenting their own discrete performances and
imagined performances that they undertook (as that forms parttoMis3 dzA RS (2 | y@ 6KS
makeup). The participant reflects on whiney understand of the core principals to misguidance
gained through a practical engagement with Mis-guide to Anywhere¢ and then use this

understanding as the basis for new suggestions that fit those ideas.
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THEATRICAL DOCUMENTATION

There is a mytholgy produced in the creation of Mis-guide supported by the notion that
you may be contributing to some larger network. As | was producing Timg, imagination filled
with images of other potential participants putting into action idys-guideideas. | hought about
who might find the guide and what they might do with it, as well as how far these ideas and
exercises might reach. This engagement alone is fun and entertaining. It is not necessarily hecessary
to have to withess someone discovering the guadal watch them undertake the exercises, the
thought that theymight is enough to provide pleasure in and of itself. It is possible to see future
participants enacting youMis-guide SESNODA &4Sa Ay @&2dz2NJ YAYRQa S&S8 | &
instructions andit is that possibility which gives pleasure. The work of Philip Auslander seems
pertinent here, particularly the character of theatrical documentation that he lays outhia
Performativity of Performance Documentati(#006. A summary of these ideas dafound in the
framing chapter of this thesis. Auslander highlights that theatrical documentation is made for an
I dZRASYOS 2F AlGa 26y FYyR KFER Wy2 YSFYyAy3aFdzAd LINA:
' dZRASYOS&aQ |yR UGKSNBET2NBE WokKSO2x19a081 KBEF 2¢KE R2IDc

LISNF2NXIF YOS 200dzNEQ 0! dzAf I YRSNE HancyY Lldynod ! €

0KS LX SIF&adz2NBa 2F  g2N] WFENB | @FrAflofS 7
and therefore do not depend on whether an audience

witnessed the original event.[or even that] ...they may not

even depend on whether the event actually happened.

(Auslander, p.9)
A Misguide to Anywherand theMis-guidesthat Wrights & Sites hope others will produce,
can operate on this level. There certainly is pleasureatio from the imaginative engagement with
the guide itself. | was unable to spend the time undertaking all the misguided tasks includediin the

Mis-guide to Anywherdut | did enjoy reading and imagining myself or others trying out some of the

**See appendix
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moreoutlandh &8 K G F ala &adzOK | a W2KSy &2dz 4SS 20KSNA | LI
384G &2dz . NDFN}Hé [ 2dz I NB . FNDBINo® az2@S (KNRdAzAK
A Misguide to Anywherdeeds on that imaginative engagement and tsposes those imagined

scenarios onto place, stimulating new kinds of relationship between imagined performances and the
fictitious landscape where they reside. Performance here is both the thing dotle act of

imaginingc and the thing imaginedthesSy I NA 2 | a& 4SSy Ay (GKS YAYRQ& S
as a continuing part of that experience. The task puts place is at the heart of the imagined
experience, as Barbara we may imagine ourselves trying to move through crowds but we can also
imagine how his might look if we were to undertake this task in a busy dsigbet shop or a
supermarket. The tasks allow for the creation of imagined scenarios where both the performance

and the landscape are constituted in the mind. The same is true for my ownttedkisthought up

to put in my own guide, for example:

DogWalking

LYadSIFR 2F QAAAGAY3I @2dzNJ Wdzadz £ Q aLRiax
Follow your dog on the route that most interests them, allow

them to lead you on new adventures through bushes, woods,

MVSNE X 20KSNJ LIS2LX SQa 3l NRSyax

How different is your journey when you follow your furry
friend wherever they want to go? How different might it be if
you were to do the same with your pet elephant, leopard,
1FY3FENR2:T ANBYE AYyXK

(See Appendix, p.262)

2 KAfald L KFE@S y20 dzyRSNIIF 1Sy GKAa Gl al &aLisSo;
chaos that would be caused if | were to, and there is pleasure to be found in the thought. It shows

that our landscape experience extends beyond physical reatmsha fictitious and imagined.

It is also true that some of the exercises An Misguide to Anywheremplicate the

participant in playful role play and ask them to perform in a more theatrical way.Misguide

7

exercise which asks that yodlj dzA SA & &G RSGI Ay GKS NBFSNByOS

QX
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positions the participant as a kind of characteto act in a way that is outside the realms of a
LISNB2Y Qa Y2NXNIf 0SKIFGA2dIN®D ¢KSNB NB y20 Ylyeé
library and surreptitiously depositing something they wrote amongst the resident books on the
shelves. This subversive act suggests connotations of being a spy or part of some elaborate heist.
The landscape of the library is altered to reflect this imaginatitervention as the participanaturn-
performer creates an exciting landscape where there are stakes; there is potential to be foiled in

their task and unmasked as a spy or, at least, as not a regular library user.

Embodying this playfulness seems to fithathe overall tone of theMis-guideand reinforces
that the tasks do not need to be taken serioudiheMis-guide positions the participant within the
fictitious landscape that they are being asked to create for themselves. The imagined landscape
movesfrom an invisible plain of perception (as with the other two tasks), something that you think
about, towards an enactment within the imagined landscape. Your performance of the task
manifests the imagined landscape in reality as you literality act ouintsteuctions, performing in a

way that is outside the realms of your everyday experience.

The prior exercises | have investigated in this chapter attempt to open up an alternative
nostalgic and imaginative layer of perception of the landscape. The aneatid deployment of a
personal Mis-guide seems to suggest that Wrights & Sites want to offer alternative ghatek
options to potential visitors (as per their suggestion that the participant leave a guide in the local
library). This final task focuses time imaginary landscape that it wants you to create for others
rather than yourself. The other tasks in tMis-guideare grounded in the personal interaction with
landscape; they are relatively introspective in terms of their impact (in that they inviee t
participant to consider how the tasks have altered their own experience of their environment). This
task on the other hand, inverts this and invites the participant to project their ideas outward for
others to engage with.. This is not so much about theginary landscape as the participant

experiences it but, rather, the imaginary landscape that you hope others will be able to access. This
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does not preclude your own imaginative relationship; as | have already discussed, it takes
imagination to createhe tasks, to imagine what your suggestions will do for other people and there
is pleasure in that. Th&lis-guide informs us that landscape is not simply a personal subjective
response but that there are transactions of ideas. The landscape is reinventmagkh multiple

enactments, rememberings and uses.

Landscape is not purely subjective but is a site for multiple transactions wherein we learn
and embody it. The landscape is often created for us in the documents we engage with, particularly
paraphernaliaelating to travel and tourism but also in our everyday experience (in the ways that we
are nudged towards certain types of experience and prohibited from others). Regardless of your
experience of a particular location, whether you are a resident osatfine visitor, a guidebook will
always position the reader as subordinate. Traditional tourist guides will present an officially

A ¥ 4 A x

Al yOUuA2ySR 2NJ LldzNLIR2 aSTFdzAf t &8 a5t SOGSR INRdzZLI 2F | i

WHAAAG GKS21 SXfaRyKYliKA aSO2yR f2y3Sad SOK2 A
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I'FYAt G2y Qa wp IFALY(Hd K2NBS &a0dzZ LWGdzZNBaovd® ¢KSaAS R
taste of the person making it or by the agency which has a stake in whanig ppesented. South
Lanarkshire Coundilfor examplec has a vested interest in promoting Hamilton in a particular way

which accentuates its attractions in order to stimulate visitor numbers or growth in the local
economy. The kinds of landscape that dreing encouraged in these guides are ones that are
anticipating the visitation of a number of key focal points included in them (out of which the
landscape will be built). This has the distinct consequence that the producers of guide books put
themselvesn a position of authority whereby they are in charge of deciding what these focal points

are and why they deserve to be visited.

The Mis-guide, on the other hand, encourages the agency of the person reading it. They
have to use their own initiative and ake their own decisions, as the participant is guided by their

own memories, emotions and experiences. Rather than offering suggestions of where to go or what
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to see, theMis-guide asks the participant to make their own considerations. When the guide

sugg@i 1a OGKIG GKS LINIGAOALI Y WCh yR2 &zRE o KBSHBK (G18KE
(2006, p.19) it is not telling them where or on what to sit, it asks the participant to make a judgment

call on how long they should do this and what they sdk lve entirely dependent on the choices

that are made. If offered to a large group, tivis-guide would provoke a much broader set of
SELISNASYyOSa GKIFy GNIRAGAZ2YLFE 3FdARS&P ¢KS O NARSG
map of the city. Daw a symbol of unity, allegiance, peace or freedom across the map. Mark out a
NRdzi ST GNIXOAy3 (GKS aévyozf a | OOdaNI (GSteé& a NRI RE
comparison to the standard experience gained by visiting all the maiacéittns you would expect

to be presented in a standard guidebook. In this way, Nhg-guidesubverts traditional hierarchies

08 SYLKIFaAaAyad GKS @GAarizNRa 2¢y F3ISyO& Ay RSOA

should go.

The ways and meansf @aransferring ideas of landscape have a direct bearing on their
attitudes towards it. The landscape is created in the documents you engage wituidebook will
literally guide the reader to certain perceptions, honing an idea of what the landscapmiggh a
process of selection. ThHdis-guide subverts traditional approaches to guidance by placing the user
of the guide at its centre. Most tourist guides are written as if in a position of authority, the
fIryRaOlFLIS GKIG KFa oSdnarows a@s @iaif@Sdetdil® antd thénS & 4 SR
packaged up and promoted to visitors. It is worth asking whereMigeguide positions the person
reading it. It requires the person reading it to acknowledge their own agency in the creation of
landscape. Whilsthe Mis-guide may be partly interested in how landscape is understood, it seems
more concerned with how the landscape is experienced. This is why it does not direct attention to
specific landmarks and instead focuses on the fantastic in the banality ohthediate space. What
I mean by this is that th#lis-guide does not have a stake in what the participant thinks about a
LI NI A Odzt F NJ £ 20F GA2ys AlG Aa y2d GNBAY3I (G2 w3adzR!
hopes to achieve a type of engagem which renders the ordinary extraordinary. It presents tasks
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as opposed to descriptions or images of specific places. The landscape only becomes available

GKNRdZAK |y Sy3alr3asSySyid ¢AdK GKS Glralasz fAYAGSR 2

with the Mis-guideis responsible for the kind of landscape that is constructed.

{AYAEFN GANDAf QA YEBIKG YR 2KAGSKSI RE&E RNJI gA
guideoffers an alternative to other forms of documentation which often attempt to resen@live
event as closely as possible, like a photograph which attempts to replicate the look of a
performance. These more traditional forms of documentation (as discussed in detail in the
introduction and first chapter of this thesis) position the liveeeias an original from which the rest
FNB FdaSYLWGAy3a G2 NBLIEAOFGS Ay la WNBIfAaGtAOQ 7
documentation which he calls documentary). The problems and impossibilities of this approach are
also discussedarlier in the thesis. Rather than making materials from an original which can never
replicate the liveness of the event itself, thdis-guide may open up a pathway for producing
materials which can allow an audience to engage with the ideas of a penficenthrough the
performance of certain tasks. Perhaps audiences may respond to being more creative in their
engagement with performance documentation and appreciate exposure to a broader range of
documentary materials. This performative engagement withagleather than copies is not
unprecedented. Most museums now have sections which invite performative participation where an
audience at an exhibit is asked to perform a role or implicated in a retelling of a past event. Creating
suggestions and tasks islegitimate way of documenting performance that offers a potential
foundation for the development of a fresh method to documenting more traditional theatrical

performance.

CONCLUSIONS
This chapter has shown how Wrights & Sites can help us accountefoetmembered and
imagined aspect of our landscape experience through the enactment of spdigfguideexercises.

In the first task | explored, it became clear that there is an imagined layer which plays a part in how
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we perceive and engage with place: Bvisiting my hometown of Hamilton with a close friend, the
second task helped to make clear that our memories and perceptions of the landscape resided in the
specificities of the places we visitegthe objects and materiality which triggered storiesdan
reflections as well as the performances which we chose #enact in the present. The transposition

of such experiences onto my immediate surroundings, where | now live, demonstrated the ways that
far-off times and places interpenetrate the landscapdhia present momentFinally, the creation of

my own personaMis-guide (see Appendix) in task three helped to articulate how Mis-guide
positions its participant at the heart of the landscape experience. Rather than directing them to
specific locationsand limiting the potentials to a selected few highlights, tiis-guide
acknowledges the agency of the person who is trying to build a relationship with the world around
them. TheMis-guide offers a certain level of focus and direction but allows the iggrént to find

their own route through the town and gain experiences of it through the decisions that they
themselves took to complete each task. TMis-guidethereby offers a potential framework for the
documenting of more traditional performance modeyg highlighting that it is possible to document

ARSIE oAGK2dzi FGGSYLIGAYT G2 LINRPRAzZOS O02LIASE 2NJ NE

The work of Wrights & Sites inverts the focus of the study from materials created or
commissioned by the artists for new aadces and moves towards a participatory mode in which
the person engaging in the document (in this caseisguide) becomes both the audience and the
creator. Here, the thesis stretches its understanding of what exactly constitutes performance
documentaton by working withmis-guide exercises that may or may not have been performed
before by the company but tt will likely have been performed by some other participants at some
20KSNE dzy RSTAYSRI LRAYG Ansguiildsdas aiso b Kofh physidgSINIF 2 NXY |y
actualised and imagined, aligning them to the Fluxus scripts in the 1960s (which | discussed in the
framing chapter of this thesis). Given that the action ghig-guide might take place entirely in the
imagination of the person readingié guide and not manifested in any physical way beyond that

thought exercise, it is fitting that thenis-guidesdo not include representations of any previous
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example of the exercises. That is, they do not show other participants in the act of performing,

such a way as we might expect traditional performance documentation to do. Rathenistgriides

are a provocation that invites the participant to create and make mis-guidesare different from

the other forma of documentation in that they are aelit invitation to readers to engage physically

gAGK Wil YRAOFKLISQ YR GKSe& LINBaSyd 2 LiLJ-duwuddy A (ASa
environments. This maps out a further stage along the path from detisto participatory forms of
documentation. The ideas of landscape that are produced are again unstable because each instance

of enacting themis-guide tasks will entail different encounters with landscape; the #mman
environment will also shape each enactments and each person wilupeotheir own ideas and
responses. Thus we can imagine thes-guidesgenerating a limitless range of landscapes through

multiple interactions.
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CONCLUSION

This thesis argues that notions of landscape can be used as a conceptual framework t
analyse a specific kind of sigpecific/generic performance work and its documentation, to
contribute original work to ongoing debates on the practice of documentation. Its originality derives
from its exploration of the connections and interplays begmethe triumvirate of landscape,
performance and documentation. Focusing on NVA, Simon Whitehead and Wrights & Sites, the work
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strategies, as well as offering a thetical discussion of the materials these strategies produced. The

study contributes to the existing knowledge on the practice of documentation by giving a clear
account of how each company documents their work and then analysing a range of materials that

are produced and disseminated such as blogs, photographs, marketing materials, films, and audio
recordings. | use landscape as an analytical concept to challenge certain parameters for what the

work and its documentation is or is not doing. Investigating documentation through the lens of

landscape has allowed me to highlight some instances where the documentation reflectome

extent ¢ the active, ongoing, relational process among human and nonhuman factors
constituted/manifested by the work. It dead F GG Sy A2y (23 FalNdagesE!l YLI S3
2 KAGSKSIRQa | dzZRA2 NBO2 NWRsGyiidea all oft whieh denmdbisHaked a 39 { A
potential for communicating these complex relationships in their documentation (which | will outline

in more detail below). Landscape is also a useful framework for exploring the inconsistencies or
contradictions communicated by documents, highlighting the limitations of the forms used to
represent the performance work, drawing attention to instances when thegemsa videos, sound

recordings, written blogs, anMis-Guidesseem to undermine the implicit aims of the projects.

Further, through an investigation of how and where each company/practitioner shares their
documentation, the thesis examines some of the nulitity of functions and purposes of these

materials; such as promoting the work, keeping a record of the work, using the work as a tool for
generating new work, and becoming material for new events. The thesis highlighted some of the
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relationships betweenthe readings inherent in the documentation and how these connected to and
were impacted by the specific intentions of what the documentation would be used for. The
following sections describe in more detail the findings of the study and draw attentipartaular

insights that offer a clear contribution to existing scholarship.

LANDSCAPE PEFORMANCE

Despite the range of existing terminology that could be used to categorise the work of NVA,
Simon Whitehead, and Wrights & Sitesuch as sitespecific, ge-generic, sitesensitiveq this thesis
I NBdzSa GKIG GKS FEOGSNYFGA@S GSNY 2F Wil yRaol LIS
describing the work of each case study owing to the particular kinds of engagement they facilitate.
My initial resarch has identified two prevailing theoretical frameworks for landscape: one which
focuses on the analysis of the landscape as a visual phenomenon and the other which focused on
the experiences that particular landscapes afford to those who inhabit théwe Iatter conception,
fIryRaOFLIS GAGKAY | LKSYy2YSy2ft23A0Ff FTNIYSZEI A&
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direct personal participatioin,embodieR | OGa 2F I yRaAOILIAYIQ 6A0ARO D
conceptions of landscape with my selected case studies and argued that the kinds of work they
produced constituted a form of landscaping as each group enabled or demanded the embodied
involvemert of its participants in the making of the performance daddscape The study did not
emphasise whether the subject of the work was the location where it was performed (that is, site
specific in some definitions of the term see Hodgg2001) and Wilkig2002) for examples), or

whether it was a model of performance that could be transferred to a number of like sites (site
generig ibid); rather the focus on landscape performance denotes work which encourages an
audience to engage with their physical eviment in a way that is both visual and tactile, through

the carrying out of tasks. At the beginning of eatfapterl made the case for why the work of my

selected company or practitioner fits within this conception of landscape performance. A broad

270



overwview of all three demonstrates the extensive scope of this work and the multiple forms that

landscape performance can take.

b + ! $péed of Lighput into place a set of conditions that allowed audience members to
interact with their environment and deveioa connection with the physical terrain. In the first
iteration of the performance i2012,0 KS O2Y LIl y& Ay @AGSR GKS I dzZRASYyO
night in groups of around 20. The work brought people and the physical terrain together as they
made thearduous journey up the hill, having to pay close attention to the slippery surfaces and the
particular contours of the route. As the audience climbed, a choreographed movement sequence
was being performed by runners wearing ligrtits on the slopes oppits. Subsequent versions of
the work in Yokohama, Manchester, the Ruhr and Leeds followed a similar framework in which
audiences were invited to move through a location in groups whilst choreography was undertaken
around them by runners (or cyclists, inetltase of the Leeds iteration of the work). This work
constitutes landscape performance in the way that it provided many opportunities for interactions
between people and place; both runners and audiences were immersed in the act of landscaping
and their uinderstanding of what that place and performance was emerged as a result of their

participation. The running participants were organised to follow lead runners in a predetermined
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OK2NB23INI LIK& gKAOK (221 GKSY dzLl | iRexfRrewcy wad K S
one that emphasised exertion, endurance, concentration, and continual communication between
the runners behind and in front to say safe throughout the performance. The walkers experience
moved at a slower pace as they were led in groupsthe other side of the hill. They too
experienced exertion from the climb but overall they moved at a much slower pace. The audience
were able to take time to observe the patterns of the running participants more clearly with the
advantage of distance.ign the fluid, relational context in which the work was presented, and the
YEye NBFtSOGA2ya LINBaSY(SR 0 Speddifligiash AficapdSR | &
performance which personified the position that meanings of landscapes are dniixdlux and

contested.
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Similarly, SimoA KA § SKSF RQ& LISNF2NXIyOSa +faz LINROARS
many different kinds of landscape experience asattempts to bring bodies, his own and others,
into closer contact with the land both phigally and perceptually in his work. The central concern
for Whitehead is that they leave his performances with a heightened awareness and appreciation of
their interconnectedness with the land/physical terrain. His works frequently involve a number of
participatory modalities such as observing, listening, touching, lying, dancing and/or staying quiet,
alAff FYyR FTESNI® .& F20dzAaAy3d KAia | dRASyOSQa
Whitehead hopes that each audience member will become morerewé and connected to their
SYG@ANRYYSYylid ¢KS LINIGAOALI YyGAQ dzyRSNEGFYRAY3
experiences and quiet reflection on those sensory experiences of their environmeBufg2007)
Whitehead collected passengers at the eddf a lake and transported themvia rowboatc to the
small island of Vasikkasaari. During their journey, participants were invited to collect material that
could help build a bonfire such as sticks, bits of wood and kindling. The participants werdasked
reflect on their action in moments of stillness that Whitehead instigated throughout the
performance. In this context Whitehead created an experience of intimacy which allowed the
participants to gain an acute awareness of their own bodies, the badfidsose around them and

their immediate environment.

Wrights & Sites, through theiMis-Guides invite audiences to participate in a range of
exercises which are specifically designed to make the participant consider their relationship to
space/place. Reir work highlights the importance of the imagination in shaping our experiences of
the places we live in and travel through. Their work does not conform to the dominant modes of
performance. That is, they are not ticketed events performed at a set tinfeoint of an audience.
Rather, their work enables discrete or spontaneous performances, for audiences who may or may
not be aware that there is a performance happening atalepending on whether the participant
has invited another person to become -performer/audience with them whilst undertaking the

task, or the secondary audience of pasdayswho happen to withess some strange articulation of
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one of the tasks and are drawn to spectate out of curiosity. For the participant themselvddjshe
Guidesoffer a platform to explore the remembered and imagineaspectsof their landscape

experience.

The work of NVA, Simon Whitehead, and Wrights & Sites, are all distinct from each other in
the scope, scale, form, and intention. They are not linked by a cammesthetic (that is, they do
not look similar). Each presents performance work that could be categorised in different ways and
this study does not exclude the possibility for further categorisation. However, it does suggest that
despite their differenceseach of these case studies relate to each other in the specific way they
engage their audience in direct participation in acts of landscaping. Landscape performance is a
useful categorisation for highlighting the singular feature that manifests in atomstiof different
ways. Participants come to learn what landscape is through the performance itself and a tactile
immersion in the place itself. The landscape concept is useful for drawing attention to the processes

that help landscape emerge through ptiae.

DOCUMENTARY STRATAGIES

One of the key lines of enquiry in this thesis was to investigate the documentary strategies
that are used by the makers of landscape performance. Each case study addressed this by reviewing
and then giving a description ofd@hbroad range of approaches applied by NVA, Simon Whitehead,
and Wrights & Sites to document their performance work. My research found that each company
employed a varied methodology and, often, particular forms of documentation were produced and
deployedto fulfil a particular remitg to promote upcoming work, to boost ticket sales, to promote
past work, to gain artistic expression, to frame/contextualise the work and/or to produce new

events.

/t2a8 AyalLlSOdrazy 2F bzx! Qi R2OdrM®yiah N YSiK2

company produced images and other visual materials in order to record and promoteSthesad of
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Light performance. The majority of the documentation was presented on their website in
photographic or written form. The company also predd a book for their Ruhr iteration of the

work, coproduced by the local tourist board, and video documentation which grew in significance as

the project evolved. As their work developed, so did their documentary approach, which became
more significant aslocumentation was used not solely to provide an account of the live events, but
rather, Farquhar wanted the photographers and film makers involved in the project to adapt their
documentary approaches and materials to transform them into autonomous arswiorktheir own

right. This development led NVA to present a collection of their documentation as part of a new
event which gave the material a different platform to engage new audiences. The films were
SALISOAFtte AYLRNIFY(G Ta2adomdndud (Bid doksyiiBidiarykdthe 8tes v (i Q a
live events) as they shifted from a documentary aesthetic to something more abstract, inviting the
audience to consider the material not solely for its ability to account for the details of the
performance, it also for what it could express in its own right. Such a move blurs established
RAAUAYOGA2ya 0SG8SSYy A0S LISNF2NXIyYyOS | yR R2O0Odzy
strategy forSpeed of Lighs one in which the company increasingly acknowledayed acted on the

L2GSydArt 2F R20dzySyidlrdazy G2 G118 2y yS$6 aAIyAT

{AY2Yy 2KAUGSKSIRQa R20dzySydlridAzy &A0GNFrdS3e 2
materials. Displayed on both his website and in a bookaltected performance documentation

entitted Walking to Work images and written descriptions were the prevailing modes of

R20dzySyitiAzye 2KAGSKSIRQE adNIdGS38 +iaz2 AyO2N
documentation, including sketches from hig2 1S6221 FyR | dzZRA2 NBEO2NRA
documents which wereg in the mainc LIN2 RdzOSR (2 aStf I F2NIKO2YAy3

gSNE 3ISYSNIGSR FYyR LINBaSYdSR | FGSN) GKS S@Syida
driven by the desirdo offer an account of his past performance works and the processes he
undertook to create them for future reference, rather than as part of a wider marketing strategy or

campaign. It is less surprising in this context that Whitehead would include a wadge of
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documentation, including materials that relate more to the experimental or exploratory stages of his
process than the more refined iteration that would be performed in the presence of an audience.

2 KAGSKSIFRQA | dzRA2 NB OadNiRdleycasdor D2work, (ndt justaie® peples 1 Ay
engaging with them but alternative kinds of experience (such as from spectating to listening). These

audio materials require a participatory engagement from the audieki¢ade (2006), for example,

offers theft AAGSYSNI Iy AYYSNBRAGS SELISNASYOS 46KSNB GKS
water helps to stimulate an imaginative engagement by the participant. This form of documentation

has a more recognisable performance element: audio recordings involve afkerhctment; they

adhere to more traditional codes of live performance than his other forms of documentation (that is,

they happen in a designated time). The audio recordings have a different quality than flicking
through images or reading blog posts whethe length of engagement is completely at the

discretion of the viewer. The sound recordings set out a time frame; they perform over time and an
audience to that work invests that time in a similar way that they might when attending a live
performance @Sy G ® 2 KAUGSKSIFRQ& | dzRA2 NBO2NRAYy3Ia LISNAE2:
people and places that he tries to produce in his live performances, inviting them to consider the
aSyaz2NeE SELISNASYOS 2F GKS f I yR (i Kuméntal &tratBgy sy SR (i F
one which is not restricted by the pressures of marketing forthcoming shows and, as such, some of

his documentation challenges us to consider the potential of more performative and participatory

modes.

| extend the definition of doamentation in my analysis of Wrights & SitedMisGuide to
Anywhere.The Mis-Guides are a documentation of sorts. Many of the exercises (or versions of the
exercises) in the guide were undertaken by the group in other contexts. Mis&uide is a
documentdion of their ongoing commitment to the exploration of places. That said, it is not
documentation in the same way that the first two case studies are, in that they do not refer to
explicit examples of performances that have happened. Whilst the group tssd Mis-Guide

format to document some of their own practical experiences/performances, the design of their
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documentation does not focus on the depiction of those experiences, but rather is intended to act as
a catalyst for others to generate other expances. ThéMis-Guideoffers an interesting framework

for thinking about documentation in a way that is not static but rather exploratory. The actions it
inspires show the ways that memories are linked to the land and to specific actions that happened
there. In some of the Mi§suide actions, for example, the participant does not just visit a place that
they once visited but they are invited to-perform actions that seem familiar and in so doing show
the possibility for landscape performance itself to ogite as a kind of documentation. For example,

I undertook Mis-Guideexercises as part of my research. | returned to my hometown of Hamilton
with a childhood friend and revisited the regular dwelling places of my adolescence. The experience
demonstrated howcertain actions performed in certain places (such as throwing stones into a loch)
can function as a kind of +enactment that keeps memories of similar experiences from childhood
alive. My exploration of theMis-Guides helped to affirm the position thatatumentation, as a
practice, is not limited to the creation of material objects (images, written descriptions, sketches,
audio and video recordings, objects). The findings fromMisrGuideexperience aligns with the
existing discourse on what constitutdscumentation¢ exemplified in books by Rebecca Schneider
(2001) and Diana Taylor (2003), that explore more performative ways of preserving and
communicating information such as-emactments, storytelling, and other kinds of oral history.
Although they doy 24 O2y F2N¥XY (2 O2y@SyidaAz2ylf dzyRSNEROIF YRAY
Mis-Guidesand the concept of miguidance in general, create a useful model for a certain practice

of documenting which is about the relational processes of visitingneetng and imagining.

Reflecting on each of the case studies, it is clear that there are differences in approach from
each of the performance makers towards the role and function of documentation and the strategies
they employ. What unites each case studypugh, is their embrace of documentation as a creative
device that can represent the complex interrelationships between people and place promoted by
their performance work. All three case studies acknowledge the creative potential of documentation
to provide an outlet for new audiences to engage with landscape by employing distinctive
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documentary strategies. Angus Farquhar attempted to balance the extensive amount of promotional
material, which had clear aims for sellinge8g of Lightto audiences and potgial producers,
funders and collaborators, with documentary strategies that mapped out more personal responses
to the development of the work. The evolution of the documentary process led to a radical shift in
the position of documentation within th&pee of Lightcanon. In producing new performance
events from adapted documentary materials, NVA challenged the ontological priority of the live
performance event over the documentation created from it.3y®ed of Lighdevelopedso too did

the documentarystrategiesto the extent that documentation eventually became the work that new

audiences came to see.

2 KAGUSKSIRQa ! yiaAdt SR {dGFdiSa ¢6So0aAiidsS 2LISNI GSa
selling the work, a large part of his website is used as aftodlim to share images, recordings and
other materials with longime collaborator Barnaby Oliver, who lives in Australia. Documentation is
presented not as a finished piece of work but as a record of an ongoing process and as creative
stimulus for his allaborator. The feedback loop is such that they post multiple iterations of the work
as it evolves through sharing, adapting and adding new ideas and materials into the mix. Rather than
- YIEN] SGAYy3 adGNrGS3a3e G2 asStft (KiSincorgondedint hisA G SKS |
creative practice as an important generator of new ideas and material. Whitehead provides
opportunities for new audiences to engage with his work through the digital space of his website
and in doing so presents the documentatias an access point into his methods. Whitehead also
experiments with documentary modes through his audio recordings, which are available both online
and on a CD which accompanies the bidélking to Work2006). This book works as a collection of
documertary materials detailing information about his past performances and showing images and
31S00KSa (KIFIG O2y(SEldztAasS Aldd ¢KS AyOfdzaAazy 2-
his commitment to provide new audiences with opportunities to gs@msory experience of place
and an acknowledgement that performance documentation offers potential to provide such
opportunities.

277



Wrights & SitesA MisGuide to Anywherevas the culmination of years of research and
experimentation with the concept of miguidance undertaken by each individual member of the
Wrights & Sites team. As such, the document is not an attempt to represent a singular event that
happened in the past but rather to share a set of principles and ideas with other potential
participants. The Mis-Guidesoperate like a virus, with each new participant invited to share their
Mis-Guideexperiences and techniques with others in the hope that the ideas spreadviBHeuides
ask the participants to generate their own performances and in sogdoieate a host of potential
audiences for that work such as the friend who may accompany the participant as they undertake
the task or the incidental secondary audience who witness the participant as they spontaneously
carry out a task. That said, tHdis-Guides also disrupt clear performer/spectator relationships.
Many of the tasks ask the participant to observe and reflect on aspects of the environment and the
people they encounter on their travels, effectively turning unaware people into performershéor
Mis-Guide participant. Alternatively, the discrete autotopographical performances (that is,
performances which interweave autobiographical elements with place; see Heddon, 2006) provoked
by other Mis-Guideactivities require the participants to moveuitlly between the performer and
' dzZRASY OS NBtS F2NJ SI OK -eraciniebtdNDespitel diffarétih ddéumentanD G A 2 v &
approaches, NVA, Simon Whitehead and Wrights & Sites all explore the potential for documentation
to provide fresh opportunitiesor audiences to engage in their work and challenge established ideas

that the live performance event is more significant than the documentation created from it.
ANALYSING DOCUMENTATION

The thesis also reflected on the ways that landscape may operateuseful concept for
showing the potential and limits of certain documentary strategies. The chapter on NVA, for
SEIF YLX S KA IKf A-#K inagesaafd dis@iSesIhaw tHede 2xpiessive photographs
help to communicate a sense of movement whiclokes a less fixed or stable image of landscape

(such as the paintings by Dutch landscape artists to which landscape owes its name). The basis of my
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argument was that the lightrail images reflected one aspect of the phenomenological conception

of landsc@e through their emphasis on movement over stasis, a detail further accentuated by the
g 2 NJ Q atimey/ detfini, (which negated most other details in the foreground. The landscape
concept opens up our understanding of these images by drawing attentiohein tiepiction of
movement through the landscape, an aspect of lived experience and that might be understood as an
act of landscaping. In the phenomenological framework, landscape is understood through the acts
that happen there rather than as somethingabte, like a photograph to be observed. Conversely,

the personal testimony of Andrew Filmer, who ran as a participant inSpeed of Lighevent,
detailed a number of specific aspects of his experience, which were central to his understanding of
the work. He highlighted the importance of communication between runners, the camaraderie and
personal relationships engendered through the experience, the impact of the weather on the
LI NOAOALI yGaQ FoAfAGe G2 Of AYo onwéht, tkedangets oti KS 2 0
wet grass and steep slopes, the exertion involved in the task and the sense of achievement and pride
when the work concluded. These factors were of paramount importance for Filmer in his evaluation
2T GKS ¢62N) @ { 2ighttrailKikages imanaged o 3eprisbrid sorhething of the
movement of the runners across the terrain, it did so at the expense of many other aspects of the

work that was central to the experience.

l'y3adza CF NJjdzKlI NR& o6f 23 | RRaon,lay & idkeSpbdidomaharidS y a A 2
autobiographical account of what the work meant to him was communicated through his running
blog, The Grim Runnemhe analysis of the blog highlighted the impact that memories and nostalgia
KIR 2y &KI LAY 3 CIfpacezpartiou@ry thé kayJbaih&Sattidrsof @inning had
on shaping his relationship to landscape. The study showed the ways in which certain personal
histories colour our perceptions of place and, in the case of Farquhar, motivated him to perform in
particular waysSpeed of Light & A Y aLIANBR 068& CIF NJjdzKI NR& KI oA (dz
GSNBE &aAYATINI G2 ! NIKdNDa {S+G o6dzi KS lfaz2z tAy1S
where he was proud of himself or made his family ptdthrough stories of his early cross country

279



activities that defied unsupportive teachers, or the way his family cheered and celebrated his
successes in marathons). Again, landscape became a key analytical concept which enabled a critique

of these reading of the blog, as the contradictions between the kind of landscape evoked through

the personal accounts of running and stories of his family were read against the kinds of landscape
evoked by his descriptions of the plac8peed of Lightoured to, like Skiord. The promotional

materials too, such as the Ruhr Tourist book, also impacted on this reading. Ruhr Tourismus co
opted the Speed of Ligh©62 y OSLJG FyR aO! §SSNRa AYlFI3Sa F2N dza s
were used to sell a romanticised presentatiof the Ruhr landscape park as a site for development

and innovation. Landscape, then, was useful for showing the impact that nostalgia had on shaping
ClkNJdzKINR&a Y2GA@FdAz2ya G2 LINRRdzOS GKS g2NJ] 0 dz

messages he communicated by the particular forms of documentation in his portfolio.

Simon Whitehead also produced documentary material which worked towards destabilising
fixed, monolithic, representations of landscape. Each mode of his documentary strafiegy o
creative potential as well as raising questions specific to that particular mode. For example,
2 KAGSKSIFRQA LIK20G23INFLIKAO R20dzYSyidlriadAaz2ya NB ¢Sftf
the closeup photography focuses on particular detad$ the land and interactions with it, and
makes them clear to see. Such representations of the land focus more on the texture and pattern
than on action but, as such, they evoke a sensory experience that can be understood through the
concept of haptic vigality, in which the audience gains a sense of touch through viewing what is
0SAYy3 (2d2OKSR® CdNIKSNE 2 KAGSKSIRQa RNIgAy3Ia 42
represent and inform movement. Each score can be understood as an invitation to rperfor
> KAGSKSI RQa FdRA2 NBO2NRAY3Ia R20dzySyd KA& AydSN
breathing and the influence he exerts on the environment is reflected in every sound. With no visual
cues to accompany the recordings, all the attentionhef audience member is focused on listening.
{ dzOK R2O0dzyYSydal GAz2y F20dzaSa GKS | dzZRASyOSQa GaSy
KFEF@Ay3a gAGK GKSANI SY@ANRYyYSyiGdd 5SaLliaiasS SIHOK 27
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distinct presentation off Y RAOF LISE GKSANJ FaaSyofl3S 2y GKS LI
avoid pinning down the meaning of either, with many incongruent materials positioned beside more

accessible materials.

Unlike NVA and Simon Whitehead, the Wrights & Sites chaptaséakits attention on the
discrete landscape performances inspired by his-Guideexercises rather than the material object
of the Mis-Guide The document itself does not show examples of participants undertakinlyligie
Guideexercises. They are not eted to function as documentation in the traditional sense. Rather,

(KSe8 FNB | RANBOG Ay@AGIGA2Y G2 NBIRSNE G2 Sy

opportunities for unanticipated interactions with materalltural environments. My research
methodology shifted at this point in my study as | undertook fieldwork which involved participating
in my ownMis-Guideadventure. The influence of memory and imagination on our perception of our
lived in environment became apparent as | reflected on mw @xperience of conducting a walk in

my hometown with a close childhood friend. It was clear that my response toMlseGuide
experience was deeply personal as | recounted stories from my adolescence-eiecited some of

the scenes from that nostalgichildhood narrative. The ideas of landscape produced byMise
Guideare necessarily unstable as they rely on the individual to carry out the exercises, and each
person will produce their own responses to the provocations in each case, and even the same

participant will not be able to recreate the same exercises twice.

FURTHER DEVELOPMENT OF RESEARCH

This study lays the foundation for further research in and beyond the discipline of
theatre/performance studies. As it places significant emphasis on thategies used by
performance makers to represent the complex relationships between scopic and tactile engagement
with landscape in their documentation, this research might be used to hetpimk the ways that
landscape is represented in, for instance,oGmphical Information Systems (GIS) and forms of

cartography. By applying distinctive methods that draw attention to the immersive, lived experience
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of landscape, documentary modeslike lighttrail photography, audio recordings andis-Guide

exercisesg may provide useful alternatives for representing landscape by emphasising the lived
experience. The research may also offer additional dimensions for the marketing strategies of, for
instance, local councils, organisations, and tourist boards in promaiargicular places. Such
AYGSNBAGSR LI NGASE O2df R 06S RANBOGSR G2 Y20S o€
towards the actions and experiences that those places enable or inspire. Therefore, the discussion is

not simply about shifting the sidgct matter of their marketing materials but also about rethinking

their modes of presentation. Future research might help organisations extend their marketing
practices to include other participatory forms of documentation. For examyis,Guides could le

presented alongside standard tourist guides to offer visitors the chance to experience the place in a

way that would be radically different to the standard patterns of tourism and visitation.

In regards to theatre/performance studies, | plan to extertdstresearch by further
exploring experimental methods of documenting performance inspired by the work of NVA, Simon
Whitehead and Wrights & Sites. There is potential to continue my exploration of particular forms of
documenting that expressly attempt torawv attention to other sensory experiences provided by
landscape performance besides the visual, focusing instead on the tactile or audible. This thesis
clearly highlights the importance of these other sensory components, which condition our
experience ofplace, and draws attention to their lack of representation in many current
documentary methodologies. While there is a growing body of research and practice that explores
alternative forms of documenting, my enquiry suggests that there is further potetatiapen up
discussion about the value of drawings,-eactments, and audio recordings as forms of
performance documentation. My conception of landscape performance could also be explored
further through an investigation of some of the other companies prattitioners | highlighted in
my introduction. It would be valuable to collect and describe many more examples of landscape
performance to articulate the specific kinds of engagement the term denotes and to solidify its
autonomy from the other categorisi@ans of performance in the field such as s#gecific, site
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generic, and sitsensitive. Based on this current research, | believe that further study of
experimental approaches to documenting landscape performance has the potential to inspire
alternative methods of documenting performance, which acknowledge the importance of, and

attempt to account for, the lived experience of participants within performance environments.
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APPENDIX

A Mis-guideto Somewhere

A Misguide to Somewheris a creative output that was produced as a result of my research
into Wrights & Sites. In Chapter 4, | selected a number of tasks to enact and analys& Waisn
guide to Anywherg2006). The instruction for the fah task invites the participant to generate their
own mis-guide In order to investigate the full implication of the task it was necessary to reflect on
my understanding and experience of ngigidance, form my own miguidance ideas, and then
organise thes into a document which could be printed off and shared with other people. | chose to
f22aSte AYAOGFGS 2NRAIKGA g9 {AGSaQ SAalKSGIAO gAGK
and typography which | put together in a collage format. The suggesieduideideas are my own
but they do attempt to inspire similar kinds of investigation between participant and landscape as
the Wrights & Sitesnisguidethat inspired it. My analysis of the whole task and thisative work
can be found on p.Zb of this thesis. | include these pages fromMisguide to Somewheréo
illustrate the creative response itself and to act as a reference point for the reader as they work
through the chapter. | expect that it will allow for a better understanding of what wasved in the

undertaking the task.
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Somewhere you can have fun.

Somewhere that needs love and

attention. Somewhere you won't be
seen. Somewhere you know well.
Somewhere you do not know at all.

Whatever else, this Mis-guide will
take you somewhere.

A Misguide to Somewher017: front cover

296



Ay N

am~ 93"}' ;l il;on\T\.‘ ]

,j_mm lieser.fem ,1
[ & pEN

A Misguide to Somewhere2017: p.2

297



Hill climbing

In Scotland thousands of people take great
pleasure in walking up one of the many
mountains dotted around the country and, yet,
on our walk to work the 'big hill' is usually

the part we dread the most.

Rectify this. Congregate at the base of a hill

on your regular commuting route take friends

along, take a picnic, climb the hill as if it

were a Munroe, stop for breathers, look around

enjoy the view, celebrate when you reach the
summit, take pictures, enjoy yourselves.

Be proud of your achievement.
)
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the floor 1s lava.

A Misguide to Somewhere017: p.4
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