We cannot know a ‘city’, only those of its places we come to
frequent. Aspects of a city may be revealed to us only as we leave
it forever...
Remembering the cities we have left, we remember only certain
times spent in certain places.1
Victor Burgin, Some Cities

WATERLOO AND CITY
[PRIVATE THOUGHTS IN PUBLIC SPACES]

CONTEXTUAL REPORT
DEBORAH STEVENSON 2015

ACKNOWLEDGEMENTS
My thanks go to Mark, my friends and staff
at the University of Central Lancashire who
have given their insightful guidance and
unwavering support throughout the course
of this project.
Leighton Bohl
Heather Chou
Pete Clarke
Liz and Catherine of Cranden Press
Rob Griffiths
Tracy Hill
Professor Lubaina Himid
Dr Claire Hope
Karen Mackie
Sue McLaren
Professor Charles Quick
Heather Ross
Elaine Speight
Magda Stawarska-Beavan, Frank and Oliver
Mark Stevenson
Peter Suchin
Abi Townsend
Catherine and Redmond Walsh
Dan Wilkinson

CONTENTS
FOREWORD

7

INTRODUCTION

11

1 MEMORY OF PLACE

19

2 PLACE OF MEMORY

27

3 ARCHITECTURE AS ARCHIVE

33

4 WANDERING AND NARRATIVE

41

5 SOUND AND THE UNMADE FILM

51

6 TEXT AND THE BOOK

59

CONCLUSION

65

REFERENCES

79

LIST OF ILLUSTRATIONS

85

BIBLIOGRAPHY

90

6

FOREWORD
Places render me suggestible in a way that all dance, all musicals and most theatre
don’t.2
Jonathan Meades, Museums without Walls

Growing up in the moribund, urban, new-town waste of deindustrialised Liverpool,
I was seduced irrevocably by the city’s architectural largesse. Places and buildings
leave scars in me still.
For many years, the industrial brick and iron warehouses and re-purposed
cotton mills of Lancashire and Greater Manchester underpinned my professional
life. As an Insurance Underwriter, I was trained to discern and document their
construction, dimensions and weaknesses and to cost the human and financial
implications of their destruction.
During my career as a City Insurance Broker, I worked in and amongst some of
London’s iconic steel and glass skyscrapers. My job was to transfer risk on buildings
and businesses in cities around the world.
Latterly, as an Interior Design student, I became academically and aesthetically
concerned with proportion, materiality and the effects of light and sound on
structure.
Cities, their architecture and our relationships with them continue to fascinate me.
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... Go to, let us build a city and a
tower, whose top may reach unto
heaven...
... and this they begin to do: and
now nothing will be restrained from
them...
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INTRODUCTION
spaces receive their essential being from locations and not from space’ A location, a
place is always the site of cultural appropriation and historical transformation, the
site of dwelling. It is the object of an abstract design that employs the lexicons of
capitalism, technology, government, planning and architecture – yet what emerges
is never simply the alienated object of such processes but a subject who introduces
agonism into the agora, constructing a particular place out of this space, confuting
the regulated transparency of the plan with the opacities of the unruly event. 3
Iain Chambers, The Unknown City

Waterloo and City [Private Thoughts in Public Spaces] proposes that place is often
the primary locus of our memories and observes the idiosyncratic manner in which
we recall the places we leave. The work considers our use of and response to spaces
in the public realm and explores the notion that spaces, places and buildings, with
their carefully masked power structures, exert control over us.
The project seeks to “draw attention to the rich oddness of what we take for
granted”4 and encourages us to look beyond the gleaming glass and steel of the
structures which profoundly influence how we live, work, think and feel. It asks us
to be mindful of our fluctuating responses to the built environment, to be aware of
the dominance and collusion of the construction industry and its political power
brokers and to ponder the durational implications of architectural vanity projects.
Initially evolved as a storyboard for a film, which ultimately and deliberately
remained unmade, the outcome of the project is a series of artist’s books with
images, text, voice narration and immersive, ambient sound set against the
involuntary, unfiltered “scenography” of the City of London commute.
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I think the trick as far as possible is to be sort of anonymous
within society...To sort of Vanish
Ralph Rumney, interview with Tom Vague in Vague 22
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The installation offers an insight into a daily experience familiar
to tens of thousands of City workers and seeks to illuminate the
manifold personal narratives and memories we carry through
crowded cities, reflecting on the Sisyphean endeavours of the
wage earner in a commodity driven culture and the challenges
placed upon the individual to retain his or her autonomy in the
face of the Spectacle.
Uncontrolled audio visual content, captured via microphones and
a camera attached to my body as I moved and drifted through
places and spaces familiar to me, reveals a seldom seen face of the
City of London and its congested transport links from an intimate
and specifically female point of view. The manner of gathering
sound and image placed me, uncomfortably, at the centre of
the work and cast me as involuntary protagonist. As a result, I
felt unable to absent myself as artist and author and the work
developed as a first person narrative.
Dual screens show the relentless morning and evening commutes
as the macro foil for a microcosm of intimate vignettes evoked
using images and text contained within artist’s books. Each
book is accompanied by an immersive city soundscape delivered
through headphones, inviting the viewer to contemplate a shared
experience from a solitary perspective as the city commuter
typically does. Voice narration guides the reader through
the script, synchronising its text and image with field sound
recordings.
This document charts an 18 month course of study and describes
the research which underpins the Waterloo and City project.
That the focus of my investigation should be a specific place was
predetermined. Over time, the place I would choose, fused into
my recent memory, became clear. A process of wide inquiry and
consistently listening to selected feedback directed my work.
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The decisions I made in shaping the Waterloo and City project
are evidenced here and changed frequently during many months
of reading, watching, walking, listening, writing and dwelling in
those places which increasingly became the focus of my attention.
In documenting the project, I have sought to convey the
immersive nature of my field work and the scope of my critical,
contextual research, giving due credit to the many influential
practitioners whose work, writing and ideas have fed my own.

The physical layout of the great station, part civic boast, part
open-doored barn, had created a microclimate of suspended
anxiety.
It had taken on the mantle of a non-denominational place of
worship, a grand urban cathedral where reality became tractable;
the laws of time and space somehow different here.
Iain Sinclair, London City of Disappearances
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We live in a world ruled by fictions of every
kind - mass merchandising, advertising,
politics conducted as a brand of advertising, the
instant translation of science and technology
into popular imagery, the increasing blurring
and intermingling of identities within the realm
of consumer goods, the pre-empting of any free
or original imaginative response to experience
by the television screen.
J.G. Ballard, Crash

Write as fast as you think. Thinner, lighter,
faster. Even our once guileless liminal spaces in
the city have been hijacked as logoised temples
of commercial ambition. There is no respite for
imagination, contemplation or private wonder.
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MEMORY OF PLACE
In the memories I have of it, shaped as they were by a child’s understanding, it is not
a building; to my mind, it consists of discrete parts: here a room, there a room and
here a stretch of passageway that does not connect these two rooms but is preserved
in isolation, as a fragment. In this way it is all dispersed within me: the rooms, the
staircases that descended with such elaborate ceremony, and other tight, spiral stairs
where one passed through the dark as blood passes through the veins; the rooms in
the towers, the balconies hung on high, the unexpected galleries on to which one
was thrust by a little door – all of these things are still within me, and will never
cease to be in me. 5
Rainer Maria Rilke, The Notebooks of Malte Laurids Brigge
A road trip through Northern France in the autumn of 2013 marked an ending and
a beginning. It was a pilgrimage of sorts.
Here, in cavernous cathedrals, early research and reading on the phenomenology
of place led me to explore the ways in which we experience these places possessed
of such powerful auras and, more specifically, to consider how we might remember
them after we leave.
Peter Zumthor measures the capability of architecture to endure in the mind by
its ability to move him. He defines this quality as atmosphere.6 Gaston Bachelard
speaks of sensory memory, of how the body remembers “the feel of a latch in a long
forsaken childhood home” and of “raisin-smelling cabinets.”7
“As remembering agents,” writes Dylan Trigg, “we are inclined to speak in such a
way of having a ‘picture’ of things in the world as the content of memory.” At the
same time he queries whether memory and its image can be trusted.8
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Caught like silver bream
in netted time, we writhe,
against the unreal air try to leap, flip, sault,
to appear as we once were
in a flicker of light
Laura Sheridan, Pennine Ink
20

Recent encounters with ethereal photographic works by
Catherine Bertola 9 who typically uses delicate, ephemeral
materials to explore hidden narratives, layered histories and
the frailty of memory, led me to consider the use of transparent
images to offer the suggestion of a memory of my brief visit to
Chartres Cathedral.
Mindful of both the classical and modernist precept of vision
as the dominant sense, and also of those arguments against
the privileging of sight delineated by many philosophers and
practitioners, I turned to their writings.
Heidegger urged imagination by “projecting places” in order to
remember them. Addressing a conference in Darmstadt in 1951,
he called on his audience to take a journey of the mind back to a
well-remembered place:

If all of us now think, from where we are right here, of the old
bridge in Heidelberg, this thinking toward that location is not a
mere experience inside the persons present here; rather, it belongs
to the nature of our thinking of that bridge that in itself thinking
gets through, persists through, the distance to that [place…] From
this spot right here, we are there at the bridge… we may even be
much nearer to that bridge and to what it makes room for than
someone who uses it daily as an indifferent river crossing… I am
never here only, as this encapsulated body; rather, I am there…10
In his Thinkers for Architects series, Adam Sharr writes that
Heidegger had persuaded his audience, many of whom would
have visited the famous bridge, to summon it up in their
minds’ eye. In doing so, he had wanted them to “reach for an
appreciation of the reality of the place” and what it meant to them
“emotionally by experience, rather than to conjure” a primarily
visual image. 11
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In a published interview with Carolyn Christov-Bakargiev, Janet
Cardiff reveals a similar approach in her method of working: “I do
think there is a very strong connection with the idea of projecting
yourself into an imagined place. I think that is has to do with the
idea of feeling like an outsider… I grew up being an avid reader
and reading gives you the ability to project yourself into all these
different worlds.” 12
Drawing on these works and texts, I began the process of
projecting myself back to a day in Chartres, remembering my
walk along the river and the Cathedral’s great window – its
shapes, colours and light. To my mind’s eye, the distilled memory
of that day unfurled as a series of discrete vignettes of river-scape
and architectural detail.
Using templates created from a small archive of fragmented
images located in photographs taken on that day, with inks
extended to virtual transparency, I screen printed layers of acetate
and translucent drafting paper, encasing the overlaid images in
Perspex.
Through printmaking, I had sought to further extend the
photographic process of re-seeing, adding an increasing sense
of distance from the original experience. In the imperceptible
palimpsest of the screen, it was my intention to imply a bleeding
together of experiences, connoting the fragile and mutable
laminae of memory.
Although I had consciously pursued a visual representation of
memory, sub-consciously, reading and language had taken on a
new resonance in my work. From journal notes I saw that it was
during my brief visit to Chartres that I had finished reading a
particularly affecting novel. The two events are now fused in my
mind. The book, per se, and the weight of its meaning are melded
with my memory of the city.
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The souvenir is destined to be forgotten; its tragedy lies in the death of
memory, the tragedy of all autobiography and the simultaneous erasure of
the autograph.Souvenirs that remain uncollected are lost.
Susan Stewart, On Longing
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From this point I began to notice that the places in which I
spent time and the literature I was reading in parallel started to
seep into one another as mutual descriptors, and the notion of
incorporating appropriated text into my work first occurred.
The resulting works, produced and shown early in 2014,
functioned as decorative visual objects, signifiers of pilgrimage
and personal mementos of a place in time. They are wrapped and
stored beneath a cupboard. The pilgrim’s scallop shells collected
on the same journey, however, are displayed in my home.
From this initial investigation I came to understand the
inadequacy of an exclusively personal and purely visual
representation of place memory and, more importantly, the need
for durational presence in a place in order for research to be
effective and to make an affective response possible.
Referring to the insights of Proust and Freud, Adrian Forty states:
“‘memory’ on its own is not interesting – what matters is the
tension between memory and forgetting.” 13
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PLACE OF MEMORY
…architecture is not composed of isolated and monumental objects. Architecture
is ambient and atmospheric, and architecture allows us to tell stories – it is both
backdrop to and inspiration for theoretical and poetic musings of all kinds, from
love to philosophy, theology to Marxism. 14
Borden, Rendell, Kerr and Pivaro The Unknown City
In January 2014, the Royal Academy of Art’s Sensing Spaces, Architecture
Reimagined exhibition informed and reaffirmed my relationship with architecture.
Installations created by seven architecture practices succeeded in evoking the
experience and power of architecture within a gallery space.
Particularly impressed by the work and theories of Grafton Architects, a Dublin
based female partnership, I appropriated a thought provoking phrase attributed to
one of its partners, Yvonne Farrell, as the catalyst for a short and divergent project
in my exploration of place memory:

Thresholds are places where we naturally become more aware.
Using Yvonne Farrell’s words as my departure point, I spent time on the threshold
of the abandoned neoclassical former art school building in the Avenham district of
Preston. My deepest impression was of a sinuous overgrowth of ivy and padlocked
security gates which, frustratingly, prevented access to the deeper recesses of
the portico. I began by cutting away some of the ivy from the entrance and took
embossings, etchings and monoprints directly from the plant stems and leaves.
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Parallel research into the building’s history, via the city archive
and library, yielded much information and little inspiration. By
contrast, anecdotal stories revealed a more intimate account of
a homeless man who had used the portico of the building as his
shelter. The installation of the security gates had forced him to
leave.
A chance meeting with a retired police officer revealed the name
of the man in the doorway, his surprising story and how he had
died of exposure and utter desolation.
Architects design away the homeless from the peripheries of
smart buildings with inch high metal spikes and county councils
manage them away with security gates. 15
Returning to the building, I found it bear with its balustrades
and threshold stripped of their ivy; a striking parallel with the
banishment of the man in the doorway. This shock of stone and
metal, divested of its ‘ornaments of time’, prompted a thought to
make a ‘memorial’ by returning the original ivy, now etched in
copper, to the threshold of the building which had been the man’s
shelter.
The resulting work was a garland of copper ivy, created from
dried, pressed leaves imprinted into soft ground on copper
shim and etched in ferric chloride to form hundreds of single,
naturalistic leaves which were then soldered on to individual
copper wires and twisted together.
I returned the copper ivy to the former art school building and
photographed it there in shallow remembrance of the man in the
doorway. It is now in a private collection in a well-tended Leeds
garden, stripped of its original intent.
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From this work and the reading surrounding it, I would form an
understanding that personal memory becomes engaging only
when it is underpinned by a universal concern and, crucially,
I would see that there is integrity to be gained from ‘lived
experience’ in crafting narrative.

The gap between experience and recollection is embodied
publicly when… the past becomes articulated through the figure
of a monument. 16
Dylan Trigg, The Memory of Place

The observance of a commemorative minute of silence, an
extremem example of a strictly symbolic action, serves as a
concentrated appeal to memory by literallybreaking a temporal
continuity.
Pierre Nora
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ARCHITECTURE AS ARCHIVE
This city which cannot be expunged from the mind is like an armature, a
honeycomb in whose cells each of us can place the things he wants to remember 17
Italo Calvino, Invisible Cities
In my study of the Avenham art school building, I had focused on the specific
architectural element of the threshold as both repository for narrative and site of
memorial. This mnemonic quality I saw in architecture drew me to the work of
Frances Yates.
Rediscovered by her in the 1950s and 1960s, the classical rules for mnemotechnics
are set out by Yates in The Art of Memory.18 It was Cicero, she reveals, who had
identified and taught the art of memory in recalling narrative, based upon the
mnemonic power of places and images (loci and imagines). This was dependent
upon the “storage” of mental images in places relating to surrounding architectural
form, thus enabling the orator to retrieve each image in a logical order according to
the hierarchy of its selected storage place.19
A good rhetoric student, Cicero advised, must equip himself with a comprehensive
and carefully variegated set of memory loci on which to inscribe, as though on
a wax tablet, scenes from his narrative. Importantly, each locus should have an
individual sense of depth or light and should not be too dim lest its supplanted
image lack clarity. The images will fade but the places will remain to be overwritten
with fresh images from new narratives.20
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Janet Cardiff, Alter Bahnhof Video Walk (2012)
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Carlo Crivelli, The An

nnunciation with Saint Emidius (1486)

These classical rules, expanded over the centuries by later
philosophers such as Thomas Aquinas are evident in the work of
renaissance artists such as Giotto, whose paintings have studiedly
dissimilar background scenes, serving as impressive mnemonics
for the characters and the stories he strove to depict. 21
Later still, Robert Fludd’s theatre memory system, wrapped in
renaissance occult memory, is exemplified in Shakespeare’s Globe.
With its multiple memory loci of many pillared galleries, the
purposeful structure of the Globe served actors well, affording
a hierarchy of repositories for imagined vignettes, a structured
archive helping them navigate the scenes through each act of a
play. 22
In the ages before printing, the classical art and practice of
artificial memory was of supreme importance for orators and
storytellers, but its fundamental validity as a vehicle for narrative,
a framework on which to hang a story, continues today. We see its
derivations in works by contemporary artists, writers and games
designers such as Crytek’s Peter Gornstein in Ryse: Son of Rome
(2013). 23
Janet Cardiff ’s An Inability to Make a Sound (1992) is a multimedia gallery installation requiring viewers to participate by
walking on planks around the gallery space, passing a table
laid for tea, whilst simultaneously listening to a binaural audio
recording and watching video footage activated by passive
infrared sensors, during all of which a story unravels suggestive of
a journey back in time. “The installation functions like a memory
theatre, where memories are associated with places and images in
an architectural structure.”24 Cardiff ’s Alter Bahnhof Video Walk
offers a similar ‘memory theatre experience.’
The 2014 exhibition at The National Gallery, featuring works by
Carlo Crivelli and Antonello da Messina, Building the Picture:
Architecture in Italian Renaissance Painting, 25 examined
the importance of architecture as a vehicle for narrative in
Renaissance painting.
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Whilst viewing this exhibition in September 2014, it occurred
to me that many of my own most vivid memories are insolubly
etched in buildings. These places which have become memory
repositories can spontaneously spring to my mind from the
metallic ring of a key dropping on stone or a shaft of sunlight
through a high window.
Architecture functions as a vital part of a city’s archive, both in
its extant form and archaeologically. Whilst overlooked by many,
monuments and memorials are particularly important in this
respect, inscribing a visible sign of an historic event into the fabric
of a place. In his observation on London’s war memorials, Joe
Kerr comments, “Monuments can be seen as the tangible trace of
collective memory, or perhaps as the mnemonic device that can
reactivate accumulated memories.”26
Architecture, however, also functions as a storage system for our
personal memories. Its role is acknowledged by Dylan Trigg.
“Over time,” suggests Trigg, the places we inhabit and pass
through “define and structure our sense of self, such that being
dis-placed can have a dramatic consequence on our experience of
who we are.” “Returning to a place after a long period of absence,
we are often shocked by both the small and the vast changes,
effectively alerting us to the radical indifference places have to the
sentiment we apply to them.”28
At a visceral level, I now know that memories, retrieved
spontaneously from their archives on the streets of our past,
retain their vitality and that we, foolishly, assume a fidelity of
buildings only to feel cheated and hurt when we return to them in
reverie and they are changed or gone.
“I believe it was a Monday morning at dawn. They tore it down
with a crowbar. Now it’s gone and with it perhaps the possibility
of remembering.”29
Sophie Calle, on the missing monuments to the GDR in Berlin

39

40

WANDERING AND NARRATIVE
What distinguishes great city life from rural existence is that we constantly brush
against strangers; we observe bits of the stories men and women carry with them,
but we never learn their conclusions; life ceases to form itself into epic or narrative,
becoming instead a short story, dreamlike, insubstantial or ambiguous. 30
Elizabeth Wilson, The Invisible Flâneur
With no expectation of the memories which might return to me and scant thought
as to how I might document or represent the process of re-seeing forgotten places
and re-living an abandoned journey, I set off for London in January 2015, taking
with me a camera and a notebook. Without the comfort of corporate anaesthesia or
the carapace of my suit, I returned as a curious observer, a voyeur.
At first I adopted fixed positions, spending time in railway stations or in cafés and
bars. Freed from the constraints of work as a City Insurance Broker and with my
sense of purpose changed utterly, I could look from a new vantage point on a life
of which I was no longer part. I watched and wrote. In these confined spaces, my
writing was closely observational, reflective and poetic in style, detailing fine points
of sound, surface, thought, mood, occurrence and exchange.
As an outsider, belonging to no particular tribe, but as one who closely observed
the unwonted, I fell within the parameters of Walter Benjamin’s description of a
flâneur in The Arcades Project: “It is the gaze of the flâneur, whose way of life still
conceals behind a mitigating nimbus the coming desolation of the big-city dweller.
The flâneur still stands on the threshold – of the metropolis as of the middle class.
Neither has him in his power yet. Neither has him in his grasp. In neither is he
at home. He seeks refuge in the crowd... The crowd is the veil through which the
familiar city beckons to the flâneur as phantasmagoria – now a landscape, now a
room.”31
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“Basic to flânerie, among other things, is the idea
that the fruits of idleness are more precious than the
fruits of labour. The flâneur, as is well known, makes
‘studies’. On this subject, the nineteenth-century
Larousse has the following to say: ‘His eyes open, his
ear ready, searching for something entirely different
from what the crowd gathers to see. A word dropped
by chance will reveal to him one of those character
traits that cannot be invented and that must be
drawn directly from life….’”32
For Benjamin, a flâneur was invariably male. A
female flâneuse would have been inconceivable:
“there is no question of inventing the flâneuse: the
essential point is that such a character was rendered
impossible by the sexual division of the nineteenth
century.”33
In nineteenth century Paris, a woman did not
observe, she was the object of the male gaze. In
Paris Peasant, Louis Aragon celebrates the vibrancy
of life in the Arcades, some of which were facing
destruction in the face of Haussmann’s great
reconstruction project:

“But what would he [Hegel] have done here? In the
Passage de l’Opéra, so many female strollers of all
kinds submit themselves to the judgement of Hegel.
They are of varying ages and degrees of beauty,
often vulgar and in a sense already depreciated,
but women… even at the expense of all the other
qualities of their bodies and their souls… Ancient
whores, set pieces, mechanical dummies, I am glad
that you are so much a part of the scenery here:
you are still vivid rays of light compared with those
matriarchs one encounters in public parks.”
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Whilst “the culture of flâneurie has systematically excluded female
participation”,35 its essence is inclusive to all those who make
time to observe, those for whom, Baudelaire states: “Curiosity
had become a compelling, irresistible passion.”36 In The Painter
of Modern Life, he urges us to heed the ordinary: “however much
we may like general beauty, which is expressed by the classical
poets and artists, we nonetheless make a mistake to neglect
particular beauty, the beauty of circumstance, the description of
manners.”37
Rather thansimply recording my observations, however, I sought
to create narrative. In The Invisible Flâneur, Elizabeth Wilson
links the development of modern narrative with those nineteenth
century wanderers and hacks that made it their business to record
their observations whilst moving through cities. Urban industrial
life with a commercialised press, Wilson suggests, generated a
demand for a new form of anecdotal, voyeuristic writing which
recorded the myriad sights and sounds to be found on every street
corner: the magazine article.38
Between field trips to London in early January 2015 I had
encountered Victor Burgin’s 1991 work, Fiction Film, based on
André Breton’s 1928 novel, Nadja, which tells the story of Breton’s
brief affair with a mysterious wandering woman he meets on
the streets of Paris. This work and Burgin’s writing were to prove
pivotal in guiding my thoughts, helping me to devise a framework
on which to construct the narrative surrounding my memories of
working and commuting in the City of London.
Occupying an imposing three metre square space of gallery
wall and comprised of nine large, photographically derived,
monochrome screenprints, Fiction Film is conceived as though
‘stills’ representing vestiges of a lost film of Nadja’s story. The
prints are contrived as nostalgic street scenes, punctuated by the
intermittent reappearance of the mysterious woman. Her absence
in some of the frames highlights the gaps in Breton’s knowledge of
her story which, radically, he is willing to expose.
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In nineteenth century French literature, such plot gaps would
have been smoothed using the device of “narrative drift” as
examined in Mariah Devereux Herbeck’s recently published
thesis. 39 This examines the evolution of strategies employed by
narrative agents in twentieth century French film and literature,
who attempt to tell the female wanderer’s story as she moves
beyond their gaze. By feigning to know the unknowable about the
wandering female and using unreliable “narrative drift” to conceal
his ignorance, claims Devereux Herbeck, the traditional (typically
male) narrative voice asserts power over her.
Breton, however, through the overt gaps in his narrative, admits
that he does not know Nadja’s entire story and thereby cedes a
certain amount of control to her. Thus, Nadja, in failing to be
objectified, plays a subversive and revolutionary role in traditional
narrative strategy by successfully escaping the narrative gaze and
retaining her autonomy as an individual.
Burgin’s fractured, multi-layered images conjure a disjointed
narrative, almost as a phantasmagoria, which seems to belong to
the half remembered place between waking and dreaming. They
convey the essence of memory.
Burgin draws upon the work of Henri Lefebvre and Edward
Soja in discussing this conflation of concrete and abstract, real
and imagined. Borrowing his analogy from Freud, Burgin refers
to this dreamlike space as “Brecciated Time”, imagining our
incoherent, illogical, out of phase recollections to be “like a piece
of breccia, composed of various fragments of rock held together
by a binding medium.”40
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Exploring the idea of narrating my journeys
as brecciated memory images, I made a series
of experimental, multi-layered screen prints.
Technical difficulties encountered with certain
screen meshes, however, caused moiré interference
in many of the finished prints, costing time and
money, which convinced me that photography
would be a less frustrating medium with which to
work and would allow greater creative freedom.
Drawing on Burgin’s Fiction Film, Breton’s Nadja,
Edgar Allan Poe’s Man of the Crowd and Wilhelm
Jensen’s Gradiva, I decided to test the idea of
framing the narrative from the viewpoint of a
wandering woman as the subject of an external
gaze and persuaded an artist and collaborator to
follow me to London.
Wearing a GoPro camera, she covertly pursued me
as I wandered through the City. She followed me
through railway stations, onto trains and through
the City’s streets and passageways, not as the city
worker I had been, but as the marginal figure I had
become.
In taking the decision to allow these oblique shots
of me to filter into the work, I could present myself
as protagonist in this clearly autobiographical
study and whether present or deliberately absent
as author, my voice would retain an authority
upon which the reader could rely to dispel the
notion of fiction. As protagonist and first person
narrator, I could avoid any suspicion of narrative
drift.
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SOUND AND THE UNMADE FILM
To hear a sound is to see its space. 41 Louis Khan
On one of my dérives, whilst passing near to a place I used to visit on business, I
was stopped by the unmistakable ringing of a carillon. Situated bodily in central
London, my thoughts were immediately transported to the early evening warmth of
yellow stone on a medieval town square in southern France.
How specifically we find place rendered in sound.
In Janet Cardiff ’s work, I was drawn to the hypnotic quality of her voice layered
with ambient sound. Moreover, I responded to the notion that access to a work
of art should require the viewer to make a conscious decision to suspend their
relationship with the crowd in order to participate; to cut themselves off from
the rest of the world for a time. 42 It would be a challenge to represent the
overwhelming subject of the London commute in a way that would allow an
audience to experience it in calm solitude. The thought appealed to me, I found the
duality of the concept interesting.
I had returned to London alone. Crushing into dawn commuter trains from the
south-west suburbs, I arrived at Waterloo Station each morning ahead of the
rush-hour peak and in good time to obtain my pre-negotiated, highly irregular
security pass. Obtaining permission to record film and sound in closely monitored
railway stations is advisable, as it offers the reassurance of visible legitimacy and
the confidence required to work efficiently. Inconveniently, I was unable to obtain
security clearance for the Underground, which hampered my activity somewhat.
Standing on busy platforms as commuters poured from incoming trains and eddied
around me, waiting in tunnels, on overhead platforms, at the feet of staircases and
escalators, I remained fixed, recording sound and moving image as thousands
streamed past.
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In the City, with a GoPro camera set to capture a still shot every
two seconds and mounted on a strap worn at chest height,
whilst also wearing binaural ear microphones fitted to a field
audio recording device, I took refuge in the crowd and drifted
through the streets, tracing the sonic and visual landscapes as
I walked. I had become “an archaeological fragment capable of
telling a spatial story”, 43 and it was my intention to make a short,
narrated film with ambient sound, recording my experiences and
memories of commuting to and from the City.
I quickly learned several lessons: an uncontrolled lens sees
independently from us, it doesn’t see what we assume it sees, we
don’t hear what we think we hear and we certainly don’t hear what
we see.
Barry Blesser and Linda-Ruth Salter in their essay, Hearing
Events in Space, explain: “Physical spaces can have unexpected
shapes and sizes such that the experience of visual and aural
spaces diverges” where “two widely separated visual regions are
combined into a single acoustic arena” and “the two senses –
vision and hearing – rather than reinforcing a consistent spatial
experience, produce quite different spaces. Eventscapes and
objectscapes can be experienced in contradictory ways.”44
With no immediate means of reviewing the sights and sounds we
have captured on such compact equipment, we become aware of
our success or otherwise only when we can find time, place and
resource to recover the spoils of each day from Micro SD cards,
which must be guarded assiduously against inadvertent loss.
Patrick Keiller’s work had become a focus for my research. I read
much of his writing and immersed myself in his films: London,
Robinson in Space and Robinson in Ruins, all characterised by the
use of ambiguous, protracted locked-off shots and disembodied
narration in the form of interior monologue.
Keiller absents himself as author in the films, narrating through
the complex and unseen cipher of Robinson’s sometime
collaborator, erstwhile lover and “ship’s photographer”. I was
struck by his use of appropriated text, which returned me to my
initial idea of threading into the work borrowed text from my
current reading.
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Revealing something of the driving force in his work, which I
recognised as a motivation for my making Waterloo and City,
Keiller notes that: “The desire to transform the world is not
uncommon, and there are a number of ways of fulfilling it. One
of these is by adopting a certain subjectivity, aggressive or passive,
which alters experience of the world, and so transforms it… The
subjectivity involved is that of the wandering daydreamer.” 45
The importance of Situationist urbanism as a mode of subjectively
re-imagining space in a bid to challenge the power of the financial
sector is seen clearly through Robinson. In his essay, Imaging,
Keiller makes reference to the “contemporary London Gothic”
of the 1990s, identified by Roger Luckhurst as: “a response to
‘that curious mix of tyranny and farce that constitutes London
governance’, particularly the dominance of the City of London,
with its medieval peculiarities and its untiring pursuit of an ever
more unequal, damaged world.” 46
In lengthy, locked-on shots, Keiller resolutely holds up a mirror to
the farcical, his obstinate vantage point hostile and goading, but
resolutely passive.
Chris Marker’s 1962 film, La Jetée, is acknowledged by Keiller
as influencing his work and although clear similarities exist
between the two filmmakers’ works, Marker’s La Jetée, a “photonovel”, is composed almost entirely of sequential, atmospheric
stills overlaid with sound and narration. The effect of these
photographs, suggests Peter Wollen, is to show that: “movement is
not a necessary feature of film.” 47
There is a melancholy in Marker’s use of the photographic image.
Through its inferred archival status, there is, from the outset,
an implied generational loss between primary and postmemory
custodians of the photograph. By extension, through the use of
photographs to represent the City of London as I had known it,
I hoped to convey something of the vulnerable and the mutable
in its veneer of power, and, as a counterpoint, something of the
heroic durability of the individual held in its grip. “There is a
democratic sense in Marker’s work that everyone deserves to have
their story told.” 48
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In a small exhibition, aimed at presenting an outline of the
progress of the project up to the beginning of March 2015, I
adapted my initial plan to edit a short film, choosing instead to
create a storyboard for part of the planned film in the format of
an artist’s book illustrated with photographs and accompanied
by a diegetic sound piece. Taking cues from Marker and Keiller,
I employed “filmic” stills to trace a dramatic trajectory and wrote
the narrative as a first person interior monologue, appropriating
short referenced passages from my reading.
It was not my intention to close down or confine meaning in the
narrative by juxtaposing purely diegetic images with text. Rather,
I had hoped to open up the work to interpretation through the
use of occasional discordant images and equivocal text or, in some
cases, an absence of accompanying text, with the aim of creating
a disruptive gap which might signify the fractured and contrary
nature of our remembered experiences.
Feedback from this exhibition led me to believe that a sound
accompanied artist’s book, rather than a narrated film, might
work well as a finished piece of work. The soundscapes I had
presented alongside the artist’s book were acknowledged by
listeners as being evocative and immersive and oriented them
specifically in London. I eventually took the decision to include
voice narration over the sound as a means of synchronising and
locating the soundscape within its context.
I began to rethink the materiality of the project.
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TEXT AND THE BOOK
DESCRIPTION IS NOT A BIG THING in the Americo-European
socialmediaverse. You can do a lot of things in that socialmediaverse but
description is not a popular pastime… Who needs description when you can see
everything and say anything?49
Matthew Jesse Jackson, Fucked-up Middlemen
Reading and text had become ingrained in the places I visited and integral to the
work I produced in response. In France, the words of T.S. Elliott and Edmund de
Waal haunted everything I saw and heard; in London it was the words of Victor
Burgin, Iain Sinclair and J.G. Ballard amongst many others.
Daniela Cascella explains a similar response to the written word. Of a thwarted visit
to the tombs of Keats and Shelley in the Protestant Cemetery in Rome, she writes:
“The only thing that made up for my visit was a book, which I’d bought on the same
day. It was titled ‘The Ashes of Gramsci,’ it was a collection of poems written by Pier
Paolo Pasolini… it allowed me to see and hear the Protestant Cemetery for the first
time, although in words… Pasolini’s verses are now ingrained in my experience
of the place and every time I return I can’t prevent myself from hearing them…
As I set out to write of my repeated listening moments in the Protestant Cemetery
through the filter of Pasolini’s verses and my memories, what I am to outline cannot
be but a layered construction of all the thoughts and words and sounds that have
been with me on every visit through the years.”50
Dylan Trigg writes of this phenomenon as the “overlapping fold” between a place
and an “episode” (in his case it was also the reading of an influential text) as
forming “a singular event which synthesizes the two forms”. It is “not simply the
case” that they “have become mnemonic cues for one another, but that both form
an inseparable hybrid”...
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...“When I open the pages of Kant – as I have done presently
on this Tuesday morning – the annotations on the page return
me to the heady ambience of Las Vegas, with its garish lighting,
playful architecture, and zealous gamblers.” Trigg had been
reading Critique of Pure Reason whilst waiting for his father
and brother to arrive and had experienced a moment of pellucid
understanding: “the findings of which were cast over the
landscape of Las Vegas.”51
Well written, descriptive prose can evoke place and atmosphere
with greater detail than either sound or image. Diana Fuss has
said: “Without the senses we would have no true idea of space.
And without writing we would have only a partial record of how
individuals experience their own place in the world.” 52 Adrian
Forty has devoted an entire book to redressing the balance
between words and images as the preferred means of describing
architecture, quoting Tom Markus he points out: “Language is at
the core of making, using and understanding buildings.”53
The Art and Language Group also cleave to text as a vital part
of their practice. In an interview with Joanna Thornberry in
2014, Michael Baldwin had this to say on the supremacy of the
written word: “There is always a danger with pictures that the text
appears to be… in some way a caption to the image, when in fact
sometimes the text has to be a freestanding thing. An argument is
an argument and the text itself is a world.”53
In our media saturated age of instant gratification, words and
books offer a rare pause for thought, escape and engagement.
The City of London transport system attests daily to the fact that
books offer sanctuary from the maelstrom of life on the treadmill
of twenty-first century capitalism. Although commuters will often
seal themselves into electronically generated interior worlds with
headphones and smartphones, many, facing an open-plan day in
the glare of a screen, choose the intimacy and stillness of a book.
I have wondered how the City might change if the collective
wisdom in the books read beneath its surface was to be harnessed.
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An underestimated thing, a book may be regarded as merely an
object that requires human intervention to deliver it from its
state of materiality however, for Mallarmé, the book existed “as
a catalyst of profound social change”. Mallarmé believed, as did
Barthes, that change could be initiated by the process of reading
because it empowered readers to become independent creative
agents.”56
I had taken the decision that books would be central to the work;
however, it became important to me that the books should be
simply objects for the viewer’s pleasure; to be engaged with and
interpreted as he or she wished. They might be read or just looked
at; turned over slowly in the hand or flicked through rapaciously.
The books would contain images in the manner of film stills
and other symbols to indicate that they might be interpreted as
storyboards for a film, but not necessarily so. Importantly the
books would contain words, which might or might not be read.
My role in the work as author and visible protagonist might serve
as a guarantee of its veracity to some readers however the tone of
the writing might suggest a work of fiction to others. Crucially,
the books would offer an invitation to a few viewers at one time
to sit and be still; to be immersed in the accompanying City
soundscape or to choose not to; to watch the mesmeric, swirling
maelstrom of the daily commute in the City of London or to shut
themselves away from it within the pages of a book. In a busy
world, a book offers respite. In the socialmediaverse, a book offers
seclusion.
Some books are works of art, however, every book is more than
the sum of its parts; it can be read not only by its text but by its
size, its binding, its paper and its paratext. In interview with Sarah
Bodman and Tom Snowden in 2008, Radoslaw Nowakowski
explained, “… I started with writing, and all the other elements
were just an extension of the text, and my idea was that the whole
book could be involved in telling the story.” 57
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CONCLUSION
Because I know that time is always time
And place is always and only a place
And what is actual is actual only for one time
And only for one place
T.S. Elliot, Ash Wednesday (1930)58
The making of Waterloo and City [Private Thoughts in Public Spaces] was
motivated by a profound fascination with architecture and the city and the ways in
which we confront our changing urban topographies. It has inspired a plethora of
new ideas and raised many questions that will feed into future projects.
Recent research has caused me to look tangentially at how we are forced to
‘consume’ the built environment, its transport systems and public spaces and
to ponder the power structures that dictate it. There is scope for more focused
studies on this subject, including consideration of the durational consequences
of architectural vanity projects, such as the proliferation of twenty-first century
skyscrapers and the long term aesthetic and sociological effects of commercial
advertising pollution in our public and liminal spaces, as our cities are inexorably
reconfigured as pure environments of consumption.59
Place memory and memorial culture are the subjects of wide analysis by various
scholars, prompting questions about the ability of our contemporary built
environment, with its shifting socio-economic and cultural population, to sustain
our future experience and memory of place and memorial tradition.
If Doreen Massey’s statement is true that “the purpose of monuments ‘is to gather
together in the consensus of a common belonging, a shared identity, all those who
walk by’”60 then what are the implications for societal cohesion of an absence of
monuments or of the failure of monumental architecture to resonate with a broad
spectrum of the population? Will this result in a further fracturing of any potential
shared identity?
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The beautiful abstractions of Peter Eisenman’s Holocaust
memorial in Berlin and Rachel Whiteread’s Judenplatz memorial
in Vienna both courted years of public controversy. Are future
memorials in our cities condemned to exist only as scars, as
the bullet wounds of Prague, Dubrovnik, Budapest and Berlin?
Are we destined to live without “memorial icons” which James
Young suggests, “unlike words on a page... seem literally to
embody ideas, to invite viewers to mistake material presence and
weight for immutable permanence”? 61 How, or if, we continue to
manifest collective memory in material form is a question to be
addressed by artists and architects in the future.
In terms of today’s young people who can no longer afford to
buy homes of their own, it is worth remembering Dylan Trigg’s
warning that: “being dis-placed can have a dramatic consequence
on our experience of who we are, and even leave us with a feeling
of being homeless in the world. Equally, the memories we acquire
of the places we inhabit assume a value that is both immeasurable
and vital.” 62 Gaston Bachelard writes of the house as a “nest”, a
place of remembering and the locus of our daydreams: “not only
do we come back to it, but we dream of coming back to it, the
way a bird comes back to its nest… This sign of return marks
an infinite number of daydreams, for the reason that human
returning takes place in the great rhythm of human life, a rhythm
that reaches back across the years and, through the dream,
combats all absence.”63
What, then, for today’s “Generation Rent” which, despite
academic achievement and gainful employment, is subject to the
vagaries of rented accommodation and a transitory life under
the control of sometimes unscrupulous private landlords? How
will their experience of “home” shape their memories and how
will these experiences coalesce to form the collective memory
of “home” for future generations? This pressing question begs a
creative response.
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Autobiographical memory has a power to suddenly rupture
our present with the past. Sometimes, past experience remains
fossilised, to be released as memory, not from a place but in the
face of a stranger, by a simple gesture, in a particular quality of
light or sound, or in the soft sweetness of a cake. The narrator in
Chris Marker’s La Jetée warns that: “Nothing tells memories from
ordinary moments, only afterwards do they claim remembrance
on account of their scars.” Whilst I have referred to this
momentary puncturing of consciousness in this work, the concept
remains to be further investigated in future projects.

Waterloo and City [Private Thoughts in Public Spaces] pivots
upon the simple premise of a quotidian journey, of which
there are endless, real and imagined in cities the world over
which could be explored in new works. A journey: the physical
act of travelling from a point of departure to a destination,
with its attendant obstacles and boundaries, offering chances
and demanding choices, can be challenging and revealing.
Pilgrimages, whether secular or sacred, offer many thresholds
and extensive liminal states. Their milestones are memorials, in
some cases, places with names so powerful they have become
“mnemonics of a moral geography” containing celebrated
narratives. 64
All journeys comprise a succession of transitions through layers
of space. Jeanette Winterson’s weekly mission from 200 Water
Street to collect her mother’s murder mystery books from
Accrington library, 65 Kemal’s eight years of traversing Istanbul to
the Keskin household where he would see Füsun 66 and Edmund
de Waal’s walk along the rue de Monceau to the
Hôtel Ephrussi 67 are journeys among many others offering the
potential for fresh narratives to be created beyond the frameworks
of the pre-existing.
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The book as a means to an end and as an end in itself
offers diverse possibilities for research into the use of
text and books as instruments within the dynamic of
the creative process. Barrie Tullett of The Caseroom
Press explains: “… opportunities offered to us by the
new book and the new writer, allow us to reinvent
and reconsider the way narratives are generated and
delivered. We must reconsider every aspect of page
design, from the details we understood to represent
the craft of typography to the elements of the page
itself… Pages represent an undiscovered landscape
of opportunity and possibility. .. the ‘printed’ surface
can be re-invented to release infinite possibilities. The
rules no longer apply.” 68

Waterloo and City[Private Thoughts in Public Spaces]
is an autobiographical, first person work and in future
I would hope to base projects around voices other
than my own; I would consider experimenting with
narrative structure, exploring the interplay between
fiction and reality, interiority and exteriority, and the
use of image and text in slightly more ambiguous and
abstract ways.
For years, in a private act of misplaced allegiance
with the deaf people in my life, I failed to embrace
sound as art. In this project I have crossed a Rubicon.
I have learned that sound offers an experience of pure
immersion and a peculiarly vivid sense of place. I now
know that listening is difficult and there is a benign
and enriching craft in doing it well. For the future,
I plan to experiment with sound and the layering of
sound for its own sake.
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The making of Waterloo and City [Private Thoughts in Public Spaces] as a byproduct of perambulation in the City of London was, on reflection, a subconscious
effort to reconcile myself with a life lived at odds.
As a female wanderer, for the first time I seized the objectifying gaze as my own,
directly affecting the outcome of the plot in my own narrative, rendering it joyful.
As one who has experienced a working life in the City of London, with its “medieval
peculiarities and its untiring pursuit of an ever more unequal, damaged world”, I
was due my response to its “curious mix of tyranny and farce.”69
The ‘conclusion’ of my work on this project marks an ending and a beginning. It has
been a pilgrimage of sorts.
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Each of us is held captive by a series of memories, which, in their intensity and depth
return us to a specific place and time. Consciously or otherwise, the places we inhabit
and pass through come back to us in the present, sometimes affording a sense of
familiarity in the midst of uncertainty. At other times, such recollections disturb the
course of everyday existence. However cryptic these memories are, they nevertheless
attach themselves to us, just as we attach ourselves to the places in which those events
occurred. Yet why some places become more central in our memories than others
remains a mystery.70
Dylan Trigg, Memory of Place
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