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Abstract 

Borrowing Sceneries: Assembling Inter-medial Narratives through Experiential Walking 
Encounters uses inter-medial creative works– image, text and performance– to address, 
through representational, performative and relational means, the mutually determining 
nature of subject-space encounters. The project draws upon, and intervenes back into, 
multiple fields: art practice, philosophical aesthetics, ethnography, design theory, and 
linguistics. The project emerged from the desire to further my understandings of these spatial 
encounters, and through creative, reflective, and analytical methods, to situate them within 
wider cultural discourses. Individual participants, within and beyond the global academic and 
artistic communities, are drawn into this discourse and praxis from a wide range of disciplines, 
professions and experiences. Concern for and improvement of individual, social, and 
environmental well-beings are often cited by these participants as the motivations for their 
engagement. 

This project represents a return to creative practice after a hiatus of some years. During that 
hiatus, and concurrent to the emergent thoughts on subject-space relations described above, 
I reflected on my previous creative practice– a practice that had centred on the 
representational potential of drawing and mark-making– and found a need for that approach 
to be reconsidered in order to address the multi-faceted and allusive nature of the spatial 
encounters informing my enquiry. A more interdisciplinary approach was required. In this 
way, drawing and mark-making became enmeshed within a network of praxes that includes 
linguistic analysis, writing (creative, academic, and hybrid forms), photography, journal-
keeping, and walking.   

The project also eschews a purely linear statement in favour of a patchwork of digressive 
outcomes whose inter-relationships are both allusive and elusive. In this way the project 
becomes in itself a performative statement, enacting many of the qualities it seeks to address. 
The outcomes themselves are a group-walking project, a digital journal-archive and a written 
thesis. The annual group-walking project entangles narratives of place and time by inviting 
participants to join me in mapping and walking one city in terms of another. What was 
conceived as a one-off performance in 2016 enjoyed its fifth annual iteration earlier in 2020. 
I first conceived of my digital journal as a vessel in which to store resources that fed into and 
out of this group walk and other aspects of my research. Over the course of the project the 
journal migrated from the periphery of my practice to its centre, becoming a primary vehicle 
for the development and transfer of ideas.  

The theories and discourses with which the project engages are necessarily diverse and are 
drawn from sources including New Materialist philosophies, contemporary walking 
discourses, written textual analysis, the Situationists, psychogeography, linguist theory, and 
Chinese landscape design. The discourses surrounding contemporary walking practices, 
particularly the Mythogeography of Phil Smith, have provided both a theoretical framework 
and a practical toolkit for my own spatial encounters. In his writing, Smith discusses his 
practice in terms of “a dissemination of tactics”, and as being a practice that is “led from its 
margins”. The reconsiderations of subject, agency, and causality that are implicit in these 
terms and in his methodology as a whole are similarly made explicit in the writings of New 
Materialist thinkers such as Karen Barad and Jane Bennett. Bennett’s advocacy of 
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“methodological naiveté”, “a return to discredited philosophies of nature”, and “the deferral 
of rational judgement” have influenced my understanding of the roles of subject, agency, and 
causality within encounter in both its spatial and broader terms. Although published in the 
context of Landscape Design, Stanislaus Fung’s recent reinterpretations of Borrowed Scenery 
have addressed the interdisciplinary potential of this Chinese concept. Fung’s attempts to 
align borrowed scenery with Western materialist philosophies have enabled the concept to 
function as an instrument within my walking practice. Fung’s framing of borrowed scenery as 
a “readerly drift” have also enabled me to make explicit the relationships between space/ 
walking, text/ reading, and theory/ practice. In his theory of the Discourse Colony, Linguist 
Michael Hoey formulates a series of properties to identify a text-type he sees as being 
neglected within our textual culture. Transplanted from the domain of linguistic analysis to 
that of creative arts practice, the hive-like properties of Hoey’s text colony have extended my 
understanding of the ways in which my own texts can be encountered. For many creative 
practitioner-researchers the necessary movements between practice and theory, and 
between the academic and the creative have been problematic. Fictocritism’s splicing of 
academic and creative forms emerged out of the need to address these problems, and the 
strategies of transgression and experimentation advocated within the discourses surrounding 
the fictocritical have informed the ways I approach my written outcomes. 

Geographies of dis-placement also echo the absurdist transgressions of walking one city’s 
boundaries inscribed over another in acts that defy and yet create the space for wholly new 
sense-making. This project’s own creative praxis has parallels in the situation of peoples 
across the world who are refugees, homeless, immigrants or fleeing catastrophic events, and 
for whom place-making is an imaginative, determined, creative act. 

This work establishes a novel combination of methods and disciplines; it arrives at new 
interpretations through intentionally disruptive walking encounters which in turn, lead to a 
process of fragmentary collection, representation, reflection and analysis, siting and (re-) 
placing modes of being in shifting sites of experiential knowledge. 
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Introduction: Borrowing Sceneries: Assembling Inter-medial Texts through Experiential 
Walking Encounters 

Borrowing Scenery: Assembling Inter-medial Texts through Experiential Walking Encounters 
(hereafter Borrowing Sceneries) is a multi-modal body of outcomes that emerged through 
walking, writing, and visual practices, and through the relationships that developed across 
and between those practices. The project evolved out of a curiosity about the relationship 
between what I understood to be my self and the places and spaces within which I (that self) 
moved. In my daily lived experience I was aware of a dialogic or mutually determining 
relationship between the two whereby one was informed by, and responded to the other.    

The project is in two parts. The first of these is a digital archive titled Ghosts & Common Sense: 
Think of it as hybrid vigour, a colony of colonies, a meandering, evolving strategy. (Hereafter 
G&CS.) The second component is the present document that discusses G&CS, its relationship 
to an annual group walking event, and frames the digital component in relation to broader 
Humanities discourses involving more-than-human and New Materialist theories.  

G&CS, the digital component within the submission is an archive of sources, creative 
outcomes, and material and cognitive processes, accrued over the duration of the project. 
The archive developed out of personal reflections on notions about space, place, text, visual 
representation and their relationship with the experiencing subject (myself). These 
reflections evolved into an annual group walking practice. G&CS entered into a dialogue with 
this practice, documenting its processes and outcomes while at the same time informing and 
shaping future iterations. The archive is structured as a colony text meaning that although the 
archive is compartmentalised into monthly entries, calendar sequence has been disrupted 
with entries being presented in such a way as to allow the reader multiple points of entry. 
These points of entry have been made more accessible to the reader through application of 
a method drawn from Linguistic analysis which is discussed at length in the materials below.  

Included in the written component are accounts of an annual group walking project that has 
come to be called Widdershins Osaka!. Over five consecutive years this event has walked 
variations of a circular route first established by mapping the boundary stones of medieval 
Leeds, UK onto the contemporary streets of Osaka, Japan where I was then living. The event 
has grown and evolved over those years. The initial impulse for my enquiry was based on my 
solitary walking habits but, through reading and reflection, evolved to allow for the inclusion 
of others. While the first Widdershins Osaka! walk in 2016 was intended as a one-off event, 
further reflections upon its strengths and weaknesses, I decided to repeat it, first in 2017 and 
then every subsequent year. Much of the reasoning for these evolutions of the event emerged 
from my growing awareness of other contemporary walking practices such as those of the 
Walking Artists Network, and the traditions and discourses that informed them. The 
Situationist International’s notion of Psychogeography and recent re-considerations of its 
discourses is perhaps the most important of these.   

Psychogeography was a term I had become aware of through social media digressions and I 
had an intuitive understanding that it could offer something (in terms of structure, method, 
precedent) to my own enquiry. As I read around the topic of psychogeography and 
familiarised myself with The Situationist International, its key figures of Debord, Vaneigem, 
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and its methods of dérive and detournement, one particular episode stood out. I found myself 
returning to Debord’s (in Knabb, 1981, p.7) brief account of a friend who “had just wandered 
through the Harz region of Germany while blindly following the directions of a map of 
London.” While Debord appears to dismiss this action as a “mediocre beginning” (in Knabb, 
p.7) to his vision of an all-embracing new urbanism, it presented me with a precedent for my
own project of walking the map of Leeds boundary bar stones in my then-home of Osaka.

As well as finding historical precedent in the work of the Situationists, contemporary re-
readings of psychogeography, particularly Phil Smith’s Mythogeography, enabled me to 
involve others in a walking practice that had until then been solitary. The walks became events 
in which to entangle other micro-events or interventions such as game playing, performance, 
story-telling (and story-creating), and simple conversation. This inclusive approach led to my 
role becoming more curatorial as I invited other participants to bring their own interventions 
to the event.  

In keeping with the evolving strategy stated in the subtitle of the G&CS document, the form 
and structure of the Borrowing Sceneries project emerged out of its own enquiry and while 
attention is given to this emergence in the materials that follow, it is worth giving 
consideration to the project’s original title since it offers a point of entry into the project and 
some of its key concerns. The working title of this project was Todo comienza en otra parte 
and was coined during the drafting of its initial proposal and used for the first phase of its 
growth. The phrase translates as all things begin somewhere else. 

The phrase Todo comienza en otra parte was encountered by chance through my interest in 
music. En Otra Parte appeared as the title of a newly released album on the ECM label to 
whose newsletter I subscribed. Guitarist Zsófia Boros is quoted as saying her 2013 album was 
“[n]amed for the poem by Roberto Juarroz, “Todo comienza en otra parte” (ecm.com, 2013). 
Around the time I encountered Boros’s work I was also formulating the ideas around which I 
would draft my PhD proposal. As already stated, my interests centred on ideas of space and 
place, and the relationships between them and myself. These relationships seemed 
indeterminate, reciprocal, and elusive, and the meaning of Juarroz’s line in its English 
translation, all things begin somewhere else, seemed to speak of these interests, alluding to 
the difficulty or impossibility of a fixed understanding of location. The sense of uncertainty, 
dis-location, and displacement contained within the line were amplified by the use of the 
original language; for a non-Spanish speaker such as myself meaning was placed at a further 
step removed.  

While the phrase itself shines a light on the interests within my project, consideration of the 
way in which that phrase was first encountered offers further insight into a project for which 
encounter is a primary concern. In her essay for Kaza Ana/ Air Hole: Another Form of 
Conceptualism from Asia, a survey of contemporary Asian Art held at The National Museum 
of Art, Osaka, curator Hashimoto Azusa (2011, p.3) proposes that the work of art unsettles 
the constraints that routine imposes upon the everyday. Hashimoto describes how a draft of 
air, blown in the right direction can be enough to “loosen the seams in the routines that 
surround us, forcing open the gaps in things and places”, revealing “scenery not previously 
available” (2011, p.3). She lists some of the ways in which artists in the exhibition go about 
creating these drafts of air to loosen the seams. 
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Pursuing the potential of local sites; acting in groups; waiting for a period of time; not 
opting for efficiency; acting without regard for aim or meaning; taking a circuitous route; 
discovering the underside of everyday life; intentionally setting out to fail; avoiding things 
that are easy to understand. (Hashimoto, 2011, p.85) 

Hashimoto presents her notion of Loosening Seams in relation to encountering a work of art 
but by transferring this notion to the encounter of not (only) the work of art but of other 
elements of cultural production– ideas, discourses, concepts, practices– the Loosening Seams 
sequence functions as an heuristic enabling me to see and to show how those elements have 
entered my project, how they have been absorbed or synthesised, and how they offer new 
insights. My own digressive nature within my daily lived experience often leads to chance 
encounter. A combination of intuition and reflection in relation to these encounters are 
analogies for the draft of air that Hashimoto describes and are followed by a period of more 
rigorous, conscious enquiry– forcing open gaps– that reveals insight and knowledge: the 
scenery not previously available.  

Hashimoto’s Air Holes Imagery (left) adapted into a Loosening Seams Sequence 

The use of Todo comienza en otra parte as my title is an example of this method of  Loosening 
Seams. A digressive engagement with music led to a chance encounter with a fragment of 
text whose meaning was unknown but whose potential was intuitively recognised. A period 
of reflection entangled with the application of simple methods such as online searches and 
translations then realized that potential to reveal “sceneries not previously available” in the 
form of a poetic phrase that– albeit temporarily– aided me in defining, describing and 
knowing my project.  

The project reveals many more examples of such digressive encounters leading to new 
insights, understandings and knowings. For example, the digressive social media encounters 
described above set out the first loosening of the seams of the term Psychogeography. The 
insights gained can be said to have led to further seam loosening.  The psychogeographer’s 
dérive or walking digression for example, has been a valuable method of enquiry within my 
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own project, and functions in a similar way as Hashimoto’s draft of air and might sit 
comfortably in the methods she lists and that are outlined above. The dérive loosens seams, 
presenting chance encounters with and within places and spaces. My project extends the 
dérive beyond the urban space of the psychogeographer, allowing for digressive encounters 
with modes of cultural production other than urban space, such as music, literature, cultural 
theory, visual art and design, and language and linguistics. The potential value of these 
encounters is first understood intuitively in acts of unconscious cognition. That potential is 
often then held (in notebooks, in memory, in situ, in digital files) where it is reflected upon 
before being realised through the teasing out of ideas and meanings and “sceneries not 
previously available” through further, more consciously considered methods.  
 
Another example of the Loosening Seams sequence is my encounter with the Discourse 
Colony, a concept encountered by chance during my studies in Linguistic Analysis that led to 
new considerations of the digital component G&CS. After a period of reflection and 
consideration, the encounter with the Discourse Colony theory moved towards a more formal 
enquiry. Within my project, the Colony is used less as an instrument of analysis and more as 
a map to the textual terrain of the digital component. This map serves several functions, such 
as revealing points of entry with which the reader might approach the text, and the 
uncovering of previously unseen structures contained within the text that in turn 
demonstrate the text’s relationship to walking practice, spatial concerns, and the more-than-
human ontologies that inform the project as a whole. These insights can be seen in 
Hashimoto’s terms as “sceneries not previously available” (2011, p.30). Ending this discussion 
of Hashimoto’s concept, it is interesting to note that my encounters with Hashimoto’s concept 
follow the same sequence, from digression to insight, thereby becoming a performative of 
the very process described.   
 
Borrowing Sceneries reveals that the walking event Widdershins Osaka! and the online text 
G&CS share notions of digression, non-linearity, in-betweenness, and performativity, and 
offer new ways of understanding the similarities that exist between textual and spatial 
encounters. These understandings are framed in the context of contemporary Humanities 
discourse around more-than-human and New Materialist ontologies. Such ontologies offer an 
alternative to dominant, human-centred world views, opening up a space in which agency, 
causality and subjectivity are reconsidered and where non-human actors are accounted for.   
 
In the next section, the most recent of the Widdershins Osaka! walks is described. This walk 
took place in February 2020 and was coloured not only by the walks that had preceded it but 
also by emergent understandings of the pandemic that has since impacted the world.  
 
The account of Widdershins Osaka! 2020 is followed by an overview of the emergence of the 
Widdershins walking project. It includes a visit to Leeds and the ways in which the Terminalia 
festival, social engagement and creative practices have shaped a walking event here. An 
account of Widdershins Osaka! 2016 reveals how the Leeds walk helped shape my Osaka 
project.   
 
This is then followed with the provision of a theoretical context for the project, centring on 
contemporary New Materialist positions, particularly the ideas of Jane Bennett, and on the 
Chinese notion of Borrowed Scenery as it has been reconsidered by Stanislaus Fung.  
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Michael Hoey’s Discourse Colony, another theory central to my project is presented in the 
following section. Hoey developed his theory as an instrument of Linguistic analysis but 
adapting it for use within a creative project where it functions as a map with which to read 
the digital component serves several functions. Firstly it offers the reader points of entry into 
the digital component, a dense web of images and texts that might otherwise be difficult to 
navigate. Secondly, reflections upon the emergence of the Discourse Colony within my project 
reveal how the non-linear and fragmented modes of thought that are manifested in my 
project have been with me since a very young age, shaping my childhood reading, and my 
engagement with the world around me. Thirdly, mapping the digital text in Hoey’s terms 
reveals structures and meanings within the text that might otherwise remain hidden but 
which then serve to further inform the project as a whole.  

This section is then followed by accounts of the three Widdershins Osaka! walks performed 
in 2017, 2018, and 2019. Description of each of the walks and their interventions reveals 
points of difference and allows for a tracing of the project’s growth and evolution from one-
off event into a repeated perambulatory curatorial practice.    

Finally, while citing Moja Costello on resistance to closure as a way of supporting my own 
resistance to notions of completion, the conclusion lays out the insights and contributions the 
project offers to creative, academic, and other communities and discourses.   
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Widdershins Osaka Chongqing Osaka! 2020 
 
As soon as I took up my post at Sichuan Fine Arts Institute (SCFAI) in China in the summer of 
2019, my mind skipped ahead to the following February and the opportunity to add further 
locations and further layers to my walking narrative1. Widdershins Osaka! would become 
Widdershins Chongqing! That winter, as my network of contacts in and around SCFAI 
expanded, a number of themes and structures emerged as potential points of departure for 
a group walk in China. A professor in the Department of Experimental Art invited me to work 
with him on a walk he was planning with his students that would interact with the Yangtze 
river where it passes through the city. The focus of this project was Marx’s notion of The 
Metabolic Rift. Another project emerged from a conversation with a professor in the School 
of Environmental Architecture who had researched and plotted the routes of old traders’ 
paths that once bisected the city and functioned as short cuts between landing docks on both 
the Jialing and Yangtze rivers. The professor gave me access to a collection of maps, several 
dating back more than 200 hundred years that had enabled her to retrace these lost 
pathways.  
 
While each of these projects held promise, my research was cut short by the crisis that has 
affected the globe since early 2020. The Covid-19 pandemic meant that I left China at the end 
of January 2020 and was unable to return for another 9 months. With little notice Widdershins 
Chongqing! reverted to Widdershins Osaka!. This was a time of anxiety for many. I was aware 
that my Chinese friends and associates were being confined to their home and living in fear 
at what impact this then little-known virus might have on their lives. This offered motivation 
enough to invite friends to join me for a walk simply because we could. While the account 
that follows describes the walk itself, an account in which the walk is set more explicitly in the 
context of the personal and global events that led up to it can be found in Appendix 2.   
 
 
 
 
 
 

 
 

 
1  This narrative and the contexts in which I situate it has been outlined in the article Shuttlings Between: 
Deploying Borrowed Scenery in a Contemporary Walking Practice. The article was first published in Intervalla: A 
Journal of Intellectual Exchange. [See Appendix 1] 
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20/02/20: Because we can. There are so many 
reasons for our group drift through the streets of 
the city this weekend. Because its Terminalia; 
because we do this every February; because it’s 
fun(?), but ‘because we can’ takes on special 
significance this year as I think about those who 
cannot. My new-found friends, colleagues and 
students in China whose cities are locked down, 
whose streets are deserted and who are living 
under varying degrees of home-confinement. 
These are the conditions under which I would be 
living had I not had the opportunity to leave 
Chongqing at the end of January and wait out 
the situation here in Osaka. So, we’ll be walking 
on Sunday because we can. Join us. Our walk will 
start at Sukuna-Hikona shrine and will end with 
a Skype link to China. What happens in between 
is anybody’s guess.  
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We meet at Excelsior cafe. Delays and confusion with three new faces and one lost soul 
somewhere in the subway system beneath us. But it’s a relaxed and chatty group and once 
together we walk to the expressway where I introduce a few of my ideas. Over the years I’ve 
learned to keep this introduction short and let the ideas emerge from the walk itself. Jerry 
has a few words about story and tells us about the handsome stick he is carrying. He asks 
everyone to take one of the slips of paper attached to it and through words, images, and 
marks on paper, to find story within location. At the end of the walk he will collect the slips 
and reattach them to his stick to allow them to move with the wind that moves through the 
streets.  
 
 

 
 
 
 
 

“Locations are layered with memories, meanings and mutual secrets. One 
might read family’s history in a building’s façade. Another might find 
patterns of evidence to transform a past. Another might see characters 
capable of opening doors or shutting windows. Fictions. Speculations. 
Chances. Sense and non-sense.”2 

 
 
 
 
If a walk has a beginning (it doesn’t), and if this walk has not already begun (it has) then it 
begins here (no it doesn’t) at the west end of Doshoumachi Street. We gather and re/ dis/ 
orientate ourselves looking down the street’s long, straight canyon. Quiet on a Sunday 
afternoon. In front of the apartment where I used to live I see the post office on the corner 
has been demolished. We reflect on the entanglement of personal and public stories. Parcels 
sent, remittances received, plots of rubble. Dust.   

 
2 The words of participant Jerry Gordon as he introduced his intervention within the walk.  
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The group drifts along Doshoumachi. A meander. Jim wanders off to photograph one of the 
few remaining pre-war buildings spotted on an adjacent corner, Keichi zigzags, lingering here, 
peering in there. We gather at the window display where Chika performed her Eau d’Osaka 
intervention at the end of last year’s walk. The vats and models on display remind us of the 
area’s ongoing story of apothecaries and pharmaceuticals.  
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At Sukuna-Hikona shrine, after a quick discussion of its origins, and the role it continues to 
perform on this street, the group breaks up to engage with various parts of the shrine, and to 
give some thought to the paper ribbons for Jerry’s story-stick: words, phrases, reflections, 
drawings, kanji, fragments.  
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We regroup and I begin to read at random words from the list I pull from in my pocket. 
Consume, consult, back up, apology, cool, fearsome. I fail to elicit contronym when I ask what 
links these words. I continue to read– enjoin, hold up, fast, execute– and then discuss the 
concept, contranym, discussing how this fusion of opposing ideas operates in language and 
how I believe that the art at its best is contranymic in its ability to make two opposing 
propositions simultaneously. I link this to the shrine, and the oppositional meanings of its 
motif of the tiger, symbolizing both the cholera that once ravaged the city and the medicine 
that was believed its cure. I then draw attention to the common binaries that operate in 
contemporary culture such as nature-culture and male-female. I focus on self-other and 
suggest that the virus has revealed that the boundaries between the two are porous, fragile 
and in some ways unknowable. And as I signal for us to move on I propose we take this 
understanding forward with us on our walk and in our lives.  
 
 
 

 
 

 
 
 
 
 
 
 
 
We continue to walk the few blocks to the east end of Doshoumachi street. New territory for 
Widdershins. While preparing the walk I had considered imposing a silence on this short 
section but the dynamics of the group and the sentiments of my contranym monologue 
meant there would be more to lose than gain in such an imposition so the conversations were 
allowed to bubble and ricochet amongst us.  
 
A slow meander south to find the entrance to the canal-side park where we slowly regroup.  
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We are in good time for the 3:00pm scheduled link to Italy and China. I prepare the WeChat 
link to Leeann and Fiona. I tether my phone to Jerry’s, distribute the handout. I introduce the 
Decameron, and talk about friendship and the relationship between us all. I talk about 
language and place; porous boundaries; ‘because we can’ re-emerges. 
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I make the WeChat call and it connects easily. Fiona joins us from Florence followed by Leeann in 
Chengdu. Both had been waiting for the call. Fiona then reads the Italian Decameron extract and we 
all silently follow from the handout. Everyone is moved and at the end there is spontaneous applause. 
I chat to Leeann about life as she is locked down in Chengdu. She sounds stressed but agrees to read 
the same extract, this time in Chinese. Again it’s very moving. Again, a round of applause. I then 
suggest that we in Osaka show our appreciation to Fiona and Leeann and further secure our 
connection to them by performing a group reading of the same text in Japanese, English, or whichever 
language we choose.  On the count of four, strong and richly textured sounds. Fiona joins in with the 
Italian again. Leeann too perhaps. It is voiced loud and clear on the canal-side and everyone I feels 
good about this exchange. We end the call. It's a great way to end what has been an engaging and 
moving walk.  
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Leeds, Terminalia, and the Origins of Widdershins Osaka!

 
 
On 23rd February every year, in the city of 
Leeds, The Leeds Psychogeography Group 
invite interested persons to join them in 
walking a circuit of the city. The walk is 
contained within what is now a fairly small 
area of this industrial city but in fact the route 
follows the perimeter of what was once a 
medieval village. This perimeter was 
marked by 6 boundary stones or ‘bars’: 
North bar, Woodhouse bar, East, West, 
South and Burley bars. 
 
 
 
 
 
 

 

The walk visits each of these boundary 
stones or their locations and includes 
performances and readings. The event 
encourages party-like revelry as a direct 
challenge to the city’s ordinances that 
prohibit the consumption of alcohol in 
certain public spaces. The event is aimed 
not only at celebrating the city’s history but 
also confronting various social issues as 
they impact on contemporary urban 
experience.  

 
Frustrated that commitments in Japan 
prevented me from taking part in this Leeds 
walk, I had an idea. I remembered~ perhaps 
mistakenly~ an anecdote in which members 
of the Situationist International had 
attempted to navigate the streets of London 
using a map of Berlin. An absurd 
intervention in keeping with the group’s 
Dadaist roots and subversive aims. If I 
couldn't go to Leeds, then I would bring 
Leeds to Japan. Invoking the Situationists’ 
intervention I solicited maps from the Leeds 
walking group and overlaid them onto 
Osaka. I invited a group of colleagues to join 
me in walking the route, in walking Leeds in 
Osaka.   
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Hi Tim, 
 
Thanks for getting back to me. I’m glad to hear I may 
have piqued your interest. Anyway, below is the 
message I had drafted earlier- a bit about me, a bit 
about my idea. I think it offers lots of possibilities for 
extensions and spin off projects too but maybe I’ll leave 
that till another time. So… 
 
I am a British artist, researcher and teacher living in 
Japan. For a few years I’ve been wishing I could join the 
Terminalia walks around Leeds but I’m never over there 
at quite the right time. I’m now working on a little project 
that will allow me to participate remotely while at the 
same time placing the Beating the Bounds event in a 
cross-cultural context. It's a project for which I would like 
to ask your help.  
 
Over the last few years I have been developing 
methods that entangle situationist/ psychogeography 
ideas with concepts specific to the culture in which I live: 
fukeiron Landscape Theory of Radical ‘60s cinema; 
shakkei Borrowed Scenery from traditional garden 
design; kekkai boundary markers used in the Shinto 
religion to separate the material and non-material 
realms. This interest in boundaries led me to Terminalia 
and to the walks you have been leading in Leeds. 
Frustrated at being unable to come on your Beating the 
Bounds walks I have decided instead to bring 
Terminalia and medieval Leeds to Osaka. Appropriating 
one of The Situationists’ more famous methods I will 
superimpose your map of Leeds with its medieval bars 
onto a street map of Osaka, mark the points where the 
bars fall and then walk the route, placing a kekkai 
boundary bar of my own making, at each of the 
corresponding points.  
 
It’s at this point I’d like to ask for your help. I’m 
wondering if you would be willing to share any materials 
you think might be helpful for me or that might enrich 
and inform my project? Hi-rez file of your map(s) would 
be really helpful. Any literature about the sites and 
history etc would also be very much appreciated. I don’t 
really have anything to offer in return except to provide 
you with a copy of the report and documentation that 
my project generates. I’m very much a paper and 
pencil, scissors and glue kind of man and love the 
material quality of things so these are likely to be a mix 
of collaged fictocritical texts, photographs and 
annotated maps and drawings.  
 
Well, I’ll stop there. Like I said, if you or any of your 
cohorts are interested I think there may be chances to 
spin other projects and walks out of this idea and I’d be 
happy to chat about that at a later date. 
I’m very much looking forward to hearing from you.  
 
Very best wishes, 
 
Gareth  
  
 
 
 
 
 

Hi Gareth, 
 
http://umap.openstreetmap.fr/en/map/leeds-
bars_70199#16/53.7985/-1.5394 shows the location of the 
stones and the route we will take. We will walk clockwise 
this year, we alternate directions each year. (You should be 
able to edit that map and change things as you like) 
 
We meet in the north bar pub and walk around. We might 
do something in the bus termini and the train termini and 
theres something going to happen somewhere else by 
Simon but we will have to wait and find out. 
 
There is two lines to the west of the area one showing the 
usual route and the other, visiting the terminii and we 
havent planed this bit yet! 
 
For history - I tend not to do local history, I consider it like 
not like a movie spoiler, but like watching a film before and 
after 3 years of film school training! 
However, on the walk at the east bar is a history information 
board.there might be a photo of this somewhere on the 
internet, I cannot find it though. Could well be on the group 
or walk photos... 
 
Two places to find more information about the stones is the 
website forum: Secret Leeds and the Facebook group 
"Secret Leeds 2" 
 
Both usually have threads about the stones - one of them 
cites my walks as evidence to the location of one of the 
missing stones, which reappeared a year or so later in the 
correct spot! 
 
As for other info, there's been a couple of blog write ups 
about the walk which may help. I think one was by a 
classicist. 
 
The "beating the bounds" comes from a reaction against a 
DPPO a law about a space where the cops can stop you 
drinking outside. What people are permitted to do or not in 
an area shapes and makes that area. It creates new parishes, 
new communities. So we walk around with drinks, drinking 
outside. The drinking bit, along with the sharing of food and 
festival nature is quite important I think. Some of us are 
quite drunk at the end! The actual DPPO boundary of the 
centre of leeds is much bigger than this route. It took around 
4 hours to do the full route a few years ago. So we beat as in 
win against the bounds imposed upon the area, and also 
look back and see that it was always like that in a way -  that 
even pre roman religions celebrated differences and 
boundaries. Terminus is also the god of non-physical 
boundaries (e.g. class, wealth, time, season, sound, 
language) which I encourage people to note and observe 
and celebrate as they go around. 
 
Hope this helps Gareth. If you are doing your thing as an 
event where people can come to, I would be more than 
happy to add it to the Terminalia festival website 
 
Cheers, 
 
Tim 
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Widdershins Osaka!: A Prelude 

Tracing The Beating the Bounds, Leeds, March 8th 2016 

The opportunity to visit Leeds and trace the route of the Terminalia walk around the 6 bars 
with those involved in establishing the event was unplanned. I had anticipated making my 
first Osaka walk on February 23rd, Terminalia, without ever having visited the sites in Leeds, 
and with having no other contact with those involved other than via email. But for personal 
reasons I flew back to the UK (ironically, on February 23rd, Terminalia), and on March 8th 
arranged to meet Tim Waters, the organiser of the Leeds event and to walk the route with 
him.  

Tim and I met at a cafe near one of the bars and were joined by a friend of his, Andy Evans, a 
professor of geography at University of Leeds. Tim thought others may arrive too and while 
we waited he told me about the origins and aims of the event in general and some specifics 
of this year’s event that had taken place just a few days earlier. Andy talked of his interest in 
vernacular- or fuzzy- geography. No one else arrived so we set off.  
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Woodhouse bar. No trace remains of the original stone but a bronze statue celebrating Leeds’ 
partnership with Dortmund stands on its plinth in the centre of a rather mundane pedestrian 
plaza. There are no benches and the space functions as a conduit for shoppers rather than as 
a place to stop and linger. I had brought with me the 6 Yuan ye text cut-ups I had been 
preparing for my walk in Osaka. My intention was for Tim or I to read one of the texts at each 
of the bars. In this way the entanglement of Leeds and Osaka would have already begun by 
the time I returned to Osaka for my walk there. As we talked we were joined by another friend 
of Tim’s friends who had participated in his walk 10 days earlier. Phill Harding is an artist 
whose practice includes walking and sound. Tim agreed to read the first of the yuan ye texts 
as I attempted to record his reading on my iPhone.  
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Barely a minute’s walk from Woodhouse bar is Burley bar. The site is now occupied by a high 
street bank. A blue heritage-plaque hangs on the exterior wall stating that this was the site of 
Burley bar while the stone itself is displayed in an acrylic box inside the bank itself. Back on 
the street, in front of the commemorative plaque we recorded another of the yuan ye texts 
before heading off for West bar. 
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Unfamiliar with the city, we took what I think was a detour towards the railway station.  As 
we passed through a tunnel formed by the expanse of tracks and platforms overhead Phill 
told me about the sound-art piece embedded in the darkened space. Ambient sounds of the 
tunnel are picked up by mics and processed before being fed back into the tunnel through a 
hidden system of speakers and amplifiers.  



32 

A short-cut through one of the station’s newly designed concourses and we arrived at the 
river. South bar stone is lost and Tim alluded to a story that suggests the stone is lying 
somewhere in the river. On the west end of bridge close to where the stone would have once 
stood we recorded another of the yuan ye cut ups.  
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Our East Bar text was read in front of the graveyard at Leeds Minster. A broad area of 
gravestones had been re-laid flat on their backs in tilted rows, presumably to make way for 
the wide stretch of busy dual carriageway that cut us off from the city centre and the start of 
our walk. Across the rows of speeding traffic we could see the bus station and market hall and 
the towering cranes of the new shopping complex under construction next to the old bus 
station where we were next headed. 
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North bar. Our final destination. Like Burley bar, North bar is still visible but rather than being 
protected in a Perspex box but is embedded in the exterior wall of a café at what was until 
recently the city’s main bus terminal. The stone is at ground level and bears the scars of recent 
construction work, its surface punctured by deep drill-holes. The final yuan ye text was read 
and our walk was complete.  
 

 
 
In spite of this circuit of Leeds having not been anticipated, to have been able to walk the 
boundary bars, meet those involved in the Leeds project and to bring my ideas to the place 
was very important for my own project. It added a depth and sense of authenticity and 
ambition, enabling me to enrich and inform the walk I was about to do when I returned to 
Osaka a little later that month.  
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Widdershins Osaka! 2016 
 

 
 
This first walk through Osaka was delayed for a month by the need to visit UK. Although that 
trip had pushed this walk out of sync with the Leeds event the chance to walk the route in 
Leeds had been very constructive, not only enabling me to meet and talk to those involved in 
establishing the event but also providing the opportunity for me to start weaving narratives 
that would enrich this and other future dérives. The month-long delay led to another 
unforeseen benefit by allowing for an unexpected encounter at one of the boundary bar sites. 
This encounter became the seed of a narrative that has informed and enriched subsequent 
walks.  
 
I was aware that a simple open invitation to join me for a walk would get no responses so I 
invited a few people I knew. I chose participants carefully. I wanted participants who had 
shown interest in what they knew of my ideas but who were not familiar with the idea of 
walking art or of the terms psychogeography or of the traditions of The Situationists. I wanted 
my participants to be able to gain some benefit from joining me on the walk while at the same 
time being able to contribute something constructive themselves.  
 

                 
 
Just as we had in Leeds, I arranged for us to meet in a coffee-shop close to the start of our 
walk. I felt there were important ideas that the participants needed to know regarding the 
nature of the walk and the context and aims of the activities we were going to engage with. I 
outlined the ideas of psychogeography and walking as a creative act. I told them about the 
walk in Leeds, and the tradition of borrowed scenery that I was myself borrowing from. I 
talked about fuzzy geography and attempted to elicit their ideas on what constitutes the 
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centre of the city. I told them our task was to find the Leeds stones in the fabric of Osaka. I 
told them that our walk would disrupt our habituated ways of moving through and interacting 
with space. In hindsight I told them more than was necessary and took too long doing it but 
it was a lesson learned.  

 

 
 
To emphasise the idea that we were stepping outside of the everyday I presented each 
participant with a pendant I had adapted from store-bought lanyards and identity tags. Our 
walk was starting across the river from city hall and in the centre of Osaka’s administrative 
and business district. The area was busy with well-dressed office-workers, most of whom had 
their own security tags on lanyards around their necks or tucked into their pockets. I told the 
participants this pendant was kekkai 3 , marking the threshold between our everyday 
perceptions and those of alert reverie. I presented the pendants in a quasi-ritualistic way, 
slowly placing it over each participant’s head and repeating a short phrase making explicit the 
crossing of the threshold we were about to undertake. We set off. I had decided we would 
echo the route the Leeds walk had followed, first visiting Woodhouse bar then proceeding 
Widdershins, counter-clockwise around each of the bars, finishing at North Bar.  
 
Woodhouse bar was a short walk from the coffee-shop. We stopped to take a group 
photograph. The building where we posed is affectionately known to Chika and I as the sheep 
building and Chika told of her encounters with the sheep building having taught classes there 
some years before, entangling her own personal story with that of the city and our walk. As 
we stood on the embankment near the bridge we took in our surroundings. I encouraged 
participants to be conscious of their eye-line, to break the habit of scanning at eye-level and 
to look up and to look down. To shift the scale of their looking, to let their gaze move from 
the haziest distances to the grains and textures of the surfaces they touched. Shrubs in raised 
concrete beds and pots decorated the paved walkways. As we looked around for what might 

 
3 In Japan’s indigenous religion, Shinto, kekkai mark the boundary between the material and spiritual realms. 
They often take the form of rocks bound with rope or ribbons of elaborately folded white paper. 
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be our surrogate Woodhouse boundary bar stone I spoke again about the notion of borrowed 
scenery. I asked “What can we borrow or what is being borrowed here?”. Immediately Denise 
pointed over our shoulders and replied, “Well, look, these buildings are borrowing from other 
buildings”. Puzzled, we turned to look at the row of office buildings on the opposite bank and 
quickly understood her meaning. Reflected in the steel and glass surfaces were the 
shimmering and warped images of the steel and glass of the buildings behind us. I repeated 
the phrase in my mind, buildings borrow from buildings. It was perfect. Now, instead of seeing 
a flat body of water between rows of static buildings I saw the waterway as a deep canyon, 
its space made vibrant by the zig-zagging light that bounced from bank to bank, from building 
to building, invisible but for the reflections it projected onto each building as it arced in giant 
zig-zagging steps, through the void and away from us, back past city hall and beyond. I told 
Denise I thought her observation was wonderful and that it had instantly enabled me to see 
the space in entirely new way, one which was dynamic, vibrant and monumental. She 
shrugged as if to suggest it was obvious and not a big deal at all. We performed a reading 
from the yuan ye cut-ups. Before my walk in Leeds I had assigned each reading to one of the 
six bars and I allocated the same readings to the same bars this time.  
 

 
 
I gestured to the tower in front of us, the Nakanoshima Mitsui Building and told the group I 
wanted to show them something in the atrium of that might function as our next boundary 
bar: Burley Bar. We entered the high-ceilinged space that ran the length of the building. Busy 
with workers on their lunch break. Finding a space where we would not be a nuisance I 
pointed up to where a blue-lit LED display snaked between the buildings marble-clad pillars.   
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                         • STASIS IS A DREAMSTATE • MADNESS IS GOOD FOR THE SAKE OF 
COMPARISON • SYMBOLS ARE MORE MEANINGFUL THAN THINGS THEMSELVES •  

This apparently endless stream of aphorisms is a permanent installation by American artist 
Jenny Holzer. I introduced the piece to the participants. I speculated on how the people who 
use this atrium on a daily basis might relate to this piece. It is entirely in English. Its truisms 
are provocative and ambiguous, and when taken as a whole seem to describe a psychological 
state of crisis. I described my suspicion that Holzer’s scrolling display of truisms functioned as 
a critique of the building’s corporate culture, hidden in plain sight of the people whose lives 
are entangled with it. Eddy was drawn to another piece of art in atrium, a red acrylic sculpture 
and argued it might function as our bar. We discussed these public art pieces but I fear I may 
have advocated too strongly that Holzer’s sculpture was in fact our surrogate Burley bar. 

• A LOT OF PROFESSIONALS ARE CRACKPOTS • ABUSE OF POWER COMES AS NO SURPRISE • 
BAD INTENTIONS CAN YIELD GOOD RESULTS • CATEGORIZING FEAR IS CALMING • 

We read the next of the yuan ye texts and left through the south exit.  

 

We crossed the width of pencil-thin Nakanoshima Island, to the bridge near the National 
Museum of Modern Art. Back onto the mainland and a change of atmosphere. Here the 
buildings are lower and older. Residential properties are interspersed with small shops and 
businesses. We arrived at the site of West Bar and couldn’t believe our good luck. In the 
garden behind the baseball museum was a magnificent cherry blossom tree. The month-long 
delay imposed upon our walk meant that we were now entering Spring and the tree was in 
almost full bloom spreading a canopy of bright pink flowers out over the railings over our 
heads. There was little argument among us as to what might be our surrogate boundary 
marker. Soon it would be ohanami, cherry-blossom viewing season when friends and 
colleagues come together to sit, eat and drink under the blossoms and to celebrate the 
ephemeral beauty of all things. We lingered in the space the blossoming tree defined, 
listening to the reading of the yuan ye cut-up assigned to Burley bar and moved on.  
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Our route to South Bar cut across the northeast corner of Utsubo Park. 700 metres east to 
west but only 150 metres north to south, the park is a ruler-shaped rectangle slotted into the 
city’s strict grid of streets. Standing on its eastern edge and directing our gaze back down the 
long avenue of trees I ask the group what might account for the park’s peculiar dimensions 
but no-one seemed really sure. At the end of WWII the US military built themselves an airfield 
within the bombed out ruins of the city. The grid of the reconstructed city was established 
around the airfield but when the US withdrew the land was returned to the local authority 
and became a park.  
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It was perhaps the nondescript nature of South Bar’s location that made consensus difficult 
in our search for the surrogate bar. A narrow backstreet running north-south lined with one 
and two storey commercial premises. A number of buildings appear to be unoccupied and 
almost derelict.  Visible above the roofs of the properties on the eastern side of the street is 
the Osaka City Inner-loop Expressway. The grimy voids created beneath the roadway and 
between the massive earthquake-proof concrete supports functioned as short-term car-
parking or city-owned compounds for the yellow-liveried fleets of highway maintenance 
vehicles. What is no longer apparent is that the expressway is built on what was once a canal 
that joined the river a short distance to our north and was connected to a complex network 
of waterways that traversed that city and that have mostly disappeared. While we struggled 
to find a surrogate boundary I described how the waterway had played an important role in 
this part of the city, the details of which would become apparent at our next location: East 
bar, on the other side of the canal/ expressway. We performed a reading of the assigned yuan 
ye text. I noticed the first signs of fatigue amongst the group.   

East bar maps onto a block of buildings whose north side opens onto Doshoumachi Street. 
On arriving at the site I told the group that the bar would be found somewhere within the 
block of buildings in front of us. I suggested we split into two teams and circle the block- one 
pair going clockwise and the other anti-clockwise and that we would meet in 5 minutes on 
the north side. The block is made up of closely packed corporate offices, mostly related to the 
pharmaceutical industry. Denise and I headed off. The buildings facing south and east showed 
little promise. What about the gaps between the buildings? Was it possible to get a glimpse 
of the interior of the block? Behind the buildings? Denise encouraged me to push past a line 
of industrial garbage containers to a small spiral staircase attached to the side of one office 
building. A sense of trespass as I climbed just the first few steps. I descended and tried to push 
further along the side of the building away from the street but a chain-link fence prevented 
access more than a few feet and the block’s interior remained hidden. The north side of the 
block faced Doshoumachi Street, the long-established headquarters of Osaka’s 
pharmaceutical industry. I spoke a little about the street’s history and how the canal I had 
mentioned earlier played an important role bringing the herbs and ingredients to the area 
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from Nagasaki and China. A single office building occupied the entire northern section of the 
block, its plate glass windows and stone sculptural sign. We met Chika and Eddy. They too 
had been trying to gain access to the block’s interior. They led us to a space between two 
offices on the block’s west face. A narrow path lined with chain-link fence on one side and 
the brick wall of the office on the north, a space allocated to bicycle parking revealed little.  
We returned to Doshoumachi and the north face of the block. We discussed the possibilities 
of the bar but I could see the group was losing concentration.  We had been walking several 
hours we were all getting tired and hungry. With one more site to visit we read East bar’s text 
and moved on towards North bar, back past the coffeeshop where we had met all those hours 
ago.  
 
We crossed the river back onto Nakanoshima island and stopped on the north west corner of 
the bridge. With City Hall behind us we regarded the Treasury Offices in front of us. A low 
structure built in a faux-Georgian style. A uniformed guard stood next to a low wide barrier 
at the entrance to a landscaped courtyard. A motor whirred and the barrier slowly sank into 
the cobble-stone driveway as two gleaming black limousines swept out of the courtyard, into 
the stream of traffic. We discussed the building, and the mysteries of what might go on inside. 
I was drawn to the metal barrier that had risen back from the surface of the road. Its 
mechanisms, its mass, its function, its discrete silence. Here was our North Bar. In spite of the 
tiredness of the group Denise managed an excellent reading to finish of our walk.   
 
 

 
 
 
An account of Widdershins Osaka! 2016 was included in Stepz II: a Psychogeography Zine, 
published as part of the Loitering with Intent exhibition held at The People’s History Museum, 
Manchester, July- September, 2016. [See Appendix 3] 
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What began as an idea for a single walking intervention has continued to grow in size and 
evolve in nature. Widdershins Osaka! enjoyed its fifth annual iteration in February 2020. 
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New Materialisms and Borrowed Sceneries 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The aim of our walk was to disrupt our habituated understandings and experiences of familiar 
places. In order to do this I set a task: as a group we were to find or invoke the absent Leeds 
boundary stones within the material, cultural, and historical fabric of Osaka. We would 
consider our surroundings, discuss what we encountered and then select a particular 
phenomenon from within those encounters as our surrogate boundary stone. Without 
wishing to be too prescriptive I suggested that although the boundaries in Leeds are carved 
stones, our boundaries could be anything and would not necessarily need to be material 
objects. A shop sign; a play of light; a smell; a memory; wind-strewn garbage or the slogan on 
a passer-by’s t-shirt: anything could act as our surrogate boundary as long as we all agreed on 
it.    
 
To aid us in our search for the absent stones, I turned to another Situationist precedent and 
prepared some prompts. These were short texts to be read aloud at each of the sites where 
the Leeds stones mapped onto Osaka’s terrain4. These readings were intended to introduce 
a disruption to our walk and by extension, a disruption to our daily encounters with place. 
The readings were to provide an interlude, or a pause and it is this pause or interlude that I’m 
going to discuss in a few moments. I hoped that as the readings were voiced, members of the 
group would take in their surroundings, perhaps finding some relationship between what 
they were hearing and what they were experiencing around them. I hoped that these readings 
and reflections together would then inform our discussion of what might be our surrogate 
boundary markers.  
 
The readings I prepared were based on a translation of the final chapter of Yuanye, the Ming 
period Chinese treatise on Garden design. This final chapter discusses borrowed scenery- 
shakkei in Japanese and jie Jing in the Chinese text.  

 
4 My unanticipated walk in Leeds gave me the opportunity to deploy these readings earlier than expected. By 
using them in that Leeds walk the readings (and the paper on which they were printed) gave the materials a 
history. For the first Widdershins Osaka walk I made sure to assign the same texts to the same boundary stones, 
using the same prints that had been used in Leeds.   
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At Isui-en you sit on the veranda, drink your tea and contemplate the garden 
laid out before you. There is water, you hear (but cannot see) the stream that 
runs along the garden’s edge. The pond in front of you is still and silent. You 
remember reading that it takes its shape from the Chinese character for 
water. On the far side of the pond you look upon a grassed ridge, its crest 
forms a gentle curve across your plane of vision, a horizon that conceals the 
expanse of garden that lies behind. Above and beyond, your eye traces a 
second horizon. Similarly curved, it is Mt. Wakakusa set against the hazy sky 
of this afternoon in early summer. Between the graceful curves of the two 
horizons, a little to the left you see amongst the cypress trees the top of the 
pagoda at Nandaimon-ji temple. The sound of a large bell. More hum than 
chime, just above the murmur of the stream. You sip your tea and reflect on 
that which is near to you and that which is far; on that which is above you 
and that which is below. The passage of time.  

 
The concept of borrowed scenery has been widely understood to refer to the inclusion within 
a garden’s design, natural or architectural elements which lie outside the garden’s 
boundaries. The viewer is offered positions within the space from which to view these 
borrowed elements. This understanding of borrowed scenery, with its emphasis on fixed 
vantage points is still widely held, and while it offers the spatial practitioner an engaging 
concept with which to work, it does not represent a full or accurate reading of the notion.  
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Stanislaus Fung’s re-readings of Yuan ye, the 17th century Chinese texts in which the notion 
of borrowed scenery is first iterated, suggest that the concept embraces ideas broader, more 
complex, and more nuanced than those associated with the fixed vantage points. 
 

Yuan ye engages the reader in a peripatetic thinking informed by a larger order of texts that re-
organise Chinese cultural memory. “Borrowing views” is not a set of design principles but refers 
to an embodied, meandering thinking. Yuan ye offers not a statement of principles but provokes 
a kind of readerly shuttling. (Fung, 2003, p.306)    

 
Fung’s interpretations dissolve binaries such as subject-object, East-West, and draw 
alignments between place and text, between reading and walking, and between seeing and 
remembering. His description of a readerly shuttling has informed my understanding of not 
only my own walking encounters and textual statements (as in Ghosts and Common Sense) 
but also the reciprocally determining relationship between the two. This dissolving of binary 
opposites and overly-determined distinctions has allowed me the freedom of fluid, non-static 
relationships. 
 
These ideas have been outlined at length in the article ‘Shuttlings Between: Deploying 
Borrowed Scenery in a Contemporary Walking Practice’. The article was published in 
Intervalla: A Journal of Intellectual Exchange (Jones, 2017). Shuttlings Between: borrowed 
Scenery, its Histories and Discourses is the section of that article addressing these ideas. [See 
Appendix 4] 
 
In translation the Jie Jing, the Borrowed Scenery chapter is 36 lines long(Kuitert, 2015). I cut 
up these lines, jumbled them, arranged them into 6 verses of 6 lines and assigned one verse 
for each of the 6 boundary stones. At the outset of the walk I gave one verse to each 
participant and asked if they would like to read their text aloud at the appropriate place. I’m 
happy to tell you no-one declined.  
 

 
As stated, my intention was to introduce a pause or interlude. A disruption or postponement 
of the everyday. I wanted to introduce something other, something outside. Something 
‘extra’. It is to these readings, their deployment, and the notion of postponement that I will 
return but let me finish this section on the Leeds walk by saying the event was stimulating 
and insightful. Enough for me to repeat it the following year. The surrogate boundaries 
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discussed and chosen by the groups include a fabulous blossoming sakura tree, an LED 
installation by artist Jenny Holzer, and a chevron-painted security gate at Osaka’s Treasury 
building.  
 
Like any artist intuition, improvisation and impulse are attached to many of my creative 
choices. That was certainly true of the first walk. Repeating the event has led me to reflect 
upon and theorise some of those intuitions and impulses in the hope that they may extend 
and enrich the project as it moves forward. The impulse that I’m trying to theorise today is 
this use of borrowed scenery as a postponement. What is happening here? How is this 
postponement functioning? To answer these questions I’d like to talk about the ideas of new 
materialism, in particular Jane Bennett’s notion of methodological naiveté.     
 
New Materialism stands in opposition to the dualistic structures on which transcendental and 
humanist traditions are constructed, questioning conventional notions of subjectivity, and 
accounting for the agency of matter and nonhuman forces within the world. (Barad in 
Dolphijn and van der Tuin, 2012, p.48; Coole and Frost, 2010, p.8) As Coole and Frost state, 
for new materialist thinkers,  

 
…materiality is always something more than “mere” matter: an excess force, vitality, 
relationality, that renders matter active, self-creative, productive, unpredictable. In 
sum, new materialists are rediscovering a materiality that materializes, evincing 
immanent modes of self-transformation that compel us to think of causation in far more 
complex terms; to recognize that phenomena are caught in a multitude of interlocking 
systems and forces and to consider anew the location and nature of capacities for 
agency. (Coole and Frost, 2010, p.9) 

 
Driving the ambitions of these reappraisals of subject, agency, and causality is a revised code 
of ethics and justice. For Karen Barad (in Dolphijn and van der Tuin, 2012, p.70), ethics are 
not an optional add-on to be used on occasion but are entangled in matter itself. “Ethics,’ 
Barad says, “is […] not about right responses to a radically exteriorised other, but about 
responsibility and accountability for the lively relationalities of becoming, of which we are a 
part.”  
 
In setting out her own New Materialist agenda, Jane Bennett does not wish to dismiss or 
negate constructivist or humanist tendencies but instead wants to recognise that which might 
be lost when human agency is assigned too quickly to phenomena in the material world. 
Bennett (Bennett, 2010, p.17-18) advocates a postponement of what she calls ‘this 
genealogical critique of objects’. This postponement is precipitated through a 
‘methodological naïveté’. So is Bennett’s postponement similar to my own? 
 
This postponement, she continues, “might render manifest a subsistent world of nonhuman 
vitality. To ‘render manifest’ is both to receive and to participate in the shape given to that 
which is received.” Bennett (2010, p.17) reasserts Barad’s notion that we apart of and not 
apart from the material world by continuing, “what is manifest arrives through humans but 
not entirely because of them.” 
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Within the postponement afforded by this methodological naiveté Bennett suggests a 
lingering over our fascination with objects, considering what we may share with them and 
using any ‘strange and incomplete commonality’ we find to bring about more concernful 
dealings with them.  
 
But how to achieve this naïveté? Bennett (2010, p.17) suggests the revisiting of ‘discredited 
philosophies of nature’ as a possible tactic. To be temporarily infected by such philosophies, 
and risk ‘the taint of superstition, animism, vitalism, anthropomorphism, and other pre-
modern attitudes.’ 
 
While Bennett continues by looking at the Vitalisms of Bergson and others, let me return to 
the yuan ye texts which I am now understanding as a mobilisation of Bennett’s idea when 
deployed within my practice: a naïve appeal to a philosophy that if not exactly discredited is 
perhaps neglected, precipitating a deferral of rational critique. Within the space afforded by 
this deferral there is a lingering over objects and encounters that allows us to see them and 
ourselves anew. This is certainly how I see the borrowed scenery texts functioning within my 
practice.  

Between Bennett’s notions of methodological naiveté and Fung’s Readerly Shuttling lies a 
reciprocal or symmetrical relationship with each presenting a proposition that in some way 
answers the call of the other. Fung’s ideas have here been shown to function as a method for 
the mobilisation of Bennett’s theories, but Bennett’s theory also offers a means for updating 
Fung’s (2003, p.308) appeal to Western materialist ideas and his desire to  “sound out the 
ways in which Chinese and Western concerns can be relevant and helpful to each other.”  

My shuttlings between Fung and Bennett have precipitated further shuttlings within my 
practice, encouraging an interplay between textual practices- reading, writing, remembering- 
and the spatial practices of walking, standing, moving. This interplay has in turn led to further 
motions within my practice with my journal, once seen as having a peripheral supporting role, 
migrating to occupy the centre alongside the walks themselves.  
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Textual Practices: Adapting the Discourse Colony 

In his Mythogeographical Manifesto, Phil Smith (2010, 114) defines mythogeography as being 
“a way of thinking […] led from its margins. As an exploratory practice it is guided by its 
periphery.” Visualising this relationship between the edges of a practice and its implied centre 
has helped me identify an important trajectory within my research. At the outset of my 
project, walking and encounters-with-place defined the core of my enquiry. In a supporting 
role, at the edges of my walking, and on the periphery of these encounters, was a notebook 
in the form of a digital file. I saw this file as marginal, a place to store ideas while the real 
business of walking and encounter took place elsewhere. This file quickly became an unwieldy 
scroll, and so was broken up into smaller files at roughly monthly intervals. In this way the file 
became a folder and the folder became a journal. Over the course of my enquiry this journal 
assumed a new role, not “leading from the margins” as Smith describes but entering a more 
reciprocally determining relationship with the walks and encounters. In this way the journal 
migrated from the periphery of my practice towards the centre, occupying that space 
alongside the walking encounters themselves.     

During their migration from periphery to centre, from field notes to final submission, these 
pages have undergone a further transformation moving from journal to archive. To this end 
they have been re-formatted,(re)named, and ‘re-placed’. Ghosts and Common Sense: think of 
it as hybrid vigour, a colony of colonies, a meandering evolving strategy (hereafter G&CS) is a 
non-linear, re-assemblage of these journal texts divided into a patchwork of 9 volumes of 9 
chapters with an addendum of a further 5 chapters. The role of G&CS within my enquiry has 
been one of emergence, evolution and digression and as such, it both performs and 
represents many of the ideas described within its own lengthy subtitle.   

While the re-formatting and disruption to linear sequencing might make it difficult for a 
reader first encountering the text, the following account makes use of a particular 
instrument- the Discourse Colony of linguistic analysis- with which to explore and better 
understand the re-structured text. Used by linguists to analyse written discourse, the use of 
the Discourse Colony here serves two purposes. Firstly it functions as a map to offer the reader 
points of entry into the text. Secondly, application of the theory reveals patterns of meaning 
offered by the non-linear, patchwork and fragmented form previously hidden by the 
conventional linear form. These patterns of meaning reveal insights that align with both ideas 
addressed elsewhere in this thesis (such as New Materialist and more-than-human 
ontologies, and the ‘Readerly Shuttlings’ of Fung), and with other models that populate Arts 
and Humanities discourse such as the rhizome of Deleuze and Guattari.  

As well as offering the reader pathways through the text and revealing how G&CS can be seen 
in relation to current Arts and Humanities discourses, further reflection on the Discourse 
Colony and its properties reveals that traces of non-linear, patchwork and fragmented ways 
of thinking, making, and knowing can be seen in my encounters with the world as far back as 
my childhood. With this in mind, the following section opens with a brief reflection on my 
earliest reading habits, evidencing a sustained trajectory of thinking processes. This is then 
followed with a description of my first encounter with The Discourse Colony. An outline of 
The Discourse Colony and its 9 properties then precedes an extended consideration of the 
G&CS text in terms of those properties.  
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The reading age I was given at primary school was several years in advance of my actual age 
and my enjoyment of reading at that time bordered on the obsessive. If I liked a particular 
book I felt compelled to read all the others in its series. I whizzed through all the Roald Dahl 
stories that were available to me, and I was distraught one day when my older brother told 
me I would one day grow out of Anthony Buckeridge’s Jennings and Darbishire series stacked 
on the desk in front of me. I didn’t want to grow out of them. I loved these stories. I lived 
within the threads they spun and I never wanted to leave.  
 
There were books on the shelf that presented their worlds in a different way. In the minutes 
between breakfast and leaving the house for school I would often flip through the AA Book of 
British Towns. Each town had a descriptive passage preceded by a short list of facts. Swansea 
(my hometown): population: 180,000; average annual precipitation: 45.7 inches. The Puffin 
Joke Book was a collection of limericks, jokes, and puns. Spike Milligan’s Book of Bits or a Bit 
of a Book, was a little yellow and black paperback full of nonsense poems, silly drawings and 
absurd anecdotes that I would pull from my father’s shelf now and again. What these books 
had in common was a fragmented, non-linear structure that allowed them to be picked up 
and put down. They functioned as reference or instructional guide and offered a kind of 
temporary diversion or hiatus within/ against the day. Any narrative they contained was 
constructed as an accumulative patchwork rather than spun as a linear thread.  
 
My brother was right of course, I did grow out of Jennings and Darbishire, and all the other 
books of my childhood; but still, today, the patchwork and fragment maintain a pull within 
my reading. JG Ballard’s Atrocity Exhibition offers the illusion of narrative coherence but its 
short chapters are fragmented and disjointed suggesting the discontinuity of the physical and 
psychological spaces they describe. Marco Polo’s reports to Kublai Khan in Italo Calvino’s 
Invisible Cities present a narrative more stable than Ballard’s but the charm of the book lies 
not in the explorer’s meetings with the Emperor so much as in the fleeting and fragmented 
descriptions of Venice that Polo conjours from his encounters with the city. The pull of these 
fragmented, non-linear texts informs not only my reading but also my creative practices.  
 
 
The Discourse Colony: First Encounters 

 
Between 2010 and 2013 I juggled a part-time Masters degree in Applied Linguistics with a 
fulltime teaching position and had limited time to commit to my creative practice. I made use 
of the immediate and direct methods of collage, collection and assemblage to bring together 
words, images, papers and other found materials from my daily life. All were collected in 
document trays where they lay suspended between storage and display: offcuts of old maps 
and diagrams; bullet-pointed lists and instructions; t-shirt slogans and advertising copy; 
overheard fragments of conversations; elements from my Linguistics study. One such 
element, encountered while reading around the subject of Written Discourse Analysis was 
the concept of the Discourse Colony. I was intrigued by the term and had an intuitive sense 
that it had a meaning that would extend beyond the confines of linguistic analysis and that 
would allow it to operate within a creative practice. With only a cursory understanding my 
impulse was to enfold the term and its principle ideas into the document trays. (See figures 1 
& 2)  
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Figures 1 (left): a document tray of collected components, and figure 2: a detail of the tray’s contents 
showing the inclusion of Hoey’s language (Meaning not derived from sequence being the first and 
defining property of Hoey’s discourse Colony). 
 
 
As my creative work evolved from the representational to the relational my interest in these 
collections and their components shifted from what they might be towards what they could 
do. I began to see them as a toolkit of tactics, prompts, cue-cards and scores that could be 
deployed within my emergent walking projects. With further reading I recognised that the 
discourse colony had a role to play within this walking practice and in the writing that has 
emerged around it in the form of Ghosts & Common Sense. Before addressing how Hoey’s 
ideas manifest themselves within this work it is first necessary to outline what the Discourse 
Colony is and how it functions within Applied Linguistics.  
 
 
Discourse Analysis and Colony Texts 
 
After listing more than 10 definitions found in the literature, Coupland and Jawarski (2006, 
p.3) offer a definition of discourse as “language use relative to social, political and cultural 
formations ~ it is language reflecting social order but also language shaping social order, and 
shaping individuals’ interaction with society.” Texts– conversations, political speeches, 
newspaper editorials, love letters, etc.– are “sediments of meaning” (Coupland and Jawarski, 
2006, p.6) that reflect global and local discourse practices relevant to their production and 
reception. From within those sediments, discourse analysis aims to reveal structural patterns, 
implicit meanings, and the manners by which spoken and written language interact with other 
non-linguistic systems (visual, spatial, etc.) to co-produce meaning (2006).  

  
Michael Hoey, a Discourse Analyst himself, was concerned that within the discipline a bias 
was at play, affecting the types of texts that were being selected for analysis leading to a 
distorted understanding of our textual culture. “[I]t is still the case that text analysts, like the 
grammarians they succeeded, have allowed their advanced literacy to affect their choice of 
data and illustration,” (Hoey 2001, p.72). Hoey recognised that the text-types receiving 
disproportionate amounts of attention tended to be linear narratives such as newspaper 
editorials and political speeches and he became curious about the text-types he saw as being 
neglected. These tended to be less linear and less narrative and coming from disparate areas 
and disciplines. He developed the concept of the discourse colony or colony text as a means 
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by which to categorise this neglected text-type. He positioned colony texts in opposition to 
what he termed mainstream texts, the linear narratives previously described (2001).  
 
Hoey (1986, p.4) defines the colony as, “a discourse whose component parts do not derive 
their meaning from the sequence in which they are placed. If the parts are jumbled, the utility 
may be affected but the meaning remains the same” Examples of colony texts range from 
shopping lists to library index systems. A newspaper editorial is a linear narrative and 
therefore a mainstream text but the newspaper itself is a colony since it is a collection of texts 
that can be read in any order and do not rely on each other for their meaning. In Hoey’s terms, 
the Roald Dahl and Anthony Buckeridge books of my childhood are mainstream texts while 
The AA Book of British Towns and The Puffin Joke Book are colony texts.  
 

 

1. meaning not derived from sequence 
2. adjacent units do not form continuous prose 
3. there is a framing context 
4. no single author and/ or anon. 
5. one component may be used without referring to the others 
6. components can be reprinted or reused in subsequent works 
7. components may be added, removed or altered 
8. many of the components serve the same function 
9. alphabetic, numeric or temporal sequencing 

 

Figure. 3: The Nine Properties of a Discourse Colony 
 
Hoey identifies nine properties that a discourse colony may display, as seen in figure 3 (1986, 
20). A fuller explanation of these properties follows below where they provide the framework 
for a detailed discussion of G&CS. Hoey states that a text does not have to display all these 
properties in order to be a colony text. As can be seen in figure 4, dictionaries and 
encyclopedias for example appear to display all nine, while shopping lists display only a few 
(1986, p.21).  
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Fig. 4: Examples of text types displaying some or all of  Hoey’s properties.  

 
 
Before discussion shifts to the role of the colony text within my practice it is worthwhile 
summarising the trajectory of Hoey’s ideas within the field of textual analysis. Hoey’s 
preliminary study, the article in which I first encountered the discourse colony, was published 
in 1986 and provided the foundation for the more thorough explication included in his 2001 
book, Textual Interactions, that has been used in the research of this present chapter.  
 
Since the time of Hoey’s first study, the discourse colony has been used within a number of 
case studies. Shepard makes use of it in her discussion of literary fiction and film (in Hoey, 
2001) while Tomášková (2011) and Šustáčková (2016) apply Hoey’s concept to the study of 
British lifestyle magazines and personal advertisements respectively. Hoey closes his 
discussion with an enthusiastic acknowledgement of both the need for further research and 
also of the work being done to this end. At this point it might be argued that Hoey, writing in 
2001 makes no reference to hypertext or digital media and that the examples he uses in 
relation to the colony, such as telephone directories and hymnals imply the printed page and 
almost obsolete artefacts and behaviours. While it might be suggested that the colony is 
already out-of-date, Tomáskôvá (2011) makes explicit the similarities between hypertexts 
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and colony texts and in so doing reveals a way that Hoey’s framework can remain relevant in 
a world where digital technologies are altering the ways that texts are encountered. At this 
point the discussion leaves the domain of linguistic analysis and shifts the colony into creative 
practice.   
 
 
The Discourse colony, Productive-receptive encounters, Creative Practice.  
 
Viewing G&CS through the lens of the Discourse Colony offers access points into a text that 
might otherwise be hard to approach. It is not the aim of the present study to put G&CS at 
the service of textual analysis but rather to put the instrument analysis at the service of G&CS. 
To this end Hoey’s colony functions less as an instrument of analysis and more as a map of 
the textual terrain, hereby offering not only points of entry into the text but also points of 
departure for discursive digressions intended to enrich and inform engagement with the text. 
Where the map and terrain do not align such as in the text’s use of visual elements, (elements 
that Hoey does not account for,) discussion will not hesitate to establish its own paths– desire 
paths– improvised and user-made tracks that do not appear on the cartographer’s or 
planner’s papers but which emerge from, and inscribe upon the terrain itself.  
 
In spite of the limitations of the framework in relation to the visual, many of the properties 
Hoey assigns to the colony do align with the non-linear and emergent processes of thinking 
and making that are evident in my own practice. As such the framework is able to function as 
a formal scaffolding with which to support my creative statements. This establishing of a 
formal structural device was motivation enough for introducing Hoey’s ideas into my practice 
in the first instance, but further consideration of Hoey’s ideas and the language he uses to 
present them reveals the potential the Discourse Colony has to be more than just a formal 
structure. Implicit in his theory is an alignment with the New Materialist and more-than-
human ideas at the centre of contemporary Arts and Humanities ontologies that can be 
touched on here. 
 
In order to illustrate his concept’s abstractions in concrete terms Hoey sets up an analogy in 
which mainstream texts are seen as being like humans and colony texts are seen as anthills 
or beehives. Through this analogy, Hoey reveals that immanent within the Discourse Colony 
are the recalibrated understandings of subject, agency, and causality in line with the ideas of 
Jane Bennett and other New Materialist thinkers. In this way, the colony moves from being a 
formal armature from which ideas can be hung, to being a performative entity through which 
those very ideas become enacted.   
 
Acknowledging people’s tendency to anthropomorphise, Hoey identifies two problems such 
anthropomorphising creates. Firstly, to anthropomorphise is to see animals as people, 
assigning them qualities that are human and not recognising qualities that are their own and 
unique. Secondly, such anthropomorphism affects our notion of what is an individual 
creature. He introduces the beehive and anthill analogies to illustrate the individual serving a 
superior end. Hoey elaborates on this before acknowledging that while a hive probably has 
no consciousness there is the sense that it functions and survives with a complex organisation 
that is social rather than just physical. Interestingly, reference to bees, hives and social 
organisation is explicit in Hayles’s discussion of New Materialism where she quotes Jussi 
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Parikka,  
 

Not representational entities but machinological becomings, to be contextualized in 
terms of their capabilities of perceiving and grasping the environmental fluctuations as 
part of their organizational structures… where the intelligence of the interaction is not 
located in any one bee, or even in a collective of bees as a stable unit, but in the ‘in-
between’ space of becoming: bees relating to the mattering milieu, which becomes 
articulated as a continuum to the social behaviour of the insect community. This 
community is not based on representational content, then, but on distributed 
organization of the society of non-human actors. (in Hayles, 2017, p.74) 

 
As will be demonstrated in the material below, the analogy of the bee/hive runs throughout 
Hoey’s discussion, albeit as figurative examples of familiar concrete phenomena to help 
illustrate his less-than-familiar abstract concept. Having defined the colony text, Hoey (2001, 
p.74) reiterates that mainstream texts function as humans while other text-types function as 
colonies. While this appears to establish the type of binary opposition that Materialist ideas 
try to resist, it will be revealed in the following material that the relationship between 
mainstream and colony texts is more fluid when context is shifted; the relationship between 
mainstream/ colony is not one of either/or,but of both/ and, depending on the context.    
 
Encountering G&CS  
 
Having offered an overview of Hoey’s Discourse Colony, its role within Linguistics, and its 
migration towards, or ‘re-placement’ within my creative project I will turn attention to the 
ways in which the 9 properties of the Discourse Colony can be used to read G&CS, first offering 
a general overview of the text’s structure and primary features.   
   

A hierarchical nesting structure operates within G&CS and it is necessary to make explicit the 
levels at which these structures function and to define the terms used to describe them. 
Firstly, G&CS is divided into nine volumes. These volumes function as components within the 
text as a whole and are referred to in the discussion that follows as volume-level entries or 
volume-level components. Secondly, each volume contains 9 documents titled with a month-
year pairing. These month-year documents function as components within the volume. They 
are referred to in the discussion that follows as monthly-level entries or monthly-level 
components. Finally, each monthly entry is made up of a number of individual entries which 
may be in the form of reflective writing, copies of emails, bullet-pointed lists, photographs, 
abstracts, maps, websites, diagrams, quotations, etc. These various elements function as 
components within the monthly-level entries (and within both the volume-level entries and 
within G&CS as a whole). In the discussion that follows these will be referred to as individual-
level entries or individual-level components. (See figure 5 below.) Many of the individual-level 
entries are likely to have further components functioning within them (such as bullet-pointed 
lists included within a passage of reflective narrative) but since these are not systematic they 
need not be addressed here.   
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Figure 5: The levels at which colonies are nested within Ghosts & Common Sense 

 
A similarly hierarchical nesting system functions with the Discourse Colony. In setting out his 
theory, Hoey often refers to components within the colony but is unable to state explicitly 
what constitutes a component since the hierarchical nesting of colonies within colonies 
means that what functions as a component on one level functions as a colony on another. 
Again, the either/ or mode of thinking is replaced with both/and depending on context. 
(Context in this case is the level under consideration.  

A colony may be embedded inside another colony and in so doing a hierarchical 
organisation is normally created. Thus a newspaper is a colony whose component parts 
are themselves colonies (sports page, arts page etc.); these colonies may in turn contain 
colonies, eg, sports pages contain football results, and so on. (2011, p.76)  

 
The discussions that follow use the 9 properties of the colony (see figure 3) as points of 
departure for reflection upon G&CS. Each of these discussions is preceded by a brief summary 
of Hoey’s explanation of that property and where appropriate, by a consideration of the bee-
hive analogy offered by Hoey. It needs to be restated here that Hoey’s theory can be seen as 
less an instrument of analysis and more as a map to the terrain of G&CS. Digressions and 
misalignments between map and terrain should not be regarded as failures but recognised as 
opportunities for getting lost in the mattering (and/or discursive) milieu of the text. 
 
Property 1: Meaning not derived from sequence.  
 
Since Property 1 is the colony’s defining property, it is worth restating Hoey’s definition here, 
reminding ourselves that a colony is “a discourse whose component parts do not derive their 
meaning from the sequence in which they are placed. If the parts are jumbled, the utility may 
be affected but the meaning remains the same”, or, in terms of his analogy, “the bees enter 
the hive in no order” (2011, p.77).  
 
The source of G&CS has been my on-going journal in which the ordering of components was 
determined by the chronological order in which I encountered them. As the producer of this 
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journal it has been important for me to have the months be available to me in chronological 
sequence so that I can access them efficiently in order to alter and amend them where 
necessary (see figure 6). For the reader encountering the entries and months in chronological 
order would reveal the emergence and development of particular ideas, and the repetition 
(or its lack) would indicate the relative importance of a particular idea to the interests of the 
journal’s author. In G&CS (where the text has moved from journal to archive), however 
chronological order has been disrupted through a jumbling of the monthly-level components 
within and across the nine volumes.  
 
 

 

 
 

Figure 6. Screenshot of the journal folder open on my desktop. When working on the journal the 
monthly files are laid out in chronological order allowing easy to movement between them.   

 

 
To this end the chronological order of components at monthly level has been disrupted. (The 
components at daily-entry level have kept their chronological order.) Through the devising of 
a simple lottery the responsibility of assigning order has been given to chance (see figure 7). 
Like Hoey’s bee returning to its hive, the reader is likely to arrive at the components in a very 
different order to the one in which they were constructed. For the reader the proposition 
meaning is not derived from sequence holds true since meaning is being constructed as much 
through their own encounter with the text as through the author’s direction.  
 
This disruption of the text’s temporal sequencing in this way allows the reader to construct 
their own path through the documents, and perhaps to find and construct their own 
connections and relationships. The more entries that are read then the more understanding 
the reader is likely to gain of the themes within the whole as ideas are addressed with more 
or less frequency.  
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Figure 7: The distribution of monthly component was random. Each of the 81 months was 
assigned a numbered ticket and a lottery was drawn to arrange which 9 months would be placed 
in which volume and in what sequence. The white arrows on Volume 1 in the figure describe the 
sequence in which the months would be positioned: August 2018 is the first month in Volume 1; 
September 2016 is the final month in Volume 9.   

 
 
Property 2: Adjacent units do not form continuous prose 
 
Hoey (2011, p.76) states “the bees do not mate” as an introduction to this property. The 
continuity of prose depends upon a number of complex linguistic factors. One of the most 
common factors is referencing whereby a named entity is substituted by a pronoun, either 
anaphorically, in which the substitution occurs after the entity has been mentioned, 
cataphorically where substitution occurs before, or exophorically in which the reference is 
made to something outside the discourse. Hoey (2011, p.77) mentions other linguistic 
elements such as parallelisms and the omission of clauses that also contribute to continuous 
prose. Mainstream texts make extensive use of these elements whereas colony texts do not 
and within the colony there is no greater tendency for adjacent units (components) to form 
continuous prose than non-adjacent. 
 
That there is no continuity between components is broadly true at all levels of G&CS. Ideas 
and components were entered into the document as they occurred to me with no 
consideration as to what had come before. As such the document functions as a colony but 
during the course of its writing, there were no fixed rules to my process and when I identified 
a productive opportunity for establishing, articulating or amplifying continuity across entries 
I did so. Such decisions were intuitive, and might, for instance, have been dependant on 
linguistic or visual cues, or on nothing more rigorous than my mood at that moment.  
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In terms of G&CS, which makes extensive use of visual components, continuity may be 
established through means other than linguistic constructions. The inclusion, repetition (or 
omission) of design elements, spatial relationships (layout, relative size, etc.), and imagery or 
iconography all contribute to continuity, and it is continuity in this broader sense and not in 
the purely linguistic sense that is of interest here. And yet like the linguistic anaphoric, 
cataphoric and exophoric referencing described above, continuity can be established in a 
reverse direction where cohesion is established between a new component and an earlier 
one, or forwards, whereby an entry gives rise to new relationships and further entries, or 
through reference to an idea or component that is not explicitly stated. In this way a network 
of connections is formed that, while establishing continuity, defies a linear, mainstream, 
narrative reading. Again, Parikka’s (in Hayles, 2017, p.74) notion that “the intelligence of the 
interaction is not located in any one bee, or even in a collective of bees as a stable unit, but 
in the ‘in-between’ space of becoming: bees relating to the mattering milieu” is evoked.  
 
An example of this can be seen in February 2020 Vol. 2 of G&CS. (Figure 8 below reproduces 
the relevant entry.) Over the course of a few days, isolated components including the term 
dazzle ships, the detournement of a series of social media memes on the theme of artists’ pro 
tips, and an online exchange with another friend, all began to cluster around each other with 
one idea giving way to the next. The term dazzle was encountered in an online article and 
while looking for a definition of the term I came across an image of a WWII dazzle ship whose 
chevroned surface reminded me of a photograph I had taken while walking in Chongqing in 
2019. I embedded the notion of dazzle art and its definition in a new artists’ pro tip that 
mimicked those a friend had been posting in his social media feed and that I had been 
collecting and including elsewhere in the journal. As each of these connections emerged I 
arranged and re-arranged the components on the page which in turn led to further 
connections and relationships: the image of the man pulling the wagon were taken from an 
article I had just read discussing a piece of performance art that exemplified this idea of dazzle 
art I had just defined and so warranted inclusion within these clustered components.  
 
Here, the question of whether these are independent components or a single component 
could be raised. The answer might be that they are both: during production they were 
encountered as separate components but during reception they may appear as a single, albeit 
articulated component. Hoey draws attention to the situatedness of our discourses and 
suggests that the categorisations of mainstream and colony should not be regarded as 
absolute or exclusive but should be considered in relation to the “here and now” of the 
context in which a text is being situated (Brazil in Hoey, 2001). Hoey elaborates on this stating,  
 

…[the] here and now is not inhibited by formal discourse boundaries; a later conversation 
may presuppose the whole of an earlier conversation. For some purposes it may be 
helpful to regard such conversations as two separate discourses; for others it may be 
productive to see them as one. Likewise, for some purposes a library is best seen as many 
discourses, but if it illuminates the nature of an encyclopedia to regard the library as a 
single discourse then we should not feel nervous in doing so. (2001, p. 92) 
 

Hoey then, is advocating a both/and approach rather than an either/or, thereby allowing an 
oscillation between notions of mainstream and colony readings, between continuous/ non-
continuous; oscillations that bring to mind Readerly Shuttling Fung describes in his re-reading 
of Borrowed Scenery.  
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Figure 8: A screengrab of clustered entries from February 2020, Vol. 8 of G&CS. Separate entries were allowed to trigger 
relations and overlaps that were then reinforced through spatial arrangement on the page.
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Property 3: There is a framing context  
 
Hoey (2001, p.79) tells us “bees need a hive”. A common-sense understanding of the term 
framing context would be to assume it a synonym for title- a description of a text’s content. 
Hoey describes how the framing context is more than a title and how it “provides the 
conditions for the interpretation of the colony or alternatively provide a characterisation of 
the colony” (p.79). It might be true that most if not all texts, whether colony or mainstream, 
are in possession of such a title but Hoey reveals that in mainstream texts this title addresses 
the content, whereas in colony texts such as legal statutes and dictionaries, the framing 
device performs a metalinguistic function, addressing not only the text’s content but also its 
form. In this way the framing context instructs the reader how to read the content. For 
example, Thomson Local Directory (a colony text) characterises the form of the content 
(illustrated here by the italicised word). Such a characterisation would be unusual in a 
mainstream text: Zadie Smith titled her book White Teeth, not White Teeth Novel. Hoey 
acknowledges there are exceptions to this pattern such as pre-modern literary works, and 
postmodern writing that adopts self-aware, metalinguistic positions. Hoey believes these 
framing contexts are often required for the correct interpretation of the content. 
“Examination papers only function as such if prefaced with a title, date and a rubric” (2001, 
p.81) he states, while also recognising that sometimes the “hive” and its features are not 
present at all (2001).  
 
The framing context of G&CS occurs on three levels: the title and subtitle; the subtitles of the 
9 volumes; and the material at the top of each of the monthly entries. Each of these framing 
levels will be discussed in turn.  
 
Firstly, the full title of the G&CS text is Ghosts & Common Sense: Think of it as hybrid vigour, 
colonies within a colony, a meandering evolving strategy. I will discuss it clause by clause 
because each of those clauses reveals something about the text’s form, content, and the 
manners in which it might be read. On first encounter, the opening phrase Ghosts & Common 
Sense throws little light on either form or content. It was chosen in part for its elusive poetic 
qualities but perhaps more importantly for the way it emerged out of the text itself. The 
phrase itself punctuated a memorable and pleasurable- though slightly disorienting 
experience- during my first weeks in China. I was invited to dinner by my new friends and 
colleagues. About 12 of us gathered around the big circular table in the restaurant in the 
shopping mall. After the meal, as people began to circulate, I returned to the table from the 
bathroom. As I took my seat I rubbed my hands together and commented that it was getting 
cold outside. I recall a short pause before Mr. Bai sitting across the table from me announced 
to me, to the table, or perhaps to no-one in particular, “Ghosts and Common sense. That's all 
there are the world. Ghosts and Common Sense.” The words hung in the air and were gone. 
The mystery attached to their meaning, their context and the situation in which these words 
were received by me seemed to encapsulate a new meaning that in some way, named the 
unnamable; (my) being in that moment at that time.  The words did not describe that moment 
of being but named it through their emergence from it.    
 
So while the phrase does not offer much information on how to read the text it does offer 
some insight into the way in which G&CS has been created: a performative emergence 
through encounter.  
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The subtitle, Think of it as hybrid vigour, colonies within a colony, a meandering evolving 
strategy also emerged through encounter, in this case textual rather than social. Unlike the 
main title, the three clauses of the post-colon phrase do offer insight into the text’s form and 
to ways the text can be read. In February 2020 a series of unrelated journal entries all included 
short phrases that illuminated some aspect of my project and my thoughts around it.  
 
The phrase Think of it as hybrid vigour is used by Miles and Huberman to describe mixed 
methods research in Dörnyei (2007) which was encountered while researching the definition 
of Discourse Analysis for this chapter. The word think is a thought act equivalent to Hoey’s 
speech act that is instructing the reader how to engage with the text (2001, p.80).  The term 
hybrid vigour has its origin in genetics, has been quoted in relation to mixed-methods 
research in Linguistics, and has now entered a creative practice discussion: this is just one of 
the many instances of the text’s performativity and its tendency to enact the actions it is 
describing. The term vigour (for both its alliterative qualities and its association to life-force) 
put me in mind of the vibrancy and vitalism addressed in the title and topic of Jane Bennett’s 
book, Vibrant Matter. The phrase Think of it as hybrid vigour was entered into my journal on 
February 4th, 2020 and can be found in Volume 2 of G&CS. 
 
On the following day I came across an article about Kowloon Walled City in Hong Kong that 
included the following description. 

“There was no law to speak of. This was an anarchist society, self-regulating and self-
determining. It was a colony within a colony, a city within a city, a tiny block of territory 
at once contested and neglected. It was known as Kowloon Walled City. But locals called 
it something else. Hak Nam—the City of Darkness.” 

 
Hak Nam no longer exists but this powerful description of place and the society that existed 
within it reminded of the visit I made to the park that now occupies its site while attending 
the East Asian Conference on Alternative Geography, held in the city in 2016. I highlighted the 
phrase colony within a colony within my journal adapting the syntax to colonies within a 
colony when I later decided to include it in the title under discussion. 
 
The final clause of the subtitle, a meandering, evolving strategy, was encountered in a text 
several days before the other two and was recorded in my journal on February 2nd, 2020. The 
phrase is taken from a discussion of the measures being adopted by some to counter the 
intrusion into daily life of facial recognition technology. The interviewee describes the 
countermeasures as having to be “a meandering, evolving strategy”. The notion of meander 
has a spatial quality and is a term I often use in relation to a specific type of walking- the drift, 
dérive, or digression. The term evolving is suggestive of what I see as the emergent nature of 
both my practice and of the material world. Finally, the use of the word strategy, like think, 
has a metalinguistic quality that tells the reader what it is they are encountering and how they 
should approach that encounter.   
 
As already stated, the phrases of this subtitle were encountered within a few days of each 
other although not in the sequence they are included. Again their use within the title becomes 
performative, with meaning evolving and thoughts meandering as language emerged from 
my own engagement with diverse ideas. While the title functions as description (albeit 
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allusive and elusive), the instructional function of the subtitle is made clear by the terms that 
bookend it: think and strategy. In this way, think and strategy advocate agency, encouraging 
the reader to contribute to the establishment of the text’s meaning(s). 
 
The second way in which a framing context occurs within the text is that each of the nine 
volumes of G&CS is numbered and subtitled. Numerical and other sequencing is addressed 
under property 9 (below) but the subtitles demand consideration in relation to the present 
discussion of framing contexts. The subtitles take their name from the 9 properties presently 
being discussed: Volume I: meaning not derived from sequence; Volume II: adjacent units do 
not form continuous prose; etc. These subtitles are not descriptive of the content of the 
individual volumes to which they are assigned but are to be considered collectively with each 
of the 9 volumes demonstrating each of the 9 properties in equal measure and that any 
variation in distribution is incidental.   
 
The final instance of framing contexts within the texts occurs within the subheadings. Each 
monthly entry is headed with the month and year followed by a series of subheadings such 
as Tags and Last visited. The month and year function as temporal sequencing and as such 
are addressed within property 9 but the subheadings Tags and Last visited correspond to what 
Hoey (2001, p.80) terms “prefatory materials”. Such materials allow the reader to “decode” 
the contents and “are metalingual in that they are concerned with the form and purpose of 
the component parts and not with their content.” (2001, p.80)   
 

 
Figure 10: At the top of each monthly entry the terms Tags and Last visited function as prefatory material 

 
To conclude discussion of Property 3, application of the framing context allows the reader to 
look beyond the descriptive qualities of the title and to see the performative qualities of the 
document as a whole. G&CS is dotted with propositions that enact the actions they describe. 
As such G&CS is doing things; agency is immanent within its clustered components. G&CS is 
also asking others to do things by revealing itself to be not an object of matter but an object 
of thought; a strategy of co-construction. It is demanding that we think, and that we do so in 
particular ways.  
 
 
Property 4: No single author and/ or anon.  
 
Hoey (2001, p.81) reiterates the idea that mainstream texts, like “human beings and other 
such organisms have a single consciousness,” and usually have one or more named writers 
responsible for the whole, whereas colony texts are like hives which “are assumed not to have 
[a single consciousness]” and are likely to have no named author, an author that is an 
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institution or organisation, or to have multiple writers who are each responsible for a part of 
the text but not the whole. Hoey discusses these qualities in terms of utility, authority and 
anonymity. Colony texts are often used as reference with only certain parts being accessed 
and required by the reader. A named author can reduce the authority of a legal or regulatory 
document whereas the naming of an organisation or maintaining anonymity can amplify 
text’s authority. Again, Hoey identifies exceptions to these patterns.    
 
G&CS is an assemblage of images and texts from a wide range of sources: overheard 
fragments of conversations through to abstracts and extracts from academic papers. They 
include digital sources such as websites and social media platforms as well as physical 
encounters with people, books, objects, spaces and materials. If there is an overarching 
structure that binds them then it is the meandering and evolving nature of my lived 
experience, but the significance of that overarching structure can be deferred in favour of the 
components themselves. Considered in Hoey’s terms of utility, authority and anonymity, 
authors, where known, are stated but again authorship and/ or authority is not primary. 
Significance lies in the propositional and non-propositional ideas contained within, between, 
and across the components themselves and if G&CS is seen to have utility it is in the potential 
for these relationships between ideas to propagate new ideas and new actions.  
 
 
Property 5: One component may be used without referring to the others  
Property 6: Components can be reprinted or reused in subsequent works 
Property 7: Components may be added, removed or altered 
 
  
Discussion of G&CS in relation to Properties 5, 6 and 7 has been combined since the three 
properties have a symmetrical or oppositional relationship. “An individual bee may be 
separated from the hive” while “a bee may join a new hive” are the bee/hive analogies offered 
by Hoey in relation to properties 5 and 6 and “the population of a hive changes through time” 
is offered in relation to property 7 (2001, p.82, 83). Seen together they represent a de- and 
re-territorialisation of the text (hive).  
 
With regards to Property 5, Hoey thinks it an important point that a component within a 
colony may be used without the user needing to refer to other components. In this way the 
bee separates from the hive. Hoey lists colonies such as dictionaries, address books, and 
journals among his examples. He follows this overview with comments on the way in which 
colonies are often read, describing the scanning-type reading employed as the reader seeks 
a particular component (their own name on a list, or a particular model of car on a classified 
ad.) that precedes a more focussed reading which occurs once the component is found and 
isolated. Again, Hoey identifies one exception, the shopping list, where, even though each 
item may at some point be taken in isolation at a particular moment, it seems most likely that 
all items will eventually be given equal attention.  
 
“A bee may join a new hive.” (2001, p.82) Hoey identifies Property 6 as an extension of the 
previous one. He states that exam questions are perhaps the only colony type where it is not 
common for components, the examination questions, to be used in subsequent papers.  
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G&CS is itself an example of this propensity to be reprinted since it is a reconstituted version 
of approximately 7 years of my personal journal. That journal still exists and continues to 
evolve. To introduce another analogy alongside that of the bee/ hive, I visualised my journal 
as a vessel to hold material relevant to my walking projects. I even saw myself making cupping 
and pouring gestures with my hands when describing the journal to others. By extension, I 
recognised that the fluid contents of this bowl could be spilled, poured, transferred elsewhere 
as easily as they could be poured in.  
 
In the analogies of both Hoey’s hive and my own vessel it is only the contents that has the 
capacity to de- and re-territorialise– the bees and the liquid respectively– and not the form. 
What this fails to capture is that in the case of G&CS, through performative acts, form and 
content are one: there is no liquid or bowl, there is liquid-bowl.  
 
Hoey (2001, p.83) states “the population of a hive changes through time”, and as such 
Property 7 is an extension of Properties 5 and 6. He acknowledges that a mainstream text can 
be altered but it is necessary for the author to integrate that amendment with the 
surrounding text, whereas amendments to colony texts are often more “mechanical” with 
insertions and subtractions, requiring no alteration to the text in which the alteration is made.  
 
The journal from which G&CS has emerged is a vibrant, emergent entity that is continuously 
de- and re-territorialising material. I have no recollection of ever removing material from the 
journal (any bee that leaves my hive is a clone and the original remains behind) but additions 
and alterations are frequent and correspond to the mechanical description offered by Hoey. 
Some alterations are accompanied by ‘notes-to-self’ that are dated and intended to highlight 
a relationship to another component elsewhere in the journal. These notes are themselves 
mechanical and require no rewriting of the original component. I visualise these insertions as 
a cat’s cradle of linear connections tethering and entangling components. 
   
  
Property 8 Many of the components serve the same function  
 
“[M]any of the bees serve the same function in the hive” (2001, p.83), Hoey’s discussion here 
becomes a technical analysis of linguistic devices called Sequence relations and Matching 
relations. These will be discussed here only as far as they might enrich and inform an 
engagement with G&CS.  
 
Sequence relations “involve putting propositions in some order of time, space or logic” (Hoey, 
2001, p.30). Common sequence relations are time sequences, cause-consequences, means-
purpose, and premise-deduction. These four types might be represented linguistically by 
terms such as because, if, then, therefore, consequently, finally, and so on.  Matching relations 
on the other hand reveal how one proposition informs another. “Matching relations include 
such relations as contrast, similarity, exemplification, preview-detail, and exemption,” (Hoey, 
2001, p.30). They can be represented in language by terms such as while, whereas, and, 
although and by the use of repetition and parallelism (2001). At the risk of oversimplifying 
Hoey’s idea it might be said that mainstream texts achieve their coherence through the use 
of Sequence relations whereas components within a colony rely on Matching relations. These 
ideas are summarised in tabular form in figure 9 below. 
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Relation types Function Common types Examples in language 

Sequence 
relations 

to put propositions 
in order. Ex: time, 
space, or logic. 

time sequence; cause-
consequence; means-
purpose; premise-deduction  

because, if, then, 
therefore, consequently, 
finally, etc. 

Matching 
relations 

to reveal how one 
proposition 
informs another. 

Contrast; similarity; 
exemplification; preview-
detail; exemption. 

While; whereas; although; 
also; too; use of 
repetition; use of 
parallelism 

Figure 9: Overview of Relation Types and their use in written texts 
 
 

If discussion of Property 4 highlighted the relationship between, across and through 
components within G&CS then an examination of Property 8 offers the chance to look at those 
relationships and their connection to causality.  
 
In spite of their obvious reference to time, the dates assigned to components within G&CS do 
not function as Sequence Relations as they are prefixed to, rather than embedded within, the 
component. As the discussion of Property 9 will demonstrate, such temporal sequencing 
contributes to the utility of the component and not its meaning. The cluster of components 
in figure 10 were entered in the journal over the course of several days in February, 2017 (see 
G&CS Volume 1 for these components in context) but had they been entered on any other 
day their meaning would not be any different.  
 

 
Figure 10: Examples of a cluster of components demonstrating the Matching rather 
relations that structure G&CS.  
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Between each of these entry-level components, implied but never stated, is the conjunction 
and: this and this and this and this. The causal relationships that contribute to the coherence 
and meaning of mainstream texts are largely absent from this cluster, and from G&CS as a 
whole. Instead, in the spaces between components, where there is an implicit and, the reader 
is being asked to establish their own understanding of the interrelations of the text’s 
components, and to encourage if not new then otherwise unnoticed sets of relationships to 
emerge and be configured. Artist Sarah Truman makes similar use of the absent conjunction 
and within her walking-writing pedagogical practice. When describing her use of lists as a 
literary device within her practice, Truman (in Springgay and Truman, 2019) suggests that an 
invisible and haunts the text. For Truman the list becomes “a literary device that links 
seemingly disparate agents into a tense unity” (2019, p.124).  
 
As described above, the journal was constructed as a vessel, a place for the accumulation of 
ideas, and the relationship between the components is one of Matching not Sequence 
relations. In this way the reader is given agency; subjectivity is dispersed, the reader is 
implicated in the construction of a tense unity out of disparate agencies, to use Truman’s 
terms, (2019).  
 
 
Property 9: Alphabetic, numeric or temporal sequencing 
 
No bee/hive analogy is offered in relation to Property 9. Sequencing was central to the first 
property and is central to this final property also. Hoey proposes that when the components 
of a colony are jumbled then the colony’s utility is lost since that utility is often dependent 
upon some form of sequencing (2001, p.86). Hoey outlines the characteristics of two forms 
of arbitrary sequencing- alphabetic and numeric, and one form of non-arbitrary sequencing- 
temporal.  Alphabetic sequence, Hoey notes, is a feature of colony types such as dictionaries, 
and encyclopaedias and is used solely for the purpose of utility. When discussing the arbitrary 
nature of numerical sequencing- again used solely for functionality- he makes the important 
distinction that texts with numbering systems in which the assignment of numbers relates to 
priority are not true colonies.  
 
Temporal sequencing occurs less frequently than alphabetic or numeric and while numeric 
colonies can be jumbled, reassigned a number and maintain their meaning, a temporally 
sequenced colony only keeps its meaning if the temporal markers remain fixed while 
jumbling.  
Hoey recognises that newspapers and shopping lists and a few other colony types have no 
form of sequencing. This might be because they are sub-colonies within a sequenced colony 
(such as a cookbook) or because the entire contents of the colony will be addressed in a single 
action (such as in a shopping list where shopping is the action performed).  
 
Hoey recognises that his defining property of sequence not affecting meaning (Property 1) 
becomes unstable when faced with the argument that sequence contributes to emphasis 
which in turn contributes to meaning. Hoey accepts that if emphasis is seen as a factor within 
meaning then his notion may indeed stumble at this point (2001, p.75-77). 
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G&CS makes use of arbitrary, numerical sequencing in the numbering of its 9 volumes and of 
non-arbitrary, temporal sequencing in its structuring around month-year pairings. The 
numbering of volumes receives little attention here– any interest lies in the volumes’ 
subtitling which has been discussed elsewhere– but some reflection on the temporal 
sequencing is insightful.  
 
The document’s origins lie in a monthly journal where time was an important factor in the 
emergence of its components. As was discussed earlier, and illustrated in figure 6 above, it 
was necessary to keep the journal in its chronological sequence during construction to avoid 
it become unwieldy but for the G&CS archive that necessity no longer holds. Hoey suggests 
sequence can imply emphasis which in turn might contribute to meaning (2001, p.75-77). If 
this is so then to emphasise one meaning is to risk subordinating all other possible meanings. 
Is emergence-through-time G&CS’s most important factor? Might other meanings emerge if 
emphasis is removed? Assuming that the answers to these questions are no and yes 
respectively, each of the 9 entries in each of the 9 volumes has been titled (framed) by the 
month-year pairing that corresponds to the time of that emergence but, wishing to remove 
emphasis on the temporal/emergence of the document and to encourage an encounter 
through which other readings and meanings might be revealed, the chronological sequencing 
has been jumbled.  
 
The text and its components can be approached in any order. In lieu of a bee-hive analogy for 
Property 9 the rhizome presents a model for such a structuring. In rhizomes linear growth 
from a beginning to an ending are subjugated; movement across and between becomes 
possible. In this way there is a dispersal of the previously centred subject. In presenting the 
rhizome, Deleuze and Guattari are careful not to set it in binary opposition to what they see 
as the dominant root-trunk-branch model, preferring to present it as both/and, rather than 
as either/or. Taking this both/and position, the temporal sequencing of G&CS has not been 
removed entirely. The month-year pairings remain allowing the user to engage with it 
chronologically should they so wish.  
 
 
Conclusion  
 
This chapter has outlined the trajectory of my encounters with Micahel Hoey’s Discourse 
Colony from an initial chance encounter, through the intuitive understanding of what the 
colony might be and the ways it might inform a creative practice, to a rigorous consideration 
of the theory’s propositions in relation to G&CS. That trajectory and those propositions have 
in turn informed and enriched my engagement with the journal-based document, G&CS, 
while also enabling reflection upon and illumination of almost-forgotten childhood reading 
habits and preferences.  
 
My initial intuition that the Discourse Colony would have a role to play in my emergent 
relational practice has been actualised through this work. The colony text not only provides a 
structure from which to hang propositional and non-propositional ideas but also reveals that 
the reconsidered framings of subjectivity, causality, and agency advocated in discussions 
elsewhere of New Materialism and Borrowed Scenery are immanent within the Discourse 
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Colony itself and revealed through a discussion of its properties. Matching relations; 
referencing (anaphoric, cataphoric, exophoric); notions of “here and now” and of “colonies 
within colonies”; and others, all support the assertion that G&CS operates hive-like, and 
rhizomatically; it is an uncentred, non-linear discourse, demanding an engagement that is co-
participatory.  
 
The Discourse Colony, and its use within this project, can be seen in terms of the Loosening 
Seams structure outlined in the introduction, whereby ideas encountered by chance through 
digressive encounters (with text, with space, etc) move through stages towards a position 
where they are instrumental in offering insight. 
 
My initial encounter with the theory emerged out of a digressive engagement with the 
theories of Linguistic Analysis– digressive in that this engagement was undirected and sat 
alongside, but separate from my directed, formal studies within that discipline. Upon a chance 
encounter of the term in the table of contents of a set text, I had an intuitive understanding 
that The Discourse Colony had potential value in relation to my creative work, even if that 
value was no more than the poetics of the evocative term “Discourse Colony” itself. My 
situation as a full-time teacher and part-time student meant that the intuitive understanding 
had to be put on hold for some time– what I’ve termed suspension. This suspension was not 
a passive gathering of dust in my memory but an active accumulation of potential. In 
Hashimoto’s terms, I directed a little air into the theory to “loosen its seams” (2011), and, as 
I gained the gist of Hoey’s text I began to see, through the lens of the colony, the various 
materials I was collecting and collating within my creative practice. This in turn fed back into 
my understanding of the Discourse Colony’s creative potential. These tentative movements 
sit somewhere between the initial intuitive understanding and the enquiry that was to follow 
when a more rigorous consideration of Hoey’s nine properties was applied to G&CS. This 
enquiry, expressed here in the above analysis (or mapping) has led to significant insights 
within my practice. Once the text’s linear chronology has been removed, the Discourse Colony 
enables another cluster of structures and logics to be seen within the text. States of being 
previously hidden by the dominant linearity become exposed– emergences, hierarchies, 
instabilities and flux, discontinuities and fractures– these and more become Hashimoto’s 
“newly available sceneries”, “unsettl[ing] the constraints that routine imposes upon the 
everyday” (2011). 
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Widdershins Osaka! 2017, 2018, and 2019 
 
 

 
 



 76 

 

Determined not to linger too long on 
preliminaries as I had the previous year, I 
arranged to meet 2017’s participants- Chika, 
Ralph, Tamami, and Joel outside rather than 
inside another small coffee-shop. I quickly 
outlined the project: its relationship to Leeds 
Terminalia; last year’s walk; fuzzy geography; 
my aims, methods and our tasks. I gave the 
participants a file with maps and a few notes 
and like the previous year, placed the kekkai 
pendant around their necks to help reinforce 
the idea that we were crossing a threshold 
from the everyday into a realm of Alert 
Reverie and Borrowed Scenery.  
 

We left the coffeeshop and turned towards South bar. In an attempt to entangle my personal 
narrative with the broader cultural narrative of the street we stopped in front of a flower-
shop at the western end of the Doshoumachi Street. I waved to the woman working in the 
shop and, pointing to the floors above told the group the group that this was my flat. I 
returned to the idea of fuzzy or vernacular geography and confessed that while I had centred 
the walk on Osaka’s administrative centre, I had been aware that this location operated as 
another kind of centre: home. Returning to the broader culture I indicated to the row of shops 
that lay across the end of the street and the elevated expressway visible just behind them. I 
told them that the path of the expressway was once a canal bringing herbs and ingredients to 
the new apothecaries I had already discussed. I told them that the canal at the eastern end of 
the street was still operating, connecting the Ogawa river to our north with the Dotonbori 
canal a mile or so to our south. We zig-zagged through a few backstreets, under the 
expressway to South bar.  
 

 
 
We walked past a small overgrown playground on the corner of the street approaching South 
bar. At one end, a few fibreglass animals with handlebars extending from their ears sit on 
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rusting springs, their blank smiles now bleached by years of exposure to the elements. I have 
never seen a child enter this playground, let alone ride one of these animals. The weed strewn 
patch is a zone for dark-suited salarymen to have a cigarette-break or for those who live on 
the streets to park their carts and trolleys. As we scanned this non-descript section of the city 
Ralph suddenly remembered his dream from the night before and the group reformed in front 
of him. The details of the dream are lost but it was precipitated by the sight of some metal 
railings at the location where we were standing. We all agreed that Ralph’s railings must be 
our surrogate boundary bar. We recorded a yuan ye reading and continued towards West bar.   
 

 
 
Just as it had last year, our route took us through the corner of Utsubo Koen Park. I discussed 
the origins of the park seeing if I could elicit the reason behind its unusual shape. Again, no-
one knew that it had been an airfield following the war. We exited the park on the north side 
and soon arrived at West bar. What had last year been a zone of dappled sunlight under a 
blaze of pink blossoms was now a damp grey parking lot on a quiet side-street. The absence 
of the blossoms meant that other features of the space became more apparent. The group 
peered through the railings behind the carpark and into the garden and tried to understand 
why a monument and museum to baseball might be situated in the grounds of a small 
corporate office. Tamami walked around to the front of the building to see if there were any 
clues but soon returned shrugging her shoulders no further forward. After our yuan ye 
reading,  
 
We headed north towards the river where we would cross onto Nakanoshima Island, the site 
of both Burley and Woodhouse bars. Starbucks and a convenience store flanked the south 
end of the atrium of the Nakanoshima Mitsui Building. It was lunchtime and the space was 
busy with office workers spilling from the turnstiles that separated the public area from the 
elevators and secured spaces beyond. I presented Jenny Holzer’s LED installation in the 
context of the workers moving below it. I encouraged the participants to regard the 
relationship between the installation and the people passing through the space. It was agreed 
that there seemed to be little engagement and participants were happy to recognise the piece 
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as our surrogate Burley bar boundary. A text was read and we exited through the north doors, 
crossed the road and climbed the steps up onto the embankment.  
 
The grey winter light diminished the dynamism of the space the river carved between the 
rows of office buildings along each bank. I struggled to see the careening, zig-zagging progress 
of ricocheting light as it bounced from bank to bank, from building to building. Perhaps a 
combination of the dim light, my own unconvincing description of what Denise had revealed 
to me the year before meant that Woodhouse bar was again a little indeterminate. We 
seemed to be losing our capacity for alert reverie. A cursory look around at the scene, nods 
of the head and a reading and we moved, on crossing back onto the mainland at a pedestrian 
bridge a little further along the embankment in order for us to take a detour past the sheep 
building so Chika could tell the group about her connection to the building, further entangling 
our personal narratives to those of the city. We completed a circuit of the perimeter of the 
building locating the sheep that now stood in the richly landscaped apron surrounding the 
building. Here we posed for our team photo before setting off for North bar.  
   

 
 
Perhaps, the weather, the duration of our walk and the indeterminacy of our aims was 
dissipating our individual and collective energies. We were tiring. On the corner of the river, 
across the road from City Hall we regarded the treasury building in front of us. North bar. 
Over the background noise from the traffic heading south on Midosuji Boulevard we 
ruminated on market economics, neo-liberal values, consumption and their relationship to 
the Japanese city. We read our text before crossing the busy road and heading for our final 
site: East bar.   
 
On Doshoumachi Street I outlined the history of the street, the apothecaries that had been 
established there and that many of the large pharmaceutical companies surrounding us were 
still owned by the same families who had established them several hundred years earlier. We 
looked in at the mini-museum set up behind the plate glass windows.  We read a yuan ye cut-
up and our walk was over.  
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In 2018, the Leeds context was no longer central to the walk. It was now one narrative 
entanglement among the many and little attention was paid to the boundaries since they 
have now been found/ invoked on previous walks. Our task now is to simply walk the route 
that they set out. I knew that this year, Tim in Leeds was abandoning his circuit route and was 
instead approaching the boundaries from a predetermined central point. But my own walk 
now had its own internal logic, and its route and start/finish points were determined by the 
various tasks and interventions I had planned and these referred to my previous walks and 
digressions as much as from the initial Leeds narrative. This year’s walk was to follow a 
clockwise route but would start at East bar, the point at which last year’s walk had finished. 
It was the point which had developed the richest narrative and which in turn presented an 
interesting theme for the walk as a whole: tigers, and the big cats of ZoOsaka (Zoo Osaka)!   
 

 
 
As plans got underway for Widdershins Osaka 2108 I again considered the nature and number 
of participants and how to go about recruiting and inviting. I wanted more diversity: more 
Japanese people, more women, younger and older, and I wanted more jeopardy: the energy 
that might come from not knowing who may turn up or how many. I eventually decided to 
combine personal invitation and an open invitation through social media, namely Facebook.  
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From the coffeeshop we walked a block south and stopped outside Sukuna-Hikona shrine. 
This opening walk was a good opportunity for people to talk and get to know each other. I 
pointed out the tiger motifs at the entrance to the path that led to the shrine and asked what 
they thought the tiger might signify. The answers were sensible enough~ strength, virility, 
China, Asia~ but incorrect. I told them that it represented both the cholera epidemic which 
had rampaged through the city and the disease’s cure which was believed to made from the 
crushed skulls of tigers. In this way two binary poles were represented in a single image. As 
we moved back up the street to where East bar mapped onto the city I asked them to keep 
the tiger and its binaries in mind.  
 
I introduced the first intervention: Big Cats and Borrowed Scenery in the Big City. The aim of 
this task was to introduce to the participants the unfamiliar notion of borrowed scenery.  
 

 
 
 

“So, there are tigers in the shrine and there are tigers and other animals on the streets. Let’s find 
them! We are not looking for real animals, we are going to create them out of our imagination 
and things we ‘borrow’ from the city. When we borrow we use all our senses: sight, smell, touch, 
taste, hearing. This kind of borrowing has been popular with the designers of traditional Chinese 
and Japanese gardens for hundreds of years. The Chinese called such borrowing yuanye 遠借.” 

Arriving at South bar I told the group that Ralph, a friend and colleague who had joined us on 
last year’s walk had been reminded of a disturbing dream when he arrived at this spot last 
year. I gave to one participant, a print of what Ralph had told me of his dream (now 
remembered in fragments) and asked him to read the short passage while I recorded it.  
 

“Ralph’s Dream: I just remember that I was looking through the iron bars on the perimeter of a 
park or school and I was looking at an old building. Nothing really flowed in the dream and I don’t 
remember a dream story but the next day when we started the walk, I was startled to see that 
building behind the iron bars and felt a sense of deja-vu.” 
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Although Ralph’s original dream is lost, that loss is now woven into the fabric of the narrative 
of South bar and of the Widdershins walk. Perhaps loss itself might become the overarching 
narrative of South bar as construction work seems to erase aspects of the character of the 
street each time we visit.  
 
We entered Utsubo Koen Park and I asked my familiar question. Jerry knew it had been an 
airfield but thought it was Japanese rather than American. At this point I introduced another 
task. I was met with raised eyebrows when I asked the group to follow me to the little brick-
built public convenience near the tennis courts.  
 
 
 
“OK, It’s time to change our relationship to the city. 
Let’s use one of Edwin Wurm’s One Minute Sculptures 
to help us establish new connections to the streets 
and buildings. Over the course of the walk let’s take a 
photograph of every member of our team recreating 
the pose below. We’ll use sonic cues provided by the 
city to trigger our actions. Our cues will be: emergency 
sirens and/ or an amplified human voice. Let’s go!”  

 
 
Again it was the cherry-blossom canopy that had greeted my first walk that had established 
itself as the narrative for this boundary. It had become another narrative of absence as the 
tree remained bare. I handed each of the group a pink paper cherry-blossom and a pen. I 
asked them to write a message on the blossom and hide it somewhere near the tree. I advised 
them to keep their message secret, address it to an unknown person, and hide it in such a 
way that it might be found by someone enjoying the real cherry-blossoms a month or so from 
now. By emphasising the need to give careful consideration the hiding place participants were 
compelled to regard their environment on a different scale. Material details of the terrain 
assumed a new importance. Cracks and crevices were tested. Stones were handled, their 
weight and other attributes considered. When everyone was satisfied that their cherry-
blossom message was safely concealed we headed across the river to the Nakanoshima 
Mitsui Building, the site of Burley bar.  
 
Once inside the atrium I led the group to Jenny Holzer’s Serpentine installation. I turned their 
attention to the page of their hand out that gave a brief overview of the artist and the artwork 
itself.  Again I speculated on the relationship of the piece to the people who pass through the 
space on a daily basis. During my visits to the atrium I had accumulated a list of the scrolling 
Truisms. I passed a clipboard with that list to one of the group and asked them to watch the 
scrolling text and add one or two of the aphorisms that might catch their attention. I asked 
them to then pass the list to the next person so that everyone would have contributed to the 
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list when I collected the clipboard back in 10 or 15 minutes. This augmented list would play a 
role in our final intervention later in the walk.  
 
At North bar, our final stopping point I assembled the group for what would be our climax 
and the most complex intervention: Cacophony Corner. I directed the group into something 
resembling a choir so that they all faced the busy street. I told them that we were going to 
use the passing traffic to help compose a spoken word poem. I had prepared several texts 
that I handed to each member of the group along with an instruction card.  
 
Each card, variations on a single theme, asked for the text to be read in relation to the traffic 
that met us at this busy intersection.  

In a strong steady voice read one line,  
every time a truck or bus passes in front of you.  
(If there are many read faster and stronger,  
if none be silent)  
 

In a strong steady voice read one line,  
every time someone passes in front of you  
on foot or bicycle on this side of the street.  
(if there are many read faster and stronger,  
if none be silent)

 

 

On the count of four we started. The readings created pulses and waves of sound and 
language punctuated by unpredictable silences. The location was a busy street corner and I 
sensed our words and bodies weaving amongst the flows of traffic. We managed several 
renditions before giving ourselves a resounding round of applause and retiring to the piazza 
restaurant across the street. ZoOsaka+, Widdershins Osaka! 2018 was finished.  
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Among the motivations for 2019’s Widdershins Osaka! walk was a desire to make the event 
bigger, more diverse and more inclusive than previous years. I began to see the event’s 
potential as a curatorial structure in which I might collaborate with participants on developing 
interventions, or invite them to develop and present ideas independent of my own, so it was 
pleasing that during the planning stage several participants who had been on the previous 
walks asked if they could prepare interventions of their own. I sensed my role shifting, from 
event-leader to facilitator or curator. As I began to see the walk as perambulatory curatorial 
event, I felt less need for direct references to the walking event in Leeds since that narrative 
was becoming further embedded under and within the new layers of encounter being 
channelled into, out of, and through, the overarching Widdershins narrative.   
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Having relied on social media and word-of-mouth to announce the event, it was clear my 
desire for a larger, more diverse group had been met. At the allotted time and place, 20 
people assembled. Friends and colleagues had brought their own friends and colleagues. For 
the first time several non-English speakers joined the group. One friend had brought her 9 
year old son and I was interested to see how such young eyes and energy might engage with 
the morning’s events. Children had come on the previous walk, but pushed in chairs, I 
considered them too young to actively participate in the walk. Their presence impacted the 
walk in other ways, and as I watched the ways in which their parents navigated and negotiated 
the environment I was reminded of Claire Qualmann’s Perambulator event for Devron Arts 
(Qualmann, 2014), and Judith Butler’s walk through San Francisco with Sunaura Taylor as 
documented in the film The Examined Life (Taylor, 2008). The need for urban encounter to 
allow for, and embrace those with issues surrounding mobility was in this way foregrounded, 
and the perspective of children, parents, older participants, or those challenged in different 
ways, needed to be factored into our collective engagement. 
 
The increased scale and diversity introduced further unforeseen opportunities for re-
considering our urban encounter. A bigger voice was needed to address the bigger group, 
bringing an altered physicality to my role, and more time was required as distances increased 
between the head and the tail of the meandering group. Consideration also needed to be 
given to the ways in which a large group could navigate the city spaces without disrupting the 
movement of other users of those spaces. As for the inclusion of non-English speakers in an 
event that was delivered in English, limitations in language were an asset not a problem. Gaps 
in language contributed to, and even accelerating the formation of a vibrant group dynamic 
for when language failed, participants improvised alternative methods of communication 
amongst themselves: simultaneous interpretation, gesture, mime, and touch. An arm round 
the shoulder. The embodied and sense-oriented interventions broke down inhibitions 
allowing people to exaggerate gesture, amplify body-language, and reduce social distancing 
in ways they might in other situations have found uncomfortable. Nothing communicates like 
a smile and a laugh, and for an event that asks people to break with habitual behaviours it 
was noteworthy how quickly people could intuit the counter-intuitive and enter a 
Widdershins spirit. 
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In my emergent role as curator and facilitator, I tried to manage not only time and space, but 
also the collective ‘mood’. I had learned on previous walks that maintaining everyone’s 
attention throughout the event was counter-productive since it led to fatigue and inhibited 
the ideas of others by foregrounding those of my own. It was better to allow for an approach 
in which participants can walk freely and are asked to engage only at particular points. For 
this I turned to the Prospect-Refuge theory of landscape design. Prospect-Refuge theory 
describes how a journey is made dynamic by movement between zones of refuge, such as 
narrow streets that evoke feelings of security and comfort, and zones of prospect, such as 
open plazas that offer wide and open views (Appleton, 1984, p.102; Cullen, 1961, p.17). I 
adapted the notion of Prospect-Refuge into a practice of release-tension. I decided that I 
would encourage the group (or release them) to meander and mingle freely as we walked, 
and then pull them together again and ask for their attention (to create tension) at certain 
points along the route. As I walked I visualised our trajectory as a ribbon unspooling in front 
of us, its line narrowing and widening, hourglass-like, in a series of tensions and releases as 
interventions were encountered and completed in turn.    
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The first of these interventions, Emergency!, evolved out of the Edwin Wurm One Minute 
Sculptures of the previous year. While fun, and successful in encouraging new and unusual 
interactions between the body and the city’s materiality, the sculptures seemed slow and 
involved only one participant at a time. How to amplify the strangeness of the Wurm 
intervention? How to  inject it with energy, and involve the whole group? This time the sound 
of an alarm or siren somewhere in city would be the trigger for a participant to shout 
“Emergency!”. This in turn would demand the rest of the group to quickly place each of their 
hands and feet on four different surfaces simultaneously– pavement, bench, lamppost, and 
wall, for example– and hold the pose until they had voiced the phrase “five, four, three, two, 
one, emergency over!”.  
 
Soon after my outlining of the rules, the distant sound of a police siren was announced with 
a  nearby cry of “Emergency!”. Chaos ensued as the group scattered across the featureless 
plaza to find better appointed corners of the landscaped environment. Railings and utility 
boxes, concrete urns and grimy traffic cones, all became currency, their spatial relationships 
eliciting new shapes from lithe and not-so-lithe anatomies. Further Emergencies! were 
encountered over the course of the walk, introducing a welcome disruption to the planned 
tension-release of the curated structure. MaGee, the youngest participant later said that 
these were his favourite of all the day’s interventions but there were even bigger smiles on 
older faces each time the group reassembled. Through the Emergency! Intervention, agency 
became dispersed, and entities heard but not seen (alarms and sirens) became actants within 
the event’s emergent narrative. 
 
On the bridge, participant Chikako introduced her Eau-saka project in which she asks 
participants not to listen to the city but to smell it. As she hands out small glass vials and labels 
she asks walkers to capture any scent they encounter that they feel represents the city. She 
tells them that at the end of the walk she will collect the scents and mix them to produce a 
new perfume– ‘Eau-saka: the scent of the city’. As the walk progresses people can be seen 
lingering over forlorn shrubberies or caught in strange dances as they waft their open vials 
over piles of discarded detritus in marginal wastelands. 
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Traces of Jerry Gordon’s Terminalian Hammers intervention can be found in Jerry’s 
engagement with the walk the previous year. In 2018, Jerry had joined “with a goal of playfully 
documenting the city’s bumpy and crunchy and spongy and slick surfaces.” (Gordon, 2021, 
p.177) To this end he had brought a colourfully painted cane attached to a portable digital 
record. While walking, Jerry donned his headphones and entered a private world of sound. 
As we walked, I noticed a few participants asking him about his strange apparatus but the 
headphones often acted as a barrier to interaction. On that walk, I had wished Jerry had let 
me know he was intending to join in such a way since it was a valuable resource that the 
group could have tapped into, and had he introduced his ideas to others at the start of the 
walk the event could have been further enriched. It was this ‘missed opportunity’, and the 
recognition that others had so much to bring to the walk that had led me to develop 
Widdershins Osaka! as a curated event.  
 

 
 
For the 2019 walk, Jerry carried over his interests in both the city’s sonic qualities and his gaily 
painted sticks in his Terminalian Hammers intervention. This time it was the acoustic qualities 
of the hidden subterranean utilities chambers that were the focus of his interest, and his 
painted cane was now a shorter but no less colourful baton, or ‘hammer’. In much the same 
way I had introduced kekkai into the walk, through a quasi-ritualistic placing of membership 
cards around participant’s necks, Jerry pointed to a utility (or ‘manhole’) cover at his feet and 
made walkers aware of the unseen labyrinth of utilities channels and chambers that lay 
beneath the streets. He hung the rope-adorned hammer around the neck of one of the 
walkers, and told them that at some point during the walk they were to select a ‘manhole’ 
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cover they thought would generate pleasing acoustic resonances from the chamber below, 
and strike it once with the hammer. He remained a little vague about what might constitute 
‘pleasing qualities’ but conventional acoustic notions of attack, sustain, release, and decay 
were mentioned. The remaining members were asked to listen closely as the cover was 
struck, and on the paper provided, give a score to the resonant sound. Once the task was 
complete, the striker was to place the hammer around the neck of the next participant– 
literally, passing the baton– for them, as they continued to walk, to select a cover of their 
own. And so on as the walk progressed.  
 
Over the course of the walk, close listening precipitated a cluster of  considerations: what 
constitutes ‘space’ in the city?; is the city made of things or processes? As we crouched on 
the pavement discussing these concerns, I was reminded of John Cage’s (1961, p.41) question, 
“Which is more musical, a truck passing by a factory or a truck passing by a music school?”, 
and reflected upon the insights that can emerge from play and absurd encounter. In 
Terminalian Hammers, agency was again taken out of my hands, and the pre-considered 
tensions and releases were interspersed with impromptu interventions instigated by other 
members of the group.       
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While discussing the Jenny Holzer installation in the atrium of the Nakanoshima Mitsui 
Building, a number of participants sat at the little coffee-tables in front of the Family Mart 
convenience store on the opposite side of the glass-walled space. As the group reassembled 
in front of the building, some with paper coffee-cups still in hand, it seemed a good time to 
introduce the Familymartography intervention. Each participant received written instructions 
and a worksheet outlining a task to complete in the days and weeks after the walk. They were 
to find an item branded with the Family Mart logo (such as the coffee-cup in their hand), enter 
the nearest branch of the store, and photocopy the item and record it on the worksheet. 
(Along with the worksheet, each participant received a little bag containing enough ¥10 coins 
to make 10 copies.) They were to then leave the store and continue about the their business, 
but the next time they encountered a Family Mart store, or saw one in their field of vision, 
they would need to enter and copy the copy they had already made. The worksheet provided 
for 10 copies, after which they were to hand over the worksheet, copies, and  ¥100 to a friend 
to take up the task and follow-on with copying the copies. I pointed out that we had just left 
one branch of the store within the atrium but that here on the street we could already see 
another just a few meters down the road. I explained that while Familymartography would 
take them on routes of discovery, strict adherence to its rules might also convert Family Mart 
from being a place of convenience to one of inconvenience. With this in mind, I suggested 
they choose carefully when designating a friend for the follow-on task.   
 

 
 

 
At Utsubo Park the group reassembled, moving again from release to tension. Following his 
participation in 2018, my friend John Roberts wished to contribute an intervention to the 
walk. His ideas developed form interests in experimental music and literature. On a prepared 
worksheet, John presented walkers with a choice of meandering, linear routes appropriated 
from Tristram Shandy, with which to explore the park’s elongated plot. He asked that the 
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sensual experiences encountered on these routes be recorded in some way on the blank 
music staves at the bottom of the page. Again, John Cage was invoked though the bringing 
together of sound, city, play, and chance. Roberts’s intention was to gather back the papers 
and use their ‘data’ in the composition of a piece of music. It is still unclear how many ‘scores’ 
John received back– no composition has been forthcoming– but that was perhaps never the 
point; his intervention succeeded in dispersing the group and giving participants an 
opportunity to subvert the conventional routes through the park, to overlay the space with 
notions of music and melody, to activate marginal spaces, to trace old desire lines or to 
inscribe new ones, and to re-discover the urban park as a place of play, meander, and wonder.  
 

  
 
As the walk approached Doshoumachi, I pointed to the overhead expressway that cut across 
our path. I told how it was once a canal and not a motorway that would have crossed our path 
at his point. I offered a brief description of the role the canal had played in the establishment 
of the area’s medicine trade, and then, facing the group and with my back to the ‘canal’, I 
asked if there were any non-swimmers among us. Those who raised their hands I said would 
need to row or paddle since we now needed to cross the canal. To the others in the group I 
suggested they follow me as I turned around, mimed an unconvincing breaststroke, and 
crossed the canal in the shadow of the motorway overhead. The group followed me with an 
array of lacklustre gestures (we were all tiring at this point) as they front-crawled, butterflied, 
or rowed their way towards Doshoumachi and the conclusion of Chikako’s Eau-saka 
experiment that would signal the end of the walk.   
 
Chikako’s Eau-saka intervention comes to its conclusion in front of one of the many 
pharmaceutical companies that have their offices on this street, and whose histories describe 
the establishment of this area’s identity. In front of a window display of 19th century 
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pharmaceutical apparatus, Chikako performs her own (al)chemical procedures. She plays out 
an absurd performance of pouring, measuring, shaking and stirring against a backdrop of cast-
iron stills, boilers and filtration systems. Her performance allows for a co-mingling of stories: 
the story of the city, her own story, and the story of our walk. With the capturing of Osaka’s 
smell, and with a few words from me, Widdershins Osaka! 2019 comes to a close.  The group 
disperses, a final release from a morning of tensions and releases.  
 

 
 

 
While much has been written here of the interventions that took place at the points of 
tension, some account needs to be given to those periods of release during which participants 
meander and mingle freely. While these periods were more conventionally ‘social’, with old 
friends becoming reacquainted, and new friendships being formed, on reflection this 
socialising might be seen to have had a heightened sense of creativity brought about by 
participants’ self-conscious awareness that they were indeed participants in a creative event. 
Several enduring creative collaborations have emerged among those who would otherwise 
not have met. After discovering their shared interests during periods of release, poet Warren 
Decker later began working with musician Ted Ostis, exploring new recorded and 
performance-based settings for Warren’s rhymed verse. Jerry Gordon, during another period 
of release, was able to meet fellow writer, Jared Angel and gain an invitation to read at the 
next Authors Live event. This is a twice-yearly gathering Jared organises at a venue in Kobe in 
which local and visiting writers share with an audience extracts from their work. At the 
Authors Live event, Jerry read from an early draft of his novel Terminalian Drift, a work 
emerging from his participation in the previous year’s Widdershins Osaka! walk. In the years 
since, Jerry’s novel has been published (by Triarchy Press), and in our conversations he has 
spoken about the important ways in which meeting Jared, and presenting to an audience his 
work-in-progress, helped in his critical revisions of the manuscript.  
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Unravelling Closure 
 
In her article, ‘Irrigorous Uncertainties’: Writing, Politics and Pedagogy, Moja Costello (2005) 
discusses the aims and methods of experimental and innovative writing practices. Costello 
surveys a range of literature to offer the writer what she calls “a partial, contingent and 
transient toolkit” (2005). This toolkit is comprised of ideas, imperatives and propositions 
harvested from the work of other writers on, and teachers of writing. The fruits of this harvest 
are arranged into eight themes such as “to take risks, to challenge’, “to be uncertain, 
indeterminate, contradictory” and “to transgress, to be hybrid”. Another of Costello’s themes 
is “to fragment, to trace, to be incomplete, open, nonlinear, non-hierarchical”(2005). Here 
Costello draws from Castro and from Silliman to assert the impossibility, the unravelling of, 
and resistance to notions of closure.  
 
My own project takes a similar stance in relation to closure and completion. It is a project of 
fragments. G&CS ends with my release from quarantine at the end of October 2020 but the 
representational, relational and performative ideas contained within it continue to be 
enacted and recorded in subsequent monthly entries where reflection and consideration of 
past encounters (walking and others) lie in close and entangled relations with those 
encounters still to come. In this way, the project’s closure seems an impossibility, and yet, at 
this point, it is necessary to reflect upon and articulate the knowledge and insights that have 
emerged through the Borrowing Sceneries project as it has been set out within these pages.     
 
Through a reconsideration, realignment and recontextualization of theories, terms, methods, 
and practices, The Borrowing Sceneries project contributes in multiple ways to the discourses 
and practices of the vibrant global community of walking practitioners, artists and designers, 
teachers, and the wider community. It does this by providing an example and practical 
template, through which new relationships and interactions are set in motion. I will explain 
further.  
 
At the core of The Widdershins Osaka! walks is the notion of displacement, or ‘re-placement’; 
of (re-) placing or re-seeing one place (or phenomena) within another, through the absurdist 
disruption of over-inscription. Debord’s account of his friend’s walk in which he used a map 
of London to navigate a region of Germany offers a precedent for my ‘re-placing’, or 
inscription, of the boundary bar stones of Leeds in Osaka. And while this is perhaps the most 
explicit example of re-placement in the project, many of the reconsiderations, realignments 
and recontextualizations mentioned in the paragraph above can also be seen in terms of re-
placement. Shifting terms and concepts from one domain to another, or specifically from 
theory into practice.  
 
The use of the word Widdershins is an example of such displacement. The conventional 
understanding of the word is that it is an old English word that has fallen out of daily use. It 
means counter-clockwise or in a direction contrary to the sun and has connotations of 
irregularity or deviance. Re-placing the term within a contemporary practice brings about a 
reconsideration of both the term and of the spatial engagement to which its name is being 
lent. In this way, Widdershins highlights notions of transgression and contrariness within the 
walks while also suggesting an alternative sense of time, tethering the Widdershins walks to 
ancient and forgotten practices and beliefs. The emergence of Widdershins as a key term 
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within my project can be seen in terms of the Loosening Seams sequence outlined in the 
Introduction; a chance encounter is intuitively seen as having potential value, that potential 
is reflected upon, developed and realigned (‘re-placed’) in a manner that brings about insight 
and new understandings.     
 
There is another aspect of ‘re-placing’ that has served this research project. The multiple 
occurrences of the various ‘re-‘ prefaces in the words above indicate a temporal ‘dis-
placement’, from the ‘now-ness’ of any encounter, experienced in the moment, however 
ephemerally.  The reflective aspect of creative meaning-making has been articulated here as 
expanded and fully considered after-the-fact. The ‘dis-placement’ in time, from present to 
past, facilitates an expanded retrospective interpretation and creative analysis, which is not 
possible to attain completely in the present moment alone. In this way, this project 
contributes to the body of knowledge and reflective hermeneutics of performance and 
chance encounter.  
 
 
Widdershins Osaka! as a Perambulatory Curatorial Practice  
 
Through their repeated iterations, the Widdershins Osaka! walks developed into a 
perambulatory curatorial practice offering participants the time and space to make creative 
contributions in the form of games, stories, and performances that disrupted habituated ways 
of engaging with the spaces of our lived experience and opening up new ways of 
understanding our relationship to those spaces. The curatorial time-and-space of Widdershins 
Osaka! allowed for the inclusion of not only my own novel methods and interventions but 
those co-created by other participants, and even, through appropriation and adaptation, the 
ideas of figures not bodily present. The following descriptions of, and reflections upon key 
curated interventions within the walks such as Familymartography, Eau-saka, and the use of 
kekkai, reveal how the (re-)activation and interaction of our senses, our bodies, the city’s 
technological services, and lost, forgotten or folkloric knowledge can contribute new ways of 
knowing the city and our relationship to it.  
  
Familymartography (see Widdershins Osaka! 2019) is an intervention devised by myself 
which operates as a means of critical reappraisal of the city and our relationship to the 
mechanisms within it. It does this by transforming one of Japan’s ubiquitous chains of 
convenience stores into a network of nodes on an absurd treasure hunt game. Participants 
are required to relinquish control of their movement through the city space and allow their 
actions to be directed by unintended encounters with urban phenomena: in this case, 
branches of Family Mart convenience store. The game asks them to engage with the stores, 
their services and branded materiality in the completion of the repetitive and absurd task of 
moving endlessly from one store to the next, photocopying a piece of store-branded detritus. 
There are parts of the city where, from the entrance of one Family Mart it is hard not to see 
the entrance of another. The game’s instructions demand participants enter any Family Mart 
store that enters their field of vision as they walk. Strict adherence to these rules will dictate 
participant’s route through the city and they will find that the convenience store’s 
convenience soon becomes an inconvenience as they are forced to bounce pinball-like from 
one store to the next, drifting further from any intended destination they may have had. In 
this way, roles within the city become reversed as entities offered to us as services mutate 
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into our masters. Echoing the absurd urban interventions of The Situationists, such as the 
already mentioned navigation of Harz, Germany with a map of London, England, 
Familymartography forces a critical reconsideration of our relationship to the city and its 
services. 
 
Another intervention I devised and used within this perambulatory curation involves an 
adaptation of traditional kekkai signifiers. Kekkai are material objects, often round stones 
bound with rope, that in Japanese culture signify the boundary between the material and 
non-material realms. They have their origin in the country’s folk religion and can often be 
seen on paths in front of Shinto shrines or teahouses. I first encountered kekkai by chance 
and the way in which they entered, or became re-placed, within my practice follows the 
Loosening Seams sequence outlined elsewhere. That first encounter was not in my visits to 
the shrines and teahouses of Kyoto but in Matthew Barney’s film Drawing Restraint 9. Late in 
the film, the protagonists (Barney and Björk), deep in the lower decks of a Japanese whaling 
ship on which the film is set, participate in a ceremony that mimics many of the tropes of a 
traditional Japanese tea ceremony. Included among these tropes is a smooth rock bound with 
rope that sits in the centre of the gangway. It is repeatedly lingered over by the camera but 
no direct reference is made to it within the film’s narrative. Only after encountering it in the 
film did I begin to notice similarly bound stones at a number of sites as I walked. I was drawn 
to their aesthetic and material qualities which seemed to have a density and completeness. 
They offered a satisfying richness- I imagined slicing through them as you might a loaf of bread 
to reveal their dense material interiority. Rather than engage directly with kekkai’s materiality 
I introduced its functional and symbolic significances into my project. At the start of the 
Widdershins walks, name-cards on lanyards are placed in a quasi-ritualistic manner around 
participants’ necks. Kekkai’s rope-bound rocks are re-placed by laminated plastic and 
colourful lanyards that playfully echo those worn by the many salarymen and office-ladies 
who dominate the section of the city through which we walk.  As participants receive their 
kekkai they are told they are passing from one place to another, from the realm of their 
everyday encounters to the realm of Widdershins where play, story and the imaginary hold 
sway over rational, reasoned, and quotidian thought. This use of kekkai allows for an act of 
explanation– a speech act– to become an embodied act. As participants bow their heads to 
allow for the placement of the lanyard around their neck, body and senses become engaged 
at the outset of an event that will require the continued and repeated engagement of both.  
Within the perambulatory curation, kekkai moves from the folklore of the past to a playful 
nod to the present, while maintaining the significance behind the stones, by designating and 
demarcating the space of difference.  
 
Created not by myself but by Jerry Gordon, a regular participant on the Widdershins walks, 
Terminalian Hammers (see Widdershins Osaka! 2019) is an example of another curated 
intervention that sets in motion a counter-intuitive and absurd engagement with the fabric 
of the city. The activity asks participants to reconsider the spaces of the city by drawing 
attention to the hidden structures of utilities and communications networks buried below 
ground. In Teminalian Hammers, utility manhole covers, or manholes, become the ‘skins’ of 
enormous percussive instruments whose acoustic chambers lie hidden and unknown beneath 
the streets. As the walk meanders participants take turns in selecting a manhole they wish to 
‘play’. By critically appraising the sound created when the covers are struck by the hammer 
(a gaily painted wooden baton), the other participants are asked to listen to a part of the city 



 100 

they are likely never so see or encounter in any other way. For the Situationists, it was the 
beach that lay beneath the streets but for musician Jerry Gordon it is music, not coastline, 
that lies beneath the paving stones. Through the embodied act of striking, and the sensual 
act of listening, previously invisible ‘actants’ are brought into play.   
 
Eau-saka is another intervention devised by a participant that again asks fellow walkers to 
reconsider their sensual engagement with the city. But whereas Jerry asks walkers to listen 
to the city, Chikako, in her Eau-saka intervention, asks them to smell it. By framing encounters 
in terms of the olafactory, attention is re-drawn, re-vised, and new value assigned to the 
overlooked or unproductive plots that Sola-Morales (in Grichting, 2014, p.171) terms 
“terrains vagues”. Chikako’s intervention comes to its conclusion in front of one of the many 
pharmaceutical companies that have their offices on this street, and whose histories describe 
the establishment of this area’s identity. In front of a window display of 19th century 
pharmaceutical apparatus, Chikako performance in front of the historical pharmaceutical 
apparatus...   
 
The perambulatory curated event allows for not only interventions by myself and other 
walking participants such as Jerry and Chikako, but draws directly on established practices of 
practitioners not bodily participating and whose work might not otherwise be associated with 
the discourses and practices of walking art. Through appropriation and adaptation of 
methods, absent participants become present. In both the 2018 and 2019 Widdershins 
Osaka! walks an example of one of Edwin Wurm’s One Minute Sculptures was appropriated 
as a means of altering and amplifying our connection to the materiality of the city. By asking 
participants to touch the fabric of the city, not only with their hands, but with forehead, chest 
and knees, new awarenesses arise; awarenesses of our own physicality, of the city’s material 
qualities, and of the space between the two. If seeing is our primary means of sensory 
engagement with the spaces through which we move, and if the Terminalian Hammers and 
Eau-saka interventions described above substitute seeing with listening and smelling 
respectively, then this appropriation of Wurm’s idea reveals touch as another sense that is 
underused and undervalued in the ways we make sense of our engagement with the city. And 
it is only brought to attention through such strangeness and disruptions. 
 
The perambulatory curatorship of Widdershins Osaka! functions as an armature, supporting 
the narratives of not only those who walk in a given place, but also of the place itself as it is 
reconsidered within these individual and collected narratives and encounters. This 
curatorship can be seen in the context of wider concerns within Humanities discourse.  
 
Before discussing the ways in which Widdershins Osaka! participates in current Humanities 
discourse it is worthwhile lingering on the ways in which a number of other devices, borrowed 
from one domain and re-placed in this one, are operating within the walks, at a level below 
full intervention. Prospect Refuge can be seen in these terms, having migrated from 
Landscape Design.  
 
In its original domain, Prospect-Refuge theory allows a perambulatory movement through 
space to be seen as a series of pulses or oscillations between the open vistas of prospect, and 
the confining safety of refuge. In this way the spatial encounter becomes dynamic and 
engaging. Widdershins Osaka! 2019 accessed this pulsing or oscillating progress but 
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substituted prospect-refuge itself with the varying group dynamics of tension– a focused 
concentration of the whole group on a single activity– and release– a freer mingling and 
drifting in which each participant’s thoughts and associations are able to meander and/or 
coalesce. The periods of release during the walk offered something similar to what business 
managers might call water-cooler chat; periods of informal interaction between colleagues 
that have come to be seen as productive. The release within the walks is similar to the water-
cooler encounter in that both contribute to  increased creativity, problem-solving, and 
engagement. Different in that the releases were mobile and dynamic, offering what the 
Situationist International might recognise as “a technique of transient passage, through 
varied ambiences.”(in Knabb, p.45)  
 
Used in the Widdershins walks as a method for managing space and other resources, this 
dynamism has pedagogical implications and it has been useful to explore the ways in which 
pulses of tension and release can impact upon lesson-planning in a static classroom teaching 
context. It has also been interesting to speculate on the ways in which Prospect-Refuge might 
be re-introduced into this teaching context; what might be gained by framing familiar pre-
taught lesson content as refuge, and new target content as prospect? How might the 
dynamism of oscillations between the two contribute to a vibrant learning environment, and 
in turn, improved student learning?  
 
 
Widdershins Osaka!, Methodological Naiveté, and Borrowed Scenery  
 
As well as functioning as a perambulatory curation, the Widdershins Osaka! walks operate as 
a mobilisation of Jane Bennett’s (2010, p.17-18) call for a postponement of rational 
judgement through the application of “methodological naiveté”. In general terms the games 
and other interventions conducted on the walks perform this naiveté, asking participants to 
suspend their rational understanding of the city, its services and materiality and instead, play, 
linger, touch, digress, explore, narrate, smell, and listen. But there is a more specific way in 
which Bennett’s notions are mobilized within the project. Bennett (2010, p.18) asserts that 
the methodological naiveté she seeks can also be achieved through the revisiting of 
“discredited philosophies of nature”.  
 
The use of Fung’s re-reading of the Borrowed Scenery text within my project answers this call 
for “discredited philosophies”. It is generally recognised that reading aloud and speaking to 
an audience are causes of discomfort for many people so, among the participants of the 
walks, being asked to read aloud on the streets, and of listen to those readings invoke feelings 
of self-consciousness and discomfort, thereby altering awareness of both our surroundings 
and also our relationship to them. In a further an act of re-placement, through voiced readings 
of translated extracts within the walks, the Borrowed Scenery text, moves from theory into 
practice, a text drafted as design principle becomes a ‘script’, so to speak, for a series of 
improvised street-dramas. In this way the voiced readings function as another of Bennett’s 
proposed postponements, as rational understanding (of place) that is temporarily replaced 
by altered subjectivity and affect in the form of a heightened sense of self- and place-
awareness.     
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If Fung’s re-consideration of the Borrowed Scenery text can be seen as answering Bennett’s 
call (for a revisiting of discredited philosophies of nature) then Bennett’s propositions 
reciprocate, by similarly answering Fung’s calls. Fung (2003, p.308, 309) makes explicit his 
desire to “sound out the ways in which Chinese and Western concerns can be relevant and 
helpful to each other” and, to this end, discusses Heidegger’s aims of breaking from 
conventional dualistic thinking. Fung sees such dualism as leading to misrepresenting Chinese 
thought. Bennett’s notions echo these aims, updating them, and offering towards Fung’s own 
ambitions, a contextual framework more contemporary than Heidegger’s.  
 
By placing them together here for the purposes of comparisons and contrasts, and entangling 
theory with practice within my creative approaches, Fung’s and Bennett’s works create a 
closed circuit of ideas with each answering the other’s call: Bennett calls for a methodological 
naiveté through a re-visiting of discredited philosophies of nature; Fung offers just such a 
philosophy and then looks to Western materialist theories to dissolve dualistic thinking that 
he sees as problematic. Bennett provides that theory, and the circuit is closed.  
 
 
Borrowing Sceneries, Language, and Text  
 
Engagement with language is threaded throughout the Borrowing Scenery project. The 
structures of language, the written and spoken word, and the way language interacts with 
the visual, the material, and the spatial, all come into play as the project seeks to explore our 
individual and collective understandings of the places and spaces of our lived experience.  
 
If a desire to challenge dualistic modes of thinking is something I share with Bennett and Fung 
then the contranym is a linguistic device that helps me towards that end. A contranym is a 
word that has two opposing meanings; the verb to cleave, for example, means both to break 
apart, and to join together. Which of the meanings obtains in any given context is derived 
through that context. As the contranym moved through my Loosening Seams sequence, I 
asked myself a number of questions: what if there is no context?; what if the context is itself 
a contranym?; might both meanings obtain simultaneously?; if so, what might be the 
consequences? I came to realise that the contranym could short-circuit the dualistic 
tendencies of our everyday lived experience, and that art is a domain that celebrates the 
contranym. I began to apply a contranymic thinking within my walks whereby I would seek 
out encounters that short-circuited every day interpretation. In Widdershins Osaka! 2020 I 
made explicit reference to the contranym in relation to the shrine’s tiger motif that 
represented both disease and cure. (See Widdershins Osaka! 2020 for a full account of this 
walk.) During the course of my enquiries, these ideas were further reflected upon in relation 
to other aspects of practice such as Interdisciplinarity and the nature of art, and were used in 
creative ways to share my thoughts with my cohort. (See Appendix 5: Contranym, Art, 
Interdisciplinarity: Three Voids that Exist). In this way the contranym moves from being an 
attribute of language to an act of creativity, and communication, a method of seeing and 
engaging with the material world. 
 
The most extended engagement with language and linguistic ideas discussed within the 
project is the use of Michael Hoey’s Discourse Colony. Within the Borrowing Sceneries project 
this instrument of written discourse analysis is transposed (‘re-placed’) from the domain of 
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Linguistics to that of Creative Practice, where it operates as a map, offering routes and entry 
points to the digital component, revealing otherwise hidden readings within that component, 
and tethering current performative, digressive and non-linear modes of thought to childhood 
tendencies and preferences. The digital component of the project, the G&S text, has been 
shown to be in dialogue with the walking practices that drive the project as a whole, so to 
map the 9 properties of the discourse colony onto the G&S digital text is to also map the 
colony onto those practices and spatial encounters. In this way a walk becomes a colony text, 
and engagement with the digital text becomes a meandering journey. Such ‘re-placement’ 
reinforces Fung’s (2003, p.306) notions of “readerly shuttling”, and of the interplay between 
text/reading and space/walking.    
 
The theories, methods and practices have been discussed above as acts of ‘re-placement’, of 
shifting from location to location, from theory to practice, or from one domain to another. 
Collectively, they can be seen in terms of a further ‘re-placement’ as participants on the 
Widdershins walks or readers of the G&CS digital text undergo an internalised ‘re-placement’, 
perhaps startled into a ‘re-consideration’ of the habitual and the everyday. Walkers in Osaka 
are asked to see themselves in Leeds and, at times, to ‘re-place’ their sense of the present 
moment with threads or overlays of the past, such as medieval Leeds or Japan’s animistic past 
and its belief in spiritually invested material objects.   
 
 
Borrowing Sceneries and Pedagogy 
 
While the ‘re-placements’ (of theories, practices, methods, and beliefs, etc) described above 
can be seen to have direct implications for the growing International community of walking 
artists, they also have implications for the wider creative community of artists and designers, 
particularly in areas of pedagogy. In this way a further layer of re-placement is enacted as a 
creative practice centred on re-placement itself becomes re-placed within the teaching and 
learning environment, and the discourses surrounding that environment. Two examples of 
pedagogical discourse where the insights brought about through the Borrowing Sceneries 
project might have an impact are The Pilgrimage Project, conducted at Georgetown 
University in the US, and the sticky curriculum of Art and Design as it is advocated by Orr and 
Shreeve.  
 
The Pilgrimage Project is a multi-disciplinary enquiry into site that employs the Speculative 
method, particularly its attribute of not-yetness whereby “emergent discoveries of applied 
design and digital technology are not known in advance.” (Ross in Barba et al., 2019, p.351). 
It is possible to see that the contranym, the colony text, and the Widdershins walking methods 
enact much of the Pilgrimage Project’s imagining of “an interdisciplinary future pedagogy that 
both maintains and blurs boundaries: between disciplines; between formal and informal 
learning; between courses and curricula; between experts and novices; between instructors 
and students; and between the university and the rest of the social world.” (Barba et al., 2019, 
p. 351).  
 
Attracted to the multivalent nature of the term sticky, Orr and Shreeve (2018) establish the 
concept of the sticky curriculum in their discussion of Art and Design pedagogy. They outline 
nine definitions of sticky in order “to convey the challenges, conflicts, dilemmas, and 
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ambiguity in the creative curriculum.” (2018, p.6-7) It is possible to map the Borrowing 
Sceneries project and/ or its components onto at least three of these definitions, offering 
novel means by which Orr and Shreeve’s definitions can be, or have been, put into practice. 
Stickiness, they claim, is “an attraction or focus creating a social gathering.” (2018, p.6)  Such 
a gathering occurs both literally and figuratively within the Borrowing Sceneries components. 
The Widdershins Osaka! walks have evolved to pay close attention to interaction between 
participants as is demonstrated by the adaptation of Prospect Refuge to create tensions and 
releases. In more figurative terms, the accumulation of components within the G&CS colony 
text can be seen as “clumping or grouping, like sticky rice”, and in this way, writing breaks 
from its conventional linear understandings to become something clustered. Orr and Shreeve 
also suggest, “[s]ticky can be enjoyable and engaging with a sense of liberation and freedom 
to explore materials.” The sense of childhood play and wonder they describe is difficult to 
recreate in adulthood yet Widdershins walks have both hosted and witnessed joys and 
revelries close to those aspired to by the authors. Finally, “[s]ticky”, according to Orr and 
Shreeve, “can be elastic and stretchy,” and as has already been stated, the Borrowing 
Sceneries project resists notions of opening and closure and through its use of textual 
patchworks, and spatial-temporal tensions and releases, aspires to a character that is 
malleable and flexible.  
 
In these many creative interventions, in the creative disruptions and co-creations that 
occurred in the group walks, in the games and encounters that were shared with many 
people, I have created a space that has shifted from ‘the singular present’, to ‘the multiple, 
over-inscribed past’. As such, it potentially creates a new verb form– to widdershin 
(contranym): a form of walking that embraces Fung’s (in Kuitert, 2015 p.33) notions of “here-
and-now, there-and-then”; seemingly complex and physically impossible, but embodying 
evidence of its absurdist links with a nod to the Situationists. It is a contribution to 
contemporary art discourse and performance; it is a philosophical practice in that it is a 
transformation of theory into creative practice; and it is an inter-, multi-disciplinary transition 
and metamorphosis from linguistic theory into creative interventions that startle and disrupt 
habitual behaviour, in order to allow participants to see anew, and to evaluate 
retrospectively.  
 
Such renewed seeings and evaluations among walking participants have already born fruit in 
the form of collaborations and creative outputs. Several enduring creative collaborations 
have emerged among participants who would otherwise not have met. The walks have also 
been the trigger for the creation of an ambitious project for another of its participants. Jerry 
Gordon used the Widdershins Osaka! walks– with their Osaka setting, and their connection 
to Terminalia– as a point of departure for his novel, Terminalian Drift. This psychogeographic 
psycho-drama developed out of Jerry’s reflections on the textural sound recordings he made 
during Widdershins Osaka! 2018. In the novel’s Afterword Jerry describes how,  
 

…[a]lone in a bar after the walk, I listened to the recordings and wrote notes so I could 
remember what the sound textures and their locations had been. In that act of listening 
and note-taking, pieces of the Terminalian Drift story first appeared. (Gordon, 2021, 
p.177). 
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This extract from Jerry’s account reveals how his participation in the walk offered an 
opportunity for re-seeing the city– or ‘re-hearing’ it, in this case– and then for reflection and 
a retroactive evaluation of his encounters and their aural traces that in turn led to words on 
the page and the emergence of an extended narrative.  
 
Borrowing Sceneries establishes a novel combination of methods and disciplines; it arrives at 
new interpretations through intentionally disruptive walking encounters which in turn, lead 
to a process of fragmentary collection, representation, reflection and analysis, siting and (re) 
placing modes of being in shifting sites of experiential knowledge. This project’s own creative 
praxis has parallels in the situation of peoples across the world who are refugees, homeless, 
immigrants or escaping catastrophe, and for whom place-making is an imaginative, 
determined, creative act.  
 
As suggested by the above references to Costello and the resistance to closure she and I share, 
I aim to expand my work, and engage in collaborations in continuing and future teaching, 
public speaking, conference presentations, writing, publication, and further performative 
actions. This work will continue to inform the research of others in its combination of insights, 
theories, practices, and interpretation. And it will change forever the way one encounters, 
sees, hears, smells, touches, embraces, and challenges, walking journeys through urban 
centres. 
  
 
 
  



 106 

Bibliography 
 
 
Alldred, P. and Fox, N.J. (2016) Sociology and The New Materialism: Theory, Research, Action,  

Newbury Park: Sage.  

Allen, G. (2011) Intertextuality, Abingdon: Routledge. 

Appleton, J. (1984) Prospects and refuges re-visited, Landscape Journal 3:2, 91- 103 

Aragon, L. (2011) Paris Peasant, Cambridge: Exact Change.  

Augé, M. (2009) Non-Places, London: Verso. 

Auster, P. (1994) The New York Trilogy, London: Penguin.  

Bachelard, G. (1992) The Poetics of Space, Boston: Beacon Press. 

Ballard, J.G. (2001) Concrete Island, New York: Picador. 
(2008) Crash, New York: Fourth Estate. 
(2014) The Atrocity Exhibition, New York: Fourth Estate. 
(2015) High Rise, New York: Fourth Estate. 

Barad, K. (2007) Meeting the Universe Halfway, Durham: Duke University Press 
(2012) Interview with Karen Barad, in Dolphijn, R. and Van der Tuin, I. eds. New materialism: 
 interviews & cartographies, Open Humanities Press. 48- 70. 

Barba, E,. Henderson, G.E., Kadish, L.H., Osborn, J.R., and Strong, L.M.  (2019) The Pilgrimage Project: 
Speculative design for engaged interdisciplinary education, in Arts & Humanities in Higher 
Education, 18:4, 349- 371 

Barrett, E. and Bolt, B. eds. (2007) Practice as Research: Approaches to Creative Arts Enquiry, London:  
I.B.Tauris 
(2012) Carnal Knowledge: Towards a ‘New Materialism” Through the Arts, London: I.B. Tauris 

Bennett, J. (2010) Vibrant Matter, Durham: Duke University Press. 

Berque, A. (2004) Offspring of Watsuji’s Theory of Milieu (Fûdo), GeoJournal, 60:4. 

Bolt, B. (2004) Art Beyond Representation: The performative power of the image, London: I.B.Tauris. 
(2004) Heidegger, Handlability and Praxical Knowledge, Conference of The Australian Council 
of Art and Design Schools,  
Available at: https://acuads.com.au/wp-content/uploads/2014/12/bolt.pdf article 
Last accessed: 20th June, 2021.  

Breton, A. (1999) Nadja, London: Penguin. 

Brewster, A. (1996) Fictocriticism: Undisciplined Writing, The First Conference of The Association of  
University Writing Programmes, University of Sydney.   

Bridger, A.J. (2014) Visualising Manchester: Exploring New Ways to Study Urban Environments with 
Reference to Situationist Theory, the Dérive, and Qualitative Research, Qualitative Research 
in Psychology, 11:1.  

Cage, J. (1994) Silence: Lectures and Writings, London: Marion Boyars  

Careri, F. (2017) Walkscapes: walking as an aesthetic practice, Ames: Culicidae Press. 

Casey, E.S. (1998) The Fate of Place, Berkeley: University of California Press. 

Castro, B. in Costello, M. (2005) ‘Irrigorous Uncertainties’: Writing, Politics and Pedagogy in Text, 9. 
www.textjournal.com.au/april05/costello.htm 



 107 

Accessed: 16th January, 2021. 

Chong, D., Hayashi, M., Kajiya, Kenji. And Sumitomo, F. eds. (2013) From Post-war to Postmodern: Art 
 in Japan 1945-n1989, Durham; Duke University.  

Cole, T. (2012) Open City, London: Faber and Faber. 

Coole, D. and Frost, S. (2010) in Coole, D and Frost. S. eds. Introducing the new materialism, in New 
materialisms: ontology, agency and politics, Durham: Duke  University Press. 

Costello, M. (2005) ‘Irrigorous Uncertainties’: Writing, Politics and Pedagogy in Text, 9. 
www.textjournal.com.au/april05/costello.htm 
Accessed: 16th January, 2021. 

Coupland, N. and Jaworski, A. (2006). The Discourse Reader. Abingdon: Routledge 

Coverley, M. (2010) Psychogeography, Harpenden: Pocket Essentials. 
(2012) The Art of Wandering, Harpenden: Oldcastle 

Cullen, G. (1963) Concise Townscape, Abingdon: Architectural Press 

De Certeau, M. (1988) The Practice of Everyday Life, Berkeley: University of California. 

Dörnyei, Z. (2007) Research Methods in Applied Linguistics. Oxford: Oxford University Press. 

ecm.com (2013) Boros Zsófia: en otre parte, Munich: ECM Records 
Available at: www.ecmrecords.com/shop/143038752845 
Last accessed: 8th august, 2021. 

Edensor, T. (2010) Walking in Rhythms: Place, regulation, style and the Flow of Experience, Visual 
Studies, 25:1, 69-79.  

Elias, A. J. (2010) Psychogeography, Détournement, Cyberspace, New Literary History, 41:4 

Elkin, L. (2016) Flâneuse: Women Walk the City in Paris, New York, Tokyo, Venice, and London,  
London: Vintage. 

Engel, D.H., Kudo, M., Seike, K. (1980) A Japanese touch for Your garden, Tokyo: Kodansha 
International. 

Farley, P. Symmons Roberts, M. (2012) Edgelands: Journeys into England’s True Wilderness, London: 
Vintage. 

Fisher, M. (2014) Lost Futures, Ghosts of My Life Alresford: Zero Books. 

Fu. C.W. and Heine, S. eds. (1995) Japan in Traditional and Postmodern Perspectives, Albany: State 
University of New York Press.  

Fung, S. (1998) The Interdisciplinary Prospects of Reading Yuan ye, in Studies in The History of Gardens 
 and Designed Landscapes. 

               (2003) Here and There in Yuan ye, in Design Philosophy Papers. 1:6. 

Gordon, J. (2021) Terminalian Drift, Axminster: Triarchy Press. 

Gray, C. and Malins, J. (2004) Visualizing Research: A Guide to the Research Process in Art and  
Design, Abingdon: Routledge 

Grichting, A. (2014) Review of “Terrain Vague: Interstices at the Edge of the Pale”, in Archnet- 
International Journal of Architecture Research, 8:1,171- 172 

Gros, F. (2015) A Philosophy of Walking, London: Verso. 

Haas, G. (2017) Ficto/critical strategies: subverting Textual Practices of Meaning, Other, Self- 
formation, Bielefeld: Transcript 



 108 

Hardie, A. (2012) Translator’s preface to the second edition in The craft of gardens, Cheng. J, New  
York: Better Link Press. 9-10. 

Harper, G. and Kroll, J. (2013) Research Methods in Creative Writing, Basingstoke: Palgrave Macmillan 

Hashimoto, A. (2011) Kaza Ana/ Air Hole: Another Form of Conceptualism from Asia, exhibition 
catalogue, Osaka: National Museum of Art 

Hayles, N.K. (2017) Unthought: The Power of the Cognitive Unconscious, Chicago: University of  
Chicago. 

Hind, C. and Qualmann, C. (2015) Ways to Wander, Axminster: Triarchy Press. 

Hoey, M. (1986) The Discourse Colony: A Preliminary Study of a Neglected Discourse Type in  
Coulthard, M. ed. Talking about text, Birmingham: Birmingham University Press. 1- 26. 
(2001) Textual Interaction: an Introduction to Written Discourse Analysis, London: Routledge. 

Jaworski, A. and Coupland, N. eds. (2006) The Discourse Reader, Abingdon: Routledge.  

Jewitt, C. ed. (2009) The Routledge Handbook of Multimodal Analysis, Abingdon: Routledge. 

Johnson, D. W. (2016) Watsuji’s Topology of The Self, Asian Philosophy, 26:3.  

Jones, G. in Standing, A. and Richardson, T. eds. (2016) Stepz II: a psychogeography zine, Manchester: 
People’s History Museum. 
(2017) Shuttlings Between: Deploying Borrowed Scenery in a Contemporary  Walking  
Practice, in Intervalla: A Journal of Intellectual Exchange, 5.  
Available at www.intervalla.org 
Last accessed: 14th January, 2021.  

Kara. H. (2020) Creative Research Methods: A practical guide, Bristol: Policy Press. 

Keiller, P. (1994) London, London: British Film Institute. 
(1997) Robinson in Space, London: British Film Institute. 
(2010) Robinson in Ruins, London: British Film Institute. 

Knabb, K. (ed.) (1981) Situationist International Anthology, Berkeley: Bureau of Public Secrets. 

Kress, G. and van Leeuwen, T. (2006) Reading Images: The Grammar of Visual Design, Abingdon:  
Routledge.  

Kuitert, W. (2015) Borrowing Scenery and The Landscape That Lends– The Last Chapter of Yuanye, 
 Journal of Landscape Architecture, 10:2. 

Lefebvre, H. (1991) The Production of Space, Hoboken: Wiley 
(2013) Rhythmanalysis, London: Bloomsbury 

Loxley, J. (2006) Performativity, Abingdon: Routledge.  

MacFarlane, R. (2005) A Road of One’s Own, London: Times Literary Supplement 

Machin, D. (2007) Introduction to Multimodal Analysis, London: Blooomsbury.  

Malpas, J. (2008) Heidegger’s Topology, Cambridge: MIT Press. 

Massey, D. (2005) For Space, Newbury Park: Sage. 

McDonough, T. (2009) The Situationists and The City, London: Verso.  

Miéville, C. (2011) The City and The City, London: Pan Macmillan 

Mirzoeff, N. (2015) How to See the World, Pelican: London. 

Mitchell, D. (2014) The Right to The City, New York: Guildford Press.  



 109 

Moran, D. (2000) Introduction to Phenomenology, Abingdon: Routledge. 

Moran, J. (2010) Interdisciplinarity, Abingdon: Routledge. 

Muercke, S. (2002) The Fall: Fictocritical Writing, Parallax, 8:4. 

Nelson, R. (2013) Practice as Research in the Arts, Basingstoke: Palgrave Macmillan. 

Ono, R., Shimomura, A, and Zhou, H. (2012) The Character and Variety of the Term Borrowed Scenery   
 in Japanese Gardening, in Landscape Research Japan Online, 5. 

O’Rourke, K. (2013) Walking and Mapping: Artists as Cartographers, Cambridge: MIT Press. 

Orr, S. and Shreeve, A. (2018) Art and Design Pedagogy in Higher Education: Knowledge, Values and 
Ambiguity in The Creative Curriculum, Abingdon: Routledge 

 
Overall, S. (2017) The Walking Dead: or Why Psychogeography Matters, in Voss, A. and Wilson, S. eds.  

Re-enchanting the Academy, Auckland: Rubedo Press.  

Pallasmaa, J. (2012) The Eyes of The Skin, Hoboken: Wiley. 

Papadimitriou, N. (2013) Scarp, London: Sceptre 

Parasophia: Kyoto International Festival of Contemporary Culture (2015) Exhibition Catalogue, Kyoto 
Municipal Museum of Art.  

Pearson, M. (2010) Site-Specific Performance, Basingstoke: Palgrave. 

Perec, G. (2008) Species of Spaces and Other Pieces, London: Penguin. 

Persighetti, S. and Smith, P. (2012) A Sardine Street Box of Tricks, Axminster: Triarchy Press. 

Pink, S. (2013) Doing Visual Ethnography, Newbury Park: Sage. 

Pierce, J. and Lawhon, M. (2015) Walking as Method: Toward Methodological Forthrightness and 
Comparability in Urban Geographical Research, The Professional Geographer, 67:4.  

Qualmann, C. (2014) Perambulator: Final Report for Devron Arts,  
Available at: www.deveron-
projects.com/site_media/uploads/clare_qualmann_perambulator_artist_report.pdf  
Last accessed: 14th January, 2021. 

Richardson, T. (2015) A Wander through the Scene of British Urban Walking, in Richardson, T. ed. 
Walking inside out: contemporary British psychogeography, London: Rowman & Littlefield 
International, 1- 27. 
(2015) Developing Schizocartography: Formulating a Theoretical Methodology for a Walking 
Practice”, in Richardson, T. ed. Walking inside out: contemporary British psychogeography, 
London: Rowman & Littlefield International, 181-194. 

Rogers, J. (2009) The London Perambulator,  
Available at: https://youtu.be/TNGskCNrBHY 
Last accessed: 25th June, 2021. 

Rose, G. (2006) Visual Methodologies, Newbury Park: Sage.  

Schechner, R. (2013) Performance Studies: An Introduction, Abingdon: Routledge.  

Sebald, W.G. (2013) The Rings of Saturn, London: Vintage. 

Self, W. (1995) Scale, London: Penguin. 

Shoad, M. Edgelands, in Jenkins, J. ed. Remaking the Landscape: The Changing Face of Britain (2002) 
London: Profile. 117~ 146. 



 110 

Silliman, R. in Costello, M. (2005) ‘Irrigorous Uncertainties’: Writing, Politics and Pedagogy in Text, 
9.www.textjournal.com.au/april05/costello.htm 
Accessed: 16th January, 2021. 

Sinclair, I. (2003) London Orbital London: Penguin 

Smith, H. (2005) The Writing Experiment: Strategies for Innovative Creative Writing, Crows Nest: Allen 
& Unwin 

Smith, P. (2003) Z-Worlds: Three Drifts, unpublished private document 
(2009) Crab Walking and Mythogeography in Mock, R. ed. Walking, writing and 
performance, Bristol: Intellect. 81- 114.  
(2010) Mythogeography: a guide to walking sideways, Axminster: Triarchy Press.  
(2011) Mythogeography Works: Performing Multiplicity on Queen Street, Research in Drama 
Education: The Journal of Applied Theatre and Performance, 16:2.  
(2014) On Walking, Axminster: Triarchy Press. 
(2017) Two Walks with Objects, Humanities, 6:51 

Snaza, N., Sonu, D., Truman, S.E. and Zaliwska, Z. eds. (2016) Pedagogical Matters: New Materialisms 
and Curriculum Studies, Oxford: Peter Lang. 

Soja, W.E. (1996) Thirdspace: Journeys to Los Angeles and other Real-and-Imagined Places, Oxford:  
Blackwell.  
(2011) Postmodern Geographies: The Reassertion of Space in Critical Social Theory, London: 
Verso 

Solnit, R. (2002) Wanderlust: A History of Walking, London: Verso. 

Springgay, S. and Truman, S.E. (2019) Walking Methodologies in a More-than-human World, 
Abingdon: Routledge. 

Stracey, F. (2014) Constructed Situations: A New History of The Situationist International, London:  
Pluto Press.  

Šustáčková, V. (2016) Personal Advertisements as Text Colonies: Features and Types of Colonies, 
Discourse and Interaction, 9:1. 

Tally Jr., R.T. (2013) Spatiality, Abingdon: Routledge 

Tanizaki, J. (1980) In Praise of Shadows, Stony Creek: Leete’s Island.  

Taylor, A. (2008) Examined Life, New York: Zeitgeist Films. 

Terunobu, F. (2016) Under the Banner of Street Observation, Forty-five: A Journal of Outside Research 
Available at: https://forty-five.com/papers/under-the-banner-of-street-observation 
Last visited: 25th June, 2021.  

Tomášková, R. (2011) Text Colonies or Hypertexts: On the Unified Discontinuity in Lifestyle 
Magazine Discourse, Ostova Journal of English Philology, 3.  

Tuan, Y. (2001) Space and Place: The Perspective of Experience, Minneapolis: University of Minnesota. 

Whall, M. (2017) July 25th, 2017 First entry Crossed Paths blog  
Available at: www.mirandawhall.space/?p=2670 
Last accessed: 14th January, 2012. 

Windsor, M. (2011) Art of Interaction: A Theoretical Examination of Carsten Höller’s Test Site, Tate 
Papers, 15.   
Available at: http://www.tate.org.uk/research/publications/tate-papers/15/art-of-
interaction-a-theoretical- examination-of-carsten-holler-test-site  
Last accessed: 8th April 2017.  



 111 

  



 112 

  



 113 

Appendix 1: Contemporary Walking Practices: An Article Extract.        
 
The following extract has been taken from the article Shuttlings Between: Deploying 
Borrowed Scenery in a Contemporary Walking Practice. The article was first published in 
Intervalla: A Journal of Intellectual Exchange in 2017.  
 

While Solnit traces walking as a cultural practice to the philosopher Rousseau,5 many of 
today’s walking artists align themselves in relation to the Situationist International (hereafter The 
Situationists). Active in the 1950s and 1960s the Situationists can be seen as the heirs to a 
European avant-garde, filling the void left by the Dadaists and Surrealists after World War II. 
Led by the left-wing radical, Guy Debord, they were a fluid collective of artists, activists, and 
intellectuals for whom play, the absurd and the irrational were legitimate approaches to 
intellectual and artistic revolution.6 Appalled by what they saw as the the over-commodification 
and increasing banality of urban life, the Situationists developed psychogeography as a method by 
which to gauge ‘the effects of the geographical environment, […] on the emotions and 
behaviour of individuals’.7 Psychogeography involved a quasi-scientific engagement with the city 
whereby movement through its streets and spaces would reveal some underlying truth. Games of 
chance, or absurd performances such as using the map of one city to navigate the streets of 
another were used to disrupt habituated encounters with space. Chief among their tactics was the 
dérive, or drift, an aimless walk that promoted ‘transient passage through varied ambiences’.8 
Although the group dissolved around the time of the 1968 Paris uprisings, in recent years there 
has been renewed interest in the Situationists, psychogeography, and dérive. Debord, spoke of 
psychogeography’s ‘pleasing vagueness’ and it is perhaps this vagueness that is responsible for so 
many practitioners identifying themselves with the movement.9 Richardson recognises this 
growth in interest, and in her recent survey of British psychogeography suggests that, ‘when 
using the term psychogeography, one should always be thinking of psychogeographies.’10 
 

It would be a mistake to suggest that all walking artists identify with the tradition of the 
Situationists’ psychogeography yet recognising the role played by these ideas can help in the 
understanding of relational practices, whose aims, methods, and outcomes can be difficult to 
comprehend in terms of conventional artistic practice where product is often foregrounded over 
process. For many of today’s walking artists, the act of walking is an entanglement of both their 
everyday lived experience and their creative practice. Clare Qualmann’s Perambulator (2014) 
residency explored the ways in which her interaction with the urban landscape changed once she 
became a mother and needed to navigate the city with a baby-stroller.11 For others, their 
engagement with walking is more tangential. Astra Taylor’s film, The Examined Life (2014) is an 
enquiry into contemporary philosophy and takes the form of conversations with, or monologues 
by, current cultural thinkers.12 The film is structured around a series of walks and journeys, and 
while walking rarely becomes the direct topic of conversation, its role in facilitating, structuring, 
and pacing the thoughts of the speakers affirms Rousseau’s observation that our minds only 

 
5 Rebecca Solnit, Wanderlust: A History of Walking (London: Verso, 2002), 14. 
6 Merlin Coverley, Psychogeography (Harpenden: Pocket Essentials, 2010), 81-102. 
7 Coverley, Psychogeography, 89. 
8 Coverley, Psychogeography, 96. 
9 Coverley, Psychogeography, 89. 
10 Tina Richardson, “A Wander Through The Scene of British Urban Walking”, in Walking Inside Out: Contemporary 
British Psychogeography, ed. Tina Richardson (London: Rowman & Littlefield International, 2015), 3. 
11 Clare Qualmann, Perambulator: Final Report for Devron Arts Last accessed: 2nd August, 2017. www.deveron-
projects.com/site_media/uploads/clare_qualmann_perambulator_artist_report.pdf  
12 Astra Taylor, Examined Life (New York: Zeitgeist Films, 2008). 
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work with our legs.13 One section of the film that does discuss walking directly follows critical 
theorist Judith Butler as she walks with Sunaura Taylor through the streets of San Francisco. 
Their conversation explores how we identify ourselves as walkers, and the material and social 
obstacles that the city presents to someone such as Taylor whose chronic condition requires her 
to use a mobility chair.14 Many walking artists are keen to situate their practice within a research 
context, deploying interdisciplinary methods, publishing papers and presenting at conferences. 
Multi-disciplinary artist Miranda Whall is currently engaged in a research project whereby she 
transforms herself into ‘a cyborg sheep’, attaches 13 Go-Pro cameras to her body and walks (on 
all fours) the ancient drovers’ tracks in the Cambrian mountains near her home in Wales.15 By 
collaborating with researchers and practitioners from the natural sciences and creative arts,  
Whall’s project explores both the bio-diversity and cultural heritage of the region.16 Within the 
pluralities of practice, neologisms have begun to emerge. Performance researcher and prolific 
walker, Phil Smith elides methods with persona in mythogeography. A term born of a mis-
remembering of the word psychogeography17, mythogeography advocates a re-enchantment of 
the relationship between a place and the subject experiencing it. For Smith, such a re-
enchantment comes about through the subject (the walker) allowing themselves to develop 
narratives out of their encounters with place: reverie, serendipity, memory, sensual associations, 
puns and more, for the mythogeographer, all have the potential to enrich our connection to, and 
understanding of place.18 With another neologism, schizocartography, Tina Richardson brands her 
own methods of urban walking, synthesising the theories of Felix Guattari with the practices of 
the Situationists.19 Although no neologisms have revealed themselves to me in the course of my 
own work it is among these psychogeographers, dériveurs, perambulators, mythogeographers, 
and schizocartographers that I situate myself and my own engagements with place and space. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
13 Solnit, Wanderlust, 14. 
14 Taylor, Examined Life. 
15 Miranda Whall, July 25th, 2017 First entry Crossed Paths blog Last accessed 3rd August, 2017. 
www.mirandawhall.space/?p=2670 
16 Whall, Crossed Paths. 
17 Phil Smith, Crab Walking and Mythogeography, Walking, Writing and Performance, ed. Roberta Mock (Bristol: 
Intellect, 2009), 82 
18 Phil Smith, Crab Walking, 84. 
19 Tina Richardson, “Developing Schizocartography: Formulating a Theoretical Methodology for a Walking 
Practice”, in Walking Inside Out: Contemporary British Psychogeography, ed. Tina Richardson (London: Rowman & 
Littlefield International, 2015), 181-194. 
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Appendix 2: Connecting Cities, Connecting People: Urban Walking in the Time of Pandemic 
 
Below are the edited notes and digital slides used in the presentation Connecting Cities, 
Connecting People: Urban Walking in the Time of Pandemic, given at the 18th Urban Culture 
Forum, Chulalongkorn University, Bangkok, Thailand on 8th March, 2021. This presentation 
documented the Widdershins Osaka! 2020 walk in such a way as to draw attention to the 
events that led up to and informed the walk. These events involved the then-emergent news 
of a virus emanating from Wuhan Province, China. To write this presentation I returned to my 
journal entries from that time. Some of those entries, in an edited form, are included within 
the presentation but to can also be found in their original form and context within the G&CS 
digital component of this project. The relevant journal entries were made in the final week of 
January 2020  and that month’s document can be found in Volume 4 of G&CS. Further entries, 
not included in the presentation but perhaps of interest can be found in February’s 
component located in Volume 2 of G&CS.  
 
 

 
 
Good morning everyone. Thank you to the organisers for giving me the opportunity to speak 
today. Cities, Connecting People: Urban Walking in the Time of Pandemic. My interests as a 
researcher and artist lie in place, displacement and encounter. My methods include the visual, 
writings, and walking.  
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There are many historical precedents for walking arts: two important ones for me are the 
psychogeography of the Situationists in Europe, and the interventions of Akasegawa Genpei 
and The Street Observation Society in Tokyo in the 1960s. 
 

 
 
As well as this historical context, there is also no shortage of contemporary context for my 
walking. The community of artists and creatives who walk is a growing one. Clare Qualmann 
brings communities into her walking practice. Phil Smith’s Mythogeography continues to 
provide me with an important methodological framework for my projects. Today I’m going to 
discuss one of my projects. An annual group walk that I have developed over the last 5 years.  

 

       
Every February since 2016 I have invited people to join me on a walk through Osaka where I 
have been living. During our walks we read, play games, tease out narratives. We interact 
with the place on various levels. We disrupt our habits of encounter. We see place anew.  
Each year the group got bigger and more diverse. More local people, more children.  

  
Today I’m going to talk about last February’s walk. I will entangle the story of the walk with 
all our stories because the walk emerged at a singular time in history: the final weeks of a 
world that didn't know the term COVID 19.   
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In 2019 I moved from Osaka, Japan to Chongqing, China. I began planning my February walk. 
I was excited at the prospect of entangling another city with all its narratives into the stories 
of my previous walks. I looked at maps and considered my options for a Chongqing walk.  
 

 
 
But in January 2020 things began to change. They changed for me in China, and soon they 
changed for the world. We are still living those changes. To tell my story I have returned to 
my journal in order to capture some of the emotions as well as events of that time.  
 

23/01/20: This Corona Virus means we should avoid crowded places, stay close to 
home. It’s put a damper on our holiday plans but there is a silver lining in that I 
need to be getting stuff done and avoiding distractions.  
 
24/01/20: It’s New Year’s Eve in China and what would have already been an 
unusual atmosphere has been made even more strange by this developing 
coronavirus. It’s getting more serious by the day. Glad to have moved our 
departure date forward. Nothing much to do now but wait and live in a kind of 
self-imposed hibernation.  
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25/01/20: The tension increases as we wait to leave hoping that authorities don’t 
lock us down. I’ve work to do but it’s hard to concentrate.  
  
26/01/20: This month started so strongly but who would have thought it would 
end so strangely? Last night was the most stressful when we received official 
notification that transport links within Chongqing were being suspended. This 
seriously rattled me, but friends confirmed that this was just malicious fake news. 

 
On 27th January my wife and I flew safely back to Japan. Again, my journal reveals the 
disorientation and displacement of that time and the effect it had on thoughts, actions, and 
the walk.  
 

28/01/20: We are in Japan, 24 hours after arriving from China. Disoriented. 
Strange days. I’m in between planets today, tossed between past and present. I 
am here and now, there and then. Glimpses of past people and places. Gillian and 
Mum. Both gone. Journeys and spaces. Voids and blanks. Appearances and 
disappearances. All gone too? Who am I? 
 
30/01/20: It now looks certain that because of the spreading virus we won’t be in 
China for the walk on February 23rd.  
 
31/01/20: Spent much of yesterday and today sourcing masks before packing 
them and sending them to those who need them in Chongqing and Chengdu: Guo, 
Deng & Bai, Kefan in the coffeeshop, and Joy. Concerned for everyone who is still 
there and glad to be able to help in this small way.  
  

So in the space of a week emotions had spiralled from a vague sense of inconvenience, to 
anxiety and disorientation. Amongst all this was a desire to help in some way and to move 
forward with a walk in some form or other. I developed a project that would both weave 
Chongqing into the established Osaka narratives, and, through digital communications, 
enable absent friends to participate.  
 

       
 
My previous walks had an established circular route through Osaka, connecting 6 specific 
points in the centre of the city. In the centre of that loop is Doshoumachi. This street has long 
established links to the Chinese medicine trade and to cholera epidemics that ravaged the 
city in the past. I decided to focus the walk on this street and to walk its length, from the canal 
at its west end to the one at its east.  
 



 119 

 
 
About 10 of us gathered. Talking and walking and glad to be able to do both, the group drifted 
east. Jim wandered off to photograph one of the few remaining pre-war buildings spotted on 
an adjacent corner, Keichi zigzagged around us, lingering here, peering in there. We gathered 
at the window display of one of the big pharmaceutical companies that has developed out of 
the old apothecaries on the street.  
 

 
 
At Sukuna-Hikona shrine, after a quick discussion of its origins and the role it continues to 
perform on this street, the group broke up to engage with various parts of the shrine.  
 
As we regroup, without announcement I began to read words from a list I pull from my pocket. 
Consume, consult, back up, apology, cool, fearsome. To  my confused listeners I explained 
that these words are all contranyms; words that have two opposing meanings. I believe that 
art is a contranym, short-circuiting rational thought through its ability to make two opposing 
propositions simultaneously. I linked this idea to the shrine, and the contranym of its motif of 
the tiger. The tiger symbolizing both disease and cure; the cholera that once ravaged the city 
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and the medicinal crushed tiger skull that was believed to be its cure. I then drew attention 
to the common binaries that operate in culture such as nature-culture and male-female. I 
focus on self-other and suggest that the virus has revealed that the boundaries between the 
two are porous, unstable and in some ways unknowable. What constitutes the boundary 
between me and not-me?; between me and other?; between me and you? As I signalled for 
us to move on I proposed we take these questions forward with us.  
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My walks have become an act of curation as I invite other participants to present their own 
interventions along the way. Here, artist and friend Jerry Gordon, passed out blank slips of 
paper from his handsome story-stick and asked people to draw, write or inscribe in some way, 
any memories, stories or fragments triggered by the walking encounter. At the end of the 
walk he gathered these slips, and reattached them to his stick, to entwine within his own 
narratives at a later date. 
 

 
 
As we reach the end of the street and the end of our walk, I pass handouts to the group 
containing a short passage from Bocaccio’s Decameron. I explain that The Decameron is a 14th 
century collection of stories told by a group of 10 young people sheltering in a secluded villa 
to escape the Black Death. I tell them that my locked down friends in China and Italy have 
been finding some solace in the stories of The Decameron and that they have chosen this 
short passage for a reading and that they will be joining us for this reading. The passage has 
been provided in four languages: Italian, Japanese, English, and Chinese. 
 
 
I use my iphone to connect to these two friends. Fiona in Florence and Guo in Chengdu. After 
brief formalities in which Fiona describes the conditions of lockdown already imposed on the 
Italian city she reads the passage in Italian. When she finishes there is a moment of silence 
before a burst of spontaneous applause. This simple act of reading has been deeply moving. 
Guo tells of her experience of lockdown in Chengdu. In her voice there is an anxious quiver. 
In spite of this she agrees to read the passage in Chinese. Again, a round of applause when 
she finishes. Tension and release. To show our appreciation to Fiona and Guo, we in Osaka 
voice a group reading of the passage in Japanese and English simultaneously. Strong and richly 
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textured sounds as the Japanese mingles with the English. Fiona joins in with the Italian. Guo 
again in Chinese.  
 

“Friendship, then, is a most sacred thing, not only worthy of singular reverence, but 
eternally to be praised as a deeply discerning mother of probity and munificence, the 
sister of gratitude and charity, and the foe of hatred and avarice, ever ready, without 
waiting to be asked, to do virtuously unto others that which it would wish to be done 
unto itself. But very seldom in this day and age do we find two persons in whom its 
hallowed effects may be seen, this being the fault of men’s shameful and miserly greed, 
which, being solely concerned with seeking its own advantage, has banished friendship to 
perpetual exile beyond earth’s farthest limits.” (Bocaccio:763) 
 

In the silence that follows there is something intangible. I prompt a round of applause as a 
release from a sustained and suspended moment that might otherwise have remained 
unbroken. We say our goodbyes to Florence and Chengdu. Unspoken, among us on the street 
there is an understanding that we have participated in something good, right, and true. No 
one needs telling that this year’s walk has come to its end.  
 

 
 
The lockdowns experienced in Italy and China were the first of this pandemic and among the 
most severe, but all of us will have encountered something similar in the last 12 months. My 
family in Wales and England were told that exercise and leisure must start from home and 
end at home: no cars; no travelling to prescribed scenic spots. In order to sustain positivity 
under such restrictions they were required to find value in pedestrianism, and in the local. 
Here was an opportunity to reframe restrictions as opportunities and precipitate a 
reconfiguration of our cities and of the relationships we forge within them. An opportunity to 
re-evaluate the terms of our lived experience within the terminology of pandemic.  
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Appendix 3: Extract from Stepz II: A Psychogeography Zine.         
 
A reproduction of an account of Widdershins Osaka! 2016 as it appeared in ‘Stepz II: Between 
the Rollerama and the Junk Yard: a Psychogeography Zine’. This zine was commissioned as 
part of the ‘Loitering with Intent’ exhibition held at The People’s History Museum, 
Manchester, July- September, 2016.  
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Appendix 4: Borrowed Scenery: An Article Extract.    
 
The following extract has been taken from the article Shuttlings Between: Deploying 
Borrowed Scenery in a Contemporary Walking Practice. The article was first published in 
Intervalla: A Journal of Intellectual Exchange. 
 
SHUTTLINGS BETWEEN: BORROWED SCENERY, ITS HISTORIES AND 
DISCOURSES 
 

Borrowed scenery ~ shakkei in Japanese and jiejing in Chinese~ is generally understood to be 
the technique of including within the design or perception of a garden, elements that lie outside. 
In its simplest terms it can be understood as follows. At Isui-en gardens, Nara, from the veranda 
of the house, the visitor can see a grassy embankment rising from the far side of the pond. From 
this vantage point the ridge of the embankment forms a gentle symmetrical curve across the 
plane of vision. Almost directly behind this curving ‘horizon’ another similarly curved horizon 
can be seen- that formed against the sky by Mt. Wakakusa. Although several kilometres away, 
Wakakusa has been incorporated into the design allowing the garden to extend beyond its own 
perimeter, blurring the line between interior and exterior. This understanding of borrowed 
scenery that frames a scene from a given vantage point became relatively fixed following the 
1960s when modernist architects in Japan adopted it as a method for addressing issues of 
interior/ exterior space within their own work. It did not take long for these ideas to spread to 
Western designers who at that time looked to Japan as a place of inspiration, and for borrowed 
scenery to become understood as a Japanese concept.20  

 
Still today, this Japanese iteration, shakkei, persists in popular discourse, with its emphasis on 

the idea of borrowed scenery as a fixed vantage point from which to view a scene.21 Borrowed 
scenery however is not Japanese. Ono, Shimomura, and Zhou agree that while borrowed scenery 
took on a new identity in Japan and evolved independently it has its roots in China.22 Borrowed 
scenery is a far more nuanced and ambiguous cluster of concepts than the example described 
above suggests. It includes numerous categories of borrowing that respond not only to spatial 
considerations such as near and far but also temporal issues: times of day and the seasons for 
example. These categories also stimulate all five senses and not only the visual. The ambiguity 
inherent in borrowed scenery lies in its original Chinese iteration, the 400-year old Yuanye text 
and recent attempts to interpret it. These attempts move us yet further away from the fixed 
vantage point of the Isui-en Garden example given above to a borrowing that is far more elusive. 
Questions are raised about who or what is performing the borrowing, and who or what is being 
borrowed. As Fung describes there is within the text a ‘shuttling between scene, self, action, 
scene, self […] here-and-now and there-and-then’.23 It is this crossing and re-crossing of the 
boundary between self and other, and the ambiguity as to the agency at play in the borrowing 
and lending that has come to drive my interest in borrowed scenery, echoing as it does both the 
concerns within my practice as well as those of the New Materialists.  
  

 
20 Wybe Kuitert, Borrowing Scenery and The Landscape That Lends~ The Last Chapter of Yuanye, Journal of 
Landscape Architecture, 10:2, (2015), 32. 
21 David. H. Engel, Masanobu Kudo, Kiyoshi Seike, A Japanese Touch for Your Garden (Tokyo: Kodansha 
International, 1980), 66. 
22 Ryohei Ono and Akio Shimomura and Hongjun Zhou, The Character and Variety of the Term Borrowed Scenery 
in Japanese Gardening, in Landscape Research Japan Online, 5 (2012), 17. 
23 Kuitert, Borrowing Scenery, 33. 
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Written in the late Ming dynasty by experienced garden designer Ji Cheng (b. 1582) Yuanye is 
the first written treatise on garden design in China.24 The text remained relatively obscure even in 
China until its rediscovery by Japanese scholars in the early 20th century. It wasn’t until 1949 that 
it was first brought to the attention of Western scholars by Oswald Sirén in his book Gardens of 
China.25 Alison Hardie then provided the first full English translation of the text published as The 
Craft of Gardens in 1988.26 While recognising the importance of Hardie’s work, both Fung and 
Kuitert imply that her translation is less than perfect,27 and in her preface to the second edition, 
Hardie herself acknowledges that if she were to attempt such a translation again she would do it 
very differently.28 For Kuitert, Che Bing Chiu’s French translation of 1997 is far superior, 
including as it does extensive commentary.29 Kuitert also praises the work of Stanislaus Fung 
who addresses the problems that arise from reading Yuanye in the context of Western dualistic 
thought thereby neglecting the cultural context in which it was written.30 And while much has 
been written on Yuanye within the disciplines associated with landscape architecture and design, 
it is Fung who recognises the potential value of the text to those working in other disciplines and 
whose specialist knowledge lies elsewhere.31  

 
In his essay Here and There in Yuan Ye, Fung asserts that attempts to understand the notion of 

borrowed scenery in Western dualistic terms (subject/ object; nature/ culture; body/ mind) have 
been responsible for a misrepresentation of borrowing that reduce it to design: the alignment of 
vantage points with scenic elements. Staying true to non-dualistic Chinese thinking, Fung refuses 
to assign agency to a designer or to any single entity instead seeking a ‘correlativity […] of the 
elements of process’.32 His approach to reading the text has evolved from a focus on the texts 
minutiae to a method he describes as a line-by-line ‘drift’.33 Such an approach has revealed to 
him Yuanye’s performative nature:  

 
“Yuan ye engages the reader in a peripatetic thinking informed by a larger order of texts that re-
organise Chinese cultural memory. “Borrowing views” is not a set of design principles but refers to 
an embodied, meandering thinking. Yuan ye offers not a statement of principles but provokes a 
kind of readerly shuttling.”34    
 
Fung makes explicit his desire to find ways in which Chinese and Western scholarly concerns 

can be mutually beneficial.35 To this end, and in the hope that they may contribute to an 
alternative framework with which to study borrowed scenery, he enlists the ideas of Martin 
Heidegger. For Fung, Heidegger’s distinction between ambient world 36 and space offer an 
alternative to the Western geometrical space of lines and points.37 It is my belief that the New 

 
24 Stanislaus Fung The Interdisciplinary Prospects of Reading Yuan ye, Studies in The History of Gardens and Designed 
Landscapes, 18:3, (1998) 211. 
25 Fung, Interdisciplinary Prospects, 211. 
26 Fung, Interdisciplinary Prospects, 211; Kuitert, Borrowing Scenery, 33.   
27 Fung, Interdisciplinary Prospects, 211; Kuitert, Borrowing Scenery, 33.   
28 Alison Hardie, Translator’s Preface to The Second Edition, The Craft of Gardens by Ji Cheng, (New York: Better Link 
Press, 2012), 9.  
29 Kuitert, Borrowing Scenery, 33. 
30 Kuitert, Borrowing Scenery, 33. 
31 Fung, Interdisciplinary Prospects, 211. 
32 Fung, Here and There, 306.  
33 Fung, Interdisciplinary Prospects, 211; Fung, Here and There, 306. 
34 Fung, Here and There, 306. 
35 Fung, Here and There, 308. 
36 Fung translates umwelt as ‘ambient world’ although ‘environing world’ or ‘surrounding world’ are more common 
translations of Heidegger’s term. See Jeff Malpas, Heidegger’s Topology: Being, Place, World, (Cambridge: MIT, 2008), 32, 
55; Edward S. Casey, The Fate of Place, (Berkeley: University of California, 1998), 247. 
37 Fung, Here and There, 309-310. 
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Materialist can similarly contribute to understandings of Borrowed Scenery, and that when 
deployed within an urban walking encounter these ideas, harnessed to the concerns for ethics 
and justice advocated by Barad38 might lead to more concernful dealings with the environment, 
and the forces and matter of which it is constituted.  

 
As the multiple entries in the Ghosts and Common Sense reveal, these ‘shuttlings’ across, 

between and among phenomenological encounters of the world and the acknowledgement of 
borrowed scenery as contexts and backdrops for situated encounters is of primary importance. 

 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
38 Barad, New Materialism, 70. 
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Appendix 5: Contranym, Art, Interdisciplinarity: Three Voids that Exist.     
 
The feature of language called the contranym has become an instrument that allows me, 
through linguistic means, to collapse binary oppositions and allow for an approach to 
encounter that is both/ and rather than either/or. Having made use of the concept in 
Widdershins Osaka! 2020, in November that year, I made a short presentation to my PhD 
cohort that used the contranym in relation to ideas being discussed in our regular meetings. 
These ideas included the role, function, and value of the work of art, practice-based/ led 
research, and interdisciplinarity.   
 
To keep the presentation within the 10 minutes allocated, to prevent myself from digressing, 
and to disrupt the drive for coherence, I reduced the number of conjunctions, references 
(anaphoric, cataphoric, and exophoric), and ‘signposts’ within and between sentences. The 
text became list-like, creating what Truman (in Springgay and Truman, 2019, p.124) describes 
as “a tense unity”. I prepared the text using centre alignment to prevent myself from veering 
towards conventional paragraphing and the coherence it might induce. In this way the text 
takes on the qualities of what Brewster (1996, p.29) defines as fictocriticism, blurring the 
boundaries between the poetic and aesthetic, and the theoretical and the analytic. Key 
phrases from the text were embedded within a selection of scrolling images that 
accompanied the reading.  
 
The presentation’s Images were chosen from a folder of materials I continue to collect: lost 
and found drawings, discarded templates and stencils, de-contextualised maps and diagrams, 
mis-printed photocopies, paper off-cuts, tests and spillages, and other visual-material flotsam 
and jetsam. Both collectively and independently, these images, gathered from the margins of 
practice and from chance encounters, operate as both art and not art, and as such function 
as a performative of the ideas being discussed within the presentation’s text.  
 
The motivation for this image-rich, fictocritical tense unity was to present familiar and 
unfamiliar ideas to the group in a way that might stimulate further discussion. Below is the 
full text of the presentation followed by the sequence of slides that accompanied the spoken 
delivery.  
 
 

Good evening. 
 

Contranym, Art, Interdisciplinarity: Three Voids that Exist. 
In Organs without Bodies Žižek– quoting Lacan– asserts that “a subject is a nothingness, a 

void, which exists.” 
I will speculate on three more nothingnesses, voids, that exist.  

 
Void 1: The Contranym 

The contranym is a class of words that have two contradictory meanings. 
The verb to cleave means both to cut apart, and to join together. 
Meaning in a given context is determined through that context. 

What if there is no context? 
What if the context was itself a contramym? 
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Two contradictory propositions are communicated simultaneously. 
Logic and rational understanding are short-circuited. 

The system becomes jammed. 
In this way the contranym is a nothingness, a void, which exists. 

 
Void 2: Art 

I have become interested in a creative practice that both is and isn’t art. 
An art that jams its own systems.  

Shorts its own circuits. 
In her recent presentation to this group, Dr. Judit Bodor described her practice as being 

received by some people as curation and by others as not curation. 
I am not looking for a practice that is either/ or, but for one that is  both/ and. 

An art that both joins together and breaks apart. 
An art that disrupts and resists binaries: self and other; subject and object; nature and 

culture; process and outcome; representational and performative; form and encounter. 
An art that is visible and invisible. 
An art that is hidden in plain sight. 

In this sense art is a nothingness, a void, that exists. 
 

Void 3: Interdisciplinarity 
In this group we have recently discussed interdisciplinarity. 

Many of us find ourselves working in this area. 
Ewen described himself as working the in-between spaces. 

Miriam described the grey space in which she practiced. 
We work in the greybetween, the space between disciplines. 

The greybetween is a contranymic space. 
A space of anxiety and pleasure; precarity and opportunity; uncertainty and autonomy. 
The greybetween is a space that we occupy and that, through occupation, we co-create. 

The greybetween is a site of construction and occupation. 
To work in the greybetween is to work on the greybetween. 

In this sense the greybetween is a nothingness, a void, which exists. 
 

As Johnny Rotten sang “I could be wrong, I could be right”. 
I could be both at the same time. 

 
Diolch yn fawr.  

Thank you very much. 
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Appendix 6: Alternative Indexing for G&CS with dates Inserted. 
 
In spite of having evolved from a monthly journal, the entries in the 9 volumes of G&CS have been 
presented online stripped of their date of production. Instead of indexing them with the year/month, 
each entry has been titled using a text fragment that emerged from the production of that that entry. 
One of the entries in Volume 3 for example is titled I’d like to do a little more wrong (a quote attributed 
to artist, Eva Hesse). This stripping of temporal indexing prevents the user from engaging with the text 
in chronological, or any other time-based order. In order to offer the user an alternative, time-centred 
interaction with the texts, the tables below present each of the entries with their month/year indexing 
re-assigned. It can be seen that the entry titled I’d like to do a little more wrong was produced in 
September 2015 and if readers wished to find the entries for the months immediately before and after 
they will be able to locate them here (August 2015 is in volume 8 and October 2015 is in Volume 5). 
The 10th volume ‘Appendix’ incudes the entries for five months that were not expected to be included 
in the submission. The global crisis of 2020 has not only made it possible to include these recent 
entries but made it imperative I do so. The last two weeks of October 2020, the final entry, concludes 
with my compulsory 14 days quarantine in a hotel on the edges of Nanjing. A placeless place. A singular 
encounter of place and time.  
   
Volume 1: Meaning not derived from sequence 
 

 
 
 
Volume 2: Adjacent unites do not form continuous prose 
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Volume 3: There is a framing context 
 

 
 
 
Volume 4: No single author and/ or anon. 
 

 
 
 
Volume 5: One component may be used without referring to the others 
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Volume 6: Components can be reprinted or reused in subsequent works 
 

 
 
 
Volume 7: Components may be added, removed or altered 
 

 
 
 
Volume 8: Many of the components serve the same function 
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Volume 9: Alphabetic, numeric or temporal sequencing 
 

 
 
 
Addendum: 
 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 




