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Edinburgh Wat erfront
Design Defining a Destination Charette

Monday 19'" March 2007

Introduction — Trevor Davis
Convenor of Planning for The City of Edinburgh Council

Welcome, | am very pleased you are all here in what | hope is a very int ensive
day for you all. Thanks to you all for coming and t hank you to RMJM, to SEEL
and the three landowners down at the waterfront that have made t his day
happen.

Edinbur gh has always looked t o the middle, the castle, here to this area. It is
extraordinarily fantastic and, apart from Leit h which has largely been
ignored, t he expansion of Edinburgh has evolved and happened nat urally. Go
t o Pilt on and Muirhouse and you will experience one of t he best sites for
views out of this city.

What is happening now is that the City of Edinburgh is finding an edge right
up against the waterfront. It will be like skin on custard when it crumples up
against the edge and goes dense. It will become a very dif f erent kind of
place from t he sprawl t hat happens around the rest of our suburbs. It is
how that happens which is going to be of such great importance.

| was veryinterested to read in Regeneration Magazine that Leith Docks is
the Number 1 Regeneration Site in the UK, No 2 is t he Millennium Dome and
No 5 is Grant on. When you add t hose two t oget her it is t he most
extraordinary task we have ahead of us, in this regeneration, and it is going
to take many years to come to fruition.

But if it happens by accident, then it is not going to fulfil all of the
opportunities. The taskis how we t hink about t hat new kind of dense edge
by t he city? How do we make it t he kind of place that people in future
generations will look back and t hink of it in the same breath as the Old town
and the New Town? It won't happen overnight.

It is reallyimportant that it isn't left just in the hands of the landowners and
estates people, but that artists and designers really get involved in t hinking
about how that place is and what shape it is and how it works for human
beings. It’s not just for tourists - | have t his trouble with t he word
Destination —it’s for t he people who live t here as well as visit. It’s all of
those things that are terrifically important. | hope this charette will be an
int ensive, argument at ive creative kind of day and help us to take the lead in
what is an important task for us all.



Riccardo Mar ini — City Design Leader — The City of Edinburgh Council

| am Riccardo Marini, The City of Edinburgh Design Leader - the realityis
slightly different.

| am going to do an introduction t o what t he design initiative is trying to do in
the city and charettes is one of the things we are trying to do. There is a bit
of explanation of what a charette is however, t he general point beingit is a
bit of an informal gat hering and we want everyone to take an active role in
this. You have been asked along because you have somet hing to give to the
notion of public art and art inthe city. As Sir Terrywas saying,to the
formation of what will be t he “t hree waves” : the old t own, t he new t own, t he
third wave being the waterfront city or whatever we want to define it as.

If we deliver some of the qualities that are embedded in t he ot her urban
experiences we have in the city it will be a destination, it will be iconic and it
will be all t he kind of things that the people in their fragmented approach to
the world talk about, but it will be a place, and place is critical t o everyt hing
that we do.

What we are hereto dois to be veryfocussed in the notion of a strategic
approach that embeds art as a way of thinking and doing things. That we
can create environments that enable artists to deliver work that reinforces
the notion of place. “Stupid people see beauty only in beaut if ul t hings” — one
of myfavourite quote - Dadaists were trying to look at t hings differently
and that embodies my attitude to public art.

We are not here to have a discussion about these two selections. Before
the 19c art was really very figurative, very straight forward. However since
the 19c there has been a lot of fragmentation in alot of different things —
art is no dif ferent and nowadays art is defined in many dif ferent ways. We
are not heretotalk about the definition of art —it is about how art can be
used to enable place making.

REFERENCE TO SLIDES

Alot of the conversations | have are wit h politicians. When we t alk about
The Design Initiative t hey t hink t hat we are here t o make t hings look good
and | always have t o point out tothem —noit’s about problem solving - if we
solve t he problem properly then it will be beautif ul. Buckminster Fuller
always said that he worked on an issue or a problem but he never t hought
about beauty. When he looked at a solution, if it wasn't beaut if ul he knew
that it wasn't right, and I t hink that’s again anot her veryimportant thing to
keep in mind - we are here to learn.



Charettes are about learning — definition of learning — what does learning
mean? | loved that definition of learning which means it’s about affecting
what we do. You eit her validat e what you do when you are exposed to

somet hing and you dismiss everybody else or you change your behaviour - it
affects behaviour patterns, so learning is a very important thing. It is about
shared experiences and we are going t o share experiences t hat will hopef ully
allow people t o move on and develop a specific attitude to what we have
down at the waterfront. Sir Terry Farrell, when he was made City Design
Champion, had four themes and one of them was Waterfront City. So at the
beginning of t he Design Initiative t he wat erfront was really really important.
We have around 10 miles of waters edge that are withinthe territory of the
city. That’s not to saythat it is divorced from what happens east or west,
its part of a continuum of six thousand miles of coast that this nation has.

It is really important Edinburgh is the capital of this nation;thereforeit has
the added value and interest. Asthe Design Initiative we have done a variety
of things inrelationto the waterfront because it is veryimportant. There
has been a lot of talking, we need to move on from talking and act ually go
int o delivery mode — t o deliver mechanisms that will allow place making to
happen.

Some of these slides will be discussed in more det ail by John but to give you
asize/ feel of these things, to give you an idea — old t own, new t own, some
of the waterfront development parcels. We are talking about a massive
area of development. What we have devised is a mechanism t o deal with a
whole load of things that are happening in the city, and the tiles are tect onic
places - they shift. One of the things architects, planners, people in our
business draw lines, and t hose lines become boundaries, immovable issues
which creat e negative value on eit her side of them. What we want to do is
have areas wit h fuzzy edges, t o get people to t hink about t hose boundaries
and t hink about t hose areas. Now each one of these tectonic places could
be a discussion about planning issues, community issues, about physical and
environment issues about art issues - to be determined byt he people t hat
operate inthose areas.

This is a slide t hat we developed for the waterfront to really ask a question
of what we have got. Areas 5, 6 and 3 are being master planned or master
planned to deat h if you want to be cynical. There is a lot of energy and good
talent going into t hose areas but everyt hing else around it seems to be left
toits own devices. We as acityare trying to get our act together, in t hat
we have Keit h Anderson who is t he Direct or of Waterfront Partnership
board with us. That is a mechanism that has been set up to tryand have a
conversation about t he whole of the waterfront and about how it then links
back to t he hinterland. We have employed some young designers t o look at
some notions of waterfront and come up with ideas that are about place
making.



We used to use the waterfront in Edinburgh. This is Portobello in the 1800 it
used to be a wonderful resource. Since then certain areas of the
waterfront were created for industry, and we turned our back onit. This is
a wonderful city — you can act ually see the wat er, but very f ew people go
downtoit. Day?talked about the notion of a boardwalk, which is not just
one line, it is not a 19c interpretation of boardwalk. Not a series of bits of
wood one after the other that allows you to walk along the waters edge. It is
about events and activities, stuff that sits onthe water, stuff that sits
inland. What does that mean? How does that inf orm what we could do and
how we could use t he wat er? They came up wit h t he notion of a Royal

Bot anic Wet land Gardens which I think is a really fant astic idea. We in t his
country used to deliver some of the best botanical gardens in t he world. We
don'’t really do that anymore. Sut herland Hussey, good local designers, came
up wit h the notion that Edinburghis about change. Princess Street
Gardens and t he Meadows used to be lochs, loch let s which were turned into
green partsto allow the city to expand. That notion linked wit h Gross Max
notions wit h t aking t he idea of t aking Seafield away and creating Wet land
Estuary Park and linking t his as a “green lung”. What it would do is realise a
fantastic piece of real estate, a piece of new town past ed down t here, and
most people can see t he value t hat would be embedded in t hat.

Then being ar chit ect s t hey obviously come up with some images t hat would
tryand excite or put the fear of god in people in terms of - What is that, in
relationtothe city that we have? Another quote that | use with my
colleagues

“Insanit y Is doing t he same t hing over and over again and expecting different
results”

...as far as I'm concerned t hat is what we as burocrats have been doing for
the past fortyyears. We do the same t hing, we look out side and it is not
good - thereis a problem there. Little test, four cities in four continents:
I've not come across someone who can act ually name the continents let
alone the cities. Four settlements in two continents? Everybody can tell me
where they are. There is somet hing we are doing which is wrong, and it s not
rocket science, we do not need some elaborat e machine or mechanismto
actually get to the point that we should be at place making . Why don't we
get the place that we actually like? And there are nice places being creat ed
now and t here are obviously some wonder ful places that come because we
have inherited them. My theory, | blame a chap called Henry Ford. Inthe

20/ 30s we were fascinat ed wit h time and motion, of being efficient. We
took t hose notions. He was very successful wit h building a car very
effectively by breaking it down into its constituent parts and building it back
toget her. Now t hat’s what we did wit h t he way we govern ourselves. We
broke the systems t hat we have down into boxes. Now you could put any
label on that, a company, central government, local gover nment, processes
related to place making as we have in terms of the planning system, you can



actually put all the different strands. The problem is that we do not cross
cut. Andthereis anissue. We broke it all apart sowetookit intoits
constituent parts and we do not have the instructions to put it all back
toget her again.

Now t he reality is we act ually have far t oo many instructions. This is just a
small selection of the instructions and guidance that come out of all those
silos and they are all very valid - but what happens when you tryto deliver
somet hing real? You get swamped wit h a mass of nonsense which is act ually
of no use to anybody. We don’t have an under st and scope, alt hough we do
because it sits in our heads but we don’t use it because we want a book to
tellus what to do and that is not what happens. What we did we handed it all
over to accounts because it s easier to quantify somet hing which is good if
its ontime and on budget. Quality, value love, passion all of those things go
out of the window because it’s all about a spreadsheet. Ithinkthereis a
serious problem there. Design adds value. This is one of the standard
values we have when we talk about quality and design. This is a load of
nonsense. Design is value, wit hout design you do not have any value.

Financial equat ion does not deliver quality — it delivers somet hing t hat is on
time and on budget and if you are very very lucky it might deliver quality.
Design is like a fingerprint that is what we do, it devalues t he whole process.
We do have int eresting places that have been created and art hasaroleto
play in everyt hing that | say. You will recognise t hese environments some are
award winning.

REFERENCE TO SLIDES

We do not question what we create. We t ake a normal brain, we educat e it
t o be prof essional and we end up wit h a peanut brain that doesn’t
understand t he reality of the world.

This is a little drawing done by, | t hink, one of the best urban master
planners, a chap called Clasp Hamm, who did BO1 in Sweden and t his is not a
new notion. Place making is not about what we derive value from, which is
the shaded in areas, it’s t he bits in bet ween, where usually art resides and
flourishes and lives. If these places are conducive to artists performing or
anybody using t hem, t hen we have place making. One of the quotes Sir Terry
uses all the time is

“Good enough is not enough”

.. In-an Edinburgh context it is really reallytrue. We need t o endeavour to do
better.

Branding which is one of the things that people are involved in! Branding is
for cattle. In a place like Edinburgh, which has such an identity, we do not
need t hese kinds of things. It leads to a confused situation. We need to



understand t he product, t he place, and then it will brand it self - didn't use
branding before. These are notions that people sometimes confuse wit h
strategic approaches to art and ot her things, which is about branding, which
is about labelling. We have t o decide whet her we want t o be like Las Vagas
or not. Identityis veryimportant to place.

Amnesia is one of the worse states that a human can find t hem selves in
because it is tot ally bewildering, you don’t know anyt hing. Some people may
know t his guy — if you know t he place you know t hat it is wrong. We do t hat
allthe time,it’s about identity, but identity is not about being identical.
Sense of place is not just somet hing that some people know and f eel, it is
somet hing t hat people do, people are intrinsic to t his process, and we
cannot forget that.

“Lets put peoplefirst”

That’s my kind of sanctimonious lecturing and this is the video that triesto
show you - starting in t he east, the bridges iconic objects.

North Queensferrystarting at Port Edgar and moving eastwards - Sara
Thiam who is Project Manager organised a boat trip down the river and it
was stunning. It made the coast understandable in a different way. The
Forth estuary, we have a lot of activities that still happen which is good
because there is lif e — stunning house, high quality beaches, good flood
defences, Almond coming in, t he Pentlands, t he field of vision includes the
Pentlands. Moving eastwards - ridge of old town starts to come into view as
well. Upper stand, A list ed Caroline House and industrial remnants. Granton
Harbour is where the heritage contents starts to get alot higher and there
is alot of pressure, spaces that cut backin. Moving int o Newhaven, Next
Generation, t hese things are pioneering struct ures they have created the
conversation we are having about art, about development.

We are all involved in t he delivery of these places and we can all comment on
the quality of these places. The role of an art strategy is obvious to the
things that we are doing.

Leit h docks area, t he Britannia, again a destination - is t his what we mean?
- are we going to buy stuff and make it a destination. Again Sir Trevor spoke
about that and that is one of the elements in the notion of destination.
People go t o Copenhagen because it is a nice place and people t hat live inthe
area actually go there as well. If you have a destination which is successful
for the inhabitant s inthe area, t hat is a good indication t hat t he destination
is going to be valid for everyone else.

Here we have prot ect ed international bird sanctuary - we can’t develop next
tothat - we don't question can we move the birds etc. That is the end of
t his we will now move over to John



John Def f enbaugh
Planning Of ficer (Archit ecture & Design) — The City of Edinburgh Council

I work in planning silo in the council and | t hink we feel t he silo effect perhaps
mor e t han any ot her. When you are engaged with t he privat e sector on this
level you realise that as well as engaging with t he privat e sector we are also
engaging wit h our public sector colleagues - in economic development in
transportation and working wit h all the dif ferent set of guidelines - in trying
to create a coherent sense of place. | am also aware that the people | am
talking about are also sitting in front of me!

This is the forth, the second largest estuaryin Scotland. One of Edinburgh’s
prime assets, its more of the central area —its Edinburgh’s comfort zone
and it sums up to many people Edinburghis aland locked city. And of course
it really was landlocked, but today the city and port are partners in crime.
Despit e t his massive development — Leit h Walk remains t he most direct
routefromthecitytoits waterfront. Today Leith is one of six areas of
regeneration along t he wat erfront : going from west t o east we have north
Edinburgh regeneration, t he regeneration of existing communities;the

wat erfront regeneration zones of Granton, the fifth largest regeneration
project in the UK, West ern Harbour, Leit h docks, Seafield, and then

Port obello.

This is nort h Edinburgh, Grant on, community based regeneration project.
This is part of the Granton area where part of North Sea gas used to be
piped in and stored in t hese massive gasomet ers. West ern harbour being
reclaimed. Leith docks - here is existing historic Leit h, one of the prime
destinations and hubs in Leit h, t he shore, very distinct from the city - high
quality sense of place, distinct feature and destination inits own right.

Finally, Port obello, wit h a long history of tradition of recreation in this area.
This doesn't look that long ago but you could say it has slight ly gone downhill
since it s heyday and again is subject to regeneration and a mast er planning

exercise.

Mast er planning for these large areas. The council would like to see a

mast er plan come forward setting out specific criteriato enable coherent
approach to the areas regeneration. Also asking for the building design,
layout design, public realm design, and t hose issues to be kick started from
the very beginning. The mast er plan sets the parameters for development
and is very influential in dictating t he physical form that may result in t hese
areas, t his ensures co- ordinat ing wit h city wide development s, land usage,
delivery of family housing, facilitates - joined up t hinking and joined up
development across different sites and land ownership. Really keyto the
wat erfront regeneration exercise and one of the main priorities - bouncing
the necessary short term gain with the pain that is likely to result fromthe
planning of along term future.



Landowner ship in t hese areas is really quit e diverse. North Edinburgh, City
of Edinburgh Council forms t he main st akeholder t hrough it s housing
function. Granton: combination of two private sector developers,
Forthports and National Grid; formerly Scottish Gas. And also t he council’s
arms lengt h company Wat erfront Edinburgh — jointly owned by t he council
and Scottish Enterprise. West ern Harbour and Leit h docks bot h owned by
Forthports and finally Port obello and Seafield wit h numerous st akeholders,
public and privat e sect ors wit h quit e varied owner ship.

The most interesting to examine in terms of its land ownership and the
relationship bet ween land owner and mast er planning - this is the original
Llewelyn Davis mast er plan of 2001. It goes across t he whole geographical
area of the site, not taking account of differing land ownership patterns -
quite distinctive priorities in terms of area character and an ethos interms
of local centre, family housing, and vibrant waterfront. Then of course
Granton is divided into three very distinctive land owner ships. We have
Waterfront Edinburgh, National Grid and Forthports in Grant on Harbour
itself. When you t ake those land owner ship patterns, t he object ive was t hat
the spirit of the original master plan would be t aken on board by each of the
developers. The landowners were to take t he spirit and et hos of the original
master plan and in theorytranslate that in their own proposals for their own
sites. So while the urban f orm may change and evolve, t he act ual principles
and fundament als of the original master plan would remain t he same.

And when you past e each of their commer cial mast er plans t oget her t his is
the urban formthat results. Of course this is subject to change —its
realistic that things are going to evolve and going to develop. Granton
Harbour is one of the most interesting examples where this is currently
taking place. This is the original master plan for Grant on Harbour consent ed
in 2002. You can see proposals: quit e a rigid super block t ype of
arrangement. Concerns about the quality of development and quality of
spaces bet ween t hese building that was being realised as a result of the
parameters set bythis master plan.

These are a couple of examples of what you could call slightly less pleasant
areas that are coming forward in this area. Taking that on board the
landowner Forthports took the opportunityto revisit this master plan and
this is now what is currently proposed t hrough Robert Adam Architects.
This has the pot ential t o creat e a much more varied and distinct ive urban
form. As you can see the act ual parcels of land are far more broken up t han
the original super block arrangement.

These are just some examples of potential benefits —as Riccardo says its
about t he spaces bet ween t he buildings that the master plan can effect
most. That image at the bottom illustrat es what we would consider t he
makings of a high quality and humane urban environment. Western harbour,
anot her example where t his has happened - this area here is the remnants
of the original master plan. It was revisited as a result of concerns raised by



t hese development s coming forward — so t he coloured sweep is an attempt
to create a much more fluid urban form, a much more varied urban
townscape, all to create a more distinctive sense of place wit hin t hese
areas.

And t hen you have a complet e mast er plan departure where t he relat ively
modest aspirations of a high quality mixed used community are superseded
by Las Vagas on the Tay! That’s where you've really got to examine - does
this represent the city's priorities in terms of the wider pict ure and does
this hold true to t he original mater plan ethos? | would suggest it did not.

Anot her area of regeneration | am going to talk about is Leit h Docks which is
the largest and most long term project. Again you see it in the wat erfront
context of Granton and Western Harbour to the west. This is the Leith
docks development framework approved by planning committee in 2006. Not
amaster planinitself but setting the fundamentals and principles t o guide a
future master planning exercise in these locat ions.

So you can see indicat ive height s, green spaces and t hen in t he fut ure when
mast er plans for these areas come on stream we would hope t hat they t ake
the original principles on board in t heir thinking. And again it is all about t he
principles —it’s really t he fundament als and t he concept ual approach.

Challenges facing wat erfront development

Obviously there is the practicalities in terms of things like parking, public
transport, coastal protection and land contamination. There are also the
high aspirational objectives in terms of creating places where people want

t o live; sust ainable communities wit h family housing. Links bet ween
development and existing communities is a huge issue in Grant on, wher e you
have an est ablished and proud existing community, right next door to this
massive regeneration. And finally last but not least, links bet ween adjacent
mast er plan sites, which is the most challenging and most problematic of

t his overall mast er planning exercise, given that there are just so many of
them!

And finallyto end | heard areally int eresting quot e by t he archit ect Daniel
Lieberskin

“mast er plans require mast ers but we are not living in aworld of masters”
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Neil Mulholland :
Built it and t hey will leave — Cont emporary Art and Gentrificationin
Edinburgh Since 1957

I will mainly look at efforts to create “Scottish” and localised art institutions
forms roughly bet ween t he est ablishment of the New 57 and t he present
day.

Creating confidence in a home grown art during t his period involved
element s of myt h making.

This wasn't always confined to a singular urban environment (t here has never
been an arts district in Edinburgh, nor is there likelyto be one) or to a
singular ethnocentric notion of “Scottishness” or of “Edinburgh art”.

I'll make comparisons wit h Glasgow and Manchest er along t he way, cit ies of
similar size, with comparable arts communities and under going concomit ant
phase of gentrification and de-industrialisation.

Until the Scottish Parliament was re-opened in 1999, this quest for
(inter)national aut onomy was pursued t hrough cultural devolution. In artistic
terms this was encouraged, moder at ely, by t he est ablishment of new

instit utions such as the Scottish National Gallery of Modern Art (founded
1960) and the Scottish Arts Council (SAC) in 1967.

The SAC helped for atime, in part, to create the economic conditions in
which an independent artistic microclimate might grow. As was t he case
wit h Eire, funding was (and still is) given t o organisations which make
particular claims to pursue distinctly “Scottish” programming policy.

Despite this, Scottish artists largely regarded t he SAC wit h suspicion, as a
clone of its parent organisation the Arts Council of Great Britain (ACGB).
SACtended to keep a tight reign on the organisations it sponsored.

From t heir beginnings bot h inst it utions were centralised and concerned wit h
“place making” based on models devolved from London (SNGMA = Tat e; SAC
= ACGB).

Unlike the ACGB it act ually administ ered and curat ed some galleries directly,
not ably t he gallery now known as Fruit market in Edinbur gh which grew out of
their HQ in Charlotte Square and t he Glasgow SAC Centre in Blyt hswood
Squar e which would form t he basis for t he Third Eye on Sauchiehall Street.

SAC attempted to respond to the need to regionalise the arts with
innovat ions such as t he Travelling Gallery.

1976 — Ref orm of Local Government (designed in such a way as t o make a
devolved Scot land wor kable)
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1976 — Devolution Ref erendum in t he air —

Toget her this would create even greater demand for national and local
devolution —

So:

The need for an alternative to this London-led model of centralised cultural
administ ration was deeply felt. This was somet hing t hat already emerged
since the lat e 60s via Artist Run Initiatives (ARIs), organisations that have
proved to be crucial to the Scottish art infrastructure and the healt h of art
practice.

The aim was t o spearhead a cult ural revival which would be “Scottish”, in the
sense that it would rediscover its cult ural and economic independence
amidst the ruins of animperialist British culture, and international in so far
as it would explore Scot land’s independent links and net wor ks wit h t he world
beyond t he British Commonwealt h. (1)

(1) Scotland and its people played a central role in the growt h of the
British Empire (as colonizing nation). With t he collapse of the Empire
and with it the raison d’étre of the British State, Scottish self -
det erminat ion has become increasingly appealing. In the early 1970s,
North Sea oil fields promised t o deliver an economic bounty t hat
would allow Scot land t o become a wealt hy independent state once
more and allow it to renegotiate its relations with t he world.

This desire is also at the heart of Richard Demarco’s links wit h Eur ope, which
are very well documented. We see a sense of place being constructed on
post - British grounds here — t his is crucial t o under st and how Edinburgh
repositioned itself on the global stage. Michael Gardiner discusses this in his
book “The Cult ural Root s of British Devolution”.

Less well remembered than Demar co’s activities is t he New 57 Gallery’'s and
it s fascination wit h Ger man moder nism.

The first of what has become a wave of key ARIs, the 57 Gallery opened on
the 9'" of February 1957 in Daphne Dyce Sharp’s sculpt ure studio at 53
George Street. The artist run collective mutated into the New 57 sit uat ed
at 105 Rose Street from 1965- 73, where, benefiting greatly from the arm’s
lengt h funding of the SAC, it mainly showcased work by emerging cot tish
artists who were excluded from the Royal Scottish Academy (RSA) and the
commer cial galleries of the New Town. There were also import ant
exhibitions from est ablished artist s including:

Max Beckmann (1970) Max Ernst, John Heartfeld R.B. Kit aj (1975), Kurt

Schwitters (1976), Marcel Broodt haers (1977), Pet er de Francia (1977),
Joseph Kosut h (1979) and Jorg Immerdorff (1983) which helped to raise the
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profile of the gallery and thus of the Scottish artists it exhibited. The New
57 provided t o be crucial in establishing connections between Scottish
contemporary art and some of the more overtly politicised European art of
the 20" century.

57is comparable t o the example set by grass-roots cult ural initiatives like
the Festival Fringe (founded 1947) and run in parallel wit h ot her radical
development s such as Jim Haynes Pat erback Bookshop (opendd 1959),
traverse Theatre (f ounded 1963), Richard Demar co Gallery (f ounded 1966),
Edinburgh Arts (f ounded 1972) and WASPS (Workshop and Artist s St udio
Provision, Scot land founded 1977). Chaired by painter Sandy Moffat from
1968- 78, t he New 57 oper at ed as a co- operative, run mainly by painters t hat
included lan Patt erson, Roger Askham, Mark Jones, Kirkland Main, alan
Johnston, Jim Birrell and Glen Onwin who t ook responsibility for t he support
of contemporary art practices that renegotiated the constrains
engender ed by nat ional, municipal and commer cial venues in Edinbur gh.

Artists associat ed wit h the New 57 — such as lan Gut hrie, Michael Docherty
and John Mooney — also exhibit ed t heir work at David Balf our’s Bookshop
Gallery (opened 1971) at 17 West Nicolson Street, and annually at t he
Edinbur gh Festival 20 x 57 group shows held at t he University of Edinburgh,
William Robert son Building in George Square from 1969.

Through est ablishing a model t hat is systemat ically social — maint ained by
hard- working t eams of unpaid artists and writ ers who organise funding,
curate and write — an altruistic sensibility was able to pervade much of the
Scottish art world. Wit h this came the ability t o willingly t ake risks. These
grass root s tendencies have developed cultural sites that are self-
regulating and relat ively sover eign, generating economies that are ingrained
in t he local community. As such, the venues are less f ormal and advance of
intellectual curiosity that is harder to achieve in spaces and organisat ions
wit h sanctioned roles and responsibilities.

57 was event ually absorbed by the SAC (1) (from 1975 it had cohabit ed wit h
t he Print makers’ Workshop and t he SAC Gallery in t he Fruitmarket artist-
compound) to form Fruit market Galleryin 1984.

Issues of centralised monocult ure replacing diversity and polymat hic
approachto arts and their infrastructures

Funding absorbed by large organisat ion wit h f ewer (or indeed no) links
tothe artistic infrastructure of Edinburgh (principles are again
parachut ed in from London / Kunst halle model)

Growt h has to be facilited by caf é etc. The size of this institution is
far greater than the demand — growt h is not a sust ainable or relevant
principle in contemporary art

SAC's desire to “consolidate” it s interest s by creating mor e easily managed
monolit hic art ghettos has, ever since t he 1984 merger, a long hist ory of
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repeat ed failure (CCA being anot her good example of a poorly considered
growt h programme for a Centre that didn't need to expand). It is not
surprising that current attemptsto create a similar art ghetto in Glasgow's
King Street area should be met with so much suspicion and resist ance.

It s independent example spawned numerous artist-run spaces and initiat ives
in Edinbur gh including: Collective Gallery (founded by lain Patterson in 1984
as a means of continuing to give support to emerging artists), Arial (1994),
Out of the Blue (1994-), The Embassy (2003-), Aurora (2003-), Magnifit at
(2001-), Cell 77 (2003- 2005), Tot alKunst (2003-), OneZero (2004-) and

St andby (2006- ) (some of which | will examine)

Examine Collect ive Gallery — SACforced the Galleryto take on a Director
(Transmission in Glasgow r ef used).

Expansion policy — redesign of space makes it /ess flexible (compare wit h
Manchest er’s Cast lefield Gallery)

e.g. windows had t o be blocked off for this show (New Work Scot land)
- the gallery has no storage.

Such spaces are looking t o int egrat e t hemselves int o t he community
Collect ive has an excellent relationship with Scottish artists
Good sense of place also via : Of f - sit e projects

This is similarly true of Out of the Blue (explain).

Bongo club — act s as a means of funding ot her act ivit ies.

Anot her way of “place making” is to engage direct ly wit h non- gent rif ied
spaces (before its too late t o occupy t hem).

e.g. KJackson's International in Lady Lawson Street.

The show was mor e influential t han any ot her in Edinburgh since 2000.
(Reference to Slides)

Can t his be gerrymandered? Can you socially engineer t he conditions t hat
allow t hese kind of activities to take place? What sort of attempts have

been made to do so?

Zoning culture implies that culture only takes place in certain areas — it
doesn’t culture is ordinary.

Artists have t o be nomadic and occupy space ambiently if their workis to
have any meaning or value.
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Discuss Manchest er regeneration — use of artist to make old warehouse
apartments appear to be fashionable (paid or allowed to live there rent
free).

Urban Splash / Northern Quarter
Dublin’s Temple Bar (only has one gallery)
Glasgow Merchant City/ King Street “Arts Quarter”

GCC is dutif ully and belat edly f ollowing regeneration pattern developed in
New York's East Village in t he 1980s and globalised in East London,
Manchest er’s Northern Quarter and Berlin’'s Mitte in the 1990s. Artists
move into an areat o exploit cheap property, the areas is gradually ident if ied
as a prime real est at e and soon becomes unaffordable for artistsl As
pioneers of new economies, artists are extremely good value for money.
Consultant s Bonar Keenlyside recently identified that Scotland’s estimat ed
5,000 artists contribut e £22 million t o the economy. 82% of artists earn
under £5,000 per year and 28%, not hing what soever from t heir art-relat ed
labour.

These economies are remarkable given the fact that Scottish fine art
graduat es do not have the opportunityto directly seek employers. To
respond t o this situation, a number of public (and a few public- privat e)
bodies offer artists opportunities and toolkits to help then sound out a
ghost economy that they, in general, generat e t hemselves.

In Scot land — where there are no privat e collect ors of note despite there
being a number of good privat e galleries — t his generally means t hat t hey do
not encourage artists to establish an economic network that is /ndependent
of those created or fostered by publicly funded and st at e sanctioned bodies
(a-n’s ongoing net working artists’ net works project is a good example of t his
closed model of thought). This effectively returns fine artists backto the
self - congrat ulat ory bubble of art school. This publicly sponsored “vision” of
cultural ent repreneurialism is doubly ironic since the contemporary art micro
economy is seen as t he very model of post Keynesian economy. Indeed, the
English Labour Government has long assumed that contemporary artists —
as multi- tasking, cash- poor, time-rich self employers —are to be celebrated
as new model workers. Angela McRobbie’'s paper Everyone is Creative” .
artists as new economy pioneers?(2001) t akes t his assumption to task.
What’s important to note is t hat McRobbie identified DEMOS’ Charles
Leadbeat er’s sound bit es as underwriting t he New Labour delusion that the
economy is entirely “cultural”, t hat severe social and economic problems and
t he impact they have on t he sust ainability of “place” can be solved by a bit of
“creative thinking”.
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| cantryto conclude by looking at what'’s happening to SAC now and t hink
about how such t hings would have fared under the proposed new regime.

The end of arm’s lengt h principles will destroy t he ability of artiststo create
t heir own myt hologies — it will put back t he clock to before 1967 and t ake the
localised element s out of Scottish art. The regeneration of so-called art
district s will implode t he very basis of the art community (namely cheap

property).

Fine art graduat es have raised t he profile of Glasgow’s King Street to such
an extent that, victims of their own success, t hey look ready t o be pushed
out byrising propertyrates and prices. The hard work of artist volunteers
has embellished t he already strong sense of cult ural vit ality painst akingly
created since the early 1980s in t he King Street area by artists involved wit h
Transmission, Street Level, Int ermedia, Glasgow Print St udio, WASPs and
Glasgow Independent Studios. Glasgow City Council’'s St alinesque five year
Merchant City regeneration initiative stresses the importance of the area’s
“burgeoning cult ural sector” identifying t he need to improve t he “Mer chant
City and Trongat e experience”, by developing an “Arts Property strat egy’
designed to create “aworld class urban product”.

Common street furniture is promised along with better lighting and
pavement cafes, all driven by t he “cult ural industries of design, media and

t he visual and performing arts, which area already targeting the area”’. The
cash strapped GCC are keen t o improve and maximise rents and rat es in
semi- derelict vacant floor spaces currently occupied by artists. The ketyto
this is t o encourage inward invest ment by selling Glasgow as a differentiat ed
space in a packed global market of gentrified urban centres all vying for
“world city” status.
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Gordon Young — Artist
Place and St uf f

Gordon was appointed to look at the water of Leith flood prevention
scheme. We need to get an artist involved to modulate it.

To start with | feel like a bit of afraud as I've a great suspicion of art and
even more of public art. I've been afull time artist for over 25 years and for
quite a few mont hs I've been working in Edinburgh. | knew Edinburgh as a
child in Port obello, and t he tactics in Edinburgh was to go really low. And the
things as I've discovered, it’s a village of % million, and a village of talent the
like I've never come across in Britain. Then the biggest surprise is this lack
of confidence. It’s also a big village with a low growl. As I've worked in
Edinburgh I recurrently hear this growl... and that is coming from the roots.

| want to go through some past images and don’t know how relevant t hese
are as 'mnot really an artist. On Friday | did atalk at Central St Martins on
anew course, and it’s only t he second talk I've done in a decade in a collage. |
did it because | was curious and | wanted to take the piss. It was in The
Depart ment of Narrative Environment (post grad) and | was curious asto
what that was! There was about 25— 5 Brits and t he rest mature students
from the planet earth. There were a handful of architects, engineers a
writer; there was a sculptor, couple of graphic designers and a planner. And
they all had t his desire to collaborat e and t hat really int erest ed me.

| do have friends who are artists and | am often a fan, but the points of
reference aren’t wide enough. I don't see why every artist should have wide
points of reference and | don't see why every artist should be socially active.

It’s called “place and stuff”. This is a job re: social change. The Tam
O'Shanter that was changing from a museum to a pub and t hey needed new
steps. Granite works in south west Scotland was investing in new
technology and no-one was using it. So Hillend Granit e, local granite, burns
whiskey drink - and t he reason why t his was important to me a decade ago
was that | started to collaborat e with t ypographers. So t he burns whiskey
drink was also used in t he new t echnology in the quarry cos | normally bashed
t hings, and so suddenly t his was disks running machines.

Place making - | was the lead artist on this project in Morecambe, which was
a dump, and reason | did it was because | was so f..cking angry. My
grandparents used to t ake us because it was posher t han Blackpool, and |
couldn’t believe how bad it was.

We had £4,000 and we spent it all on sket chpads and t hen t he money came
later. And so suddenly this is the plan for the Eric area. Mrs Bartholomew
who would never allow a stat ue of Eric, she became our patron and sponsor,
but t he whole project was to do wit h t he wildlif e of the bay. So the reason
why | signed on was because t he council wouldn’t disturb t he Turns — inf act
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the artwork was called The Turn. Eric was President elect of the RSPB when
he died, so the things we were doing was t o do wit h the importance of one of
the most important migrating bird places in Europe — Morecambe Bay - and
it wasn't screwing it up by letting t hem have speedboats or mort obikes on

t he beach because the mud was important to t he birds.

We got the job because they had no moneyfor architects — artists were
cheap. So the Eric area again was a big collaboration. The Eric steps —the
scriptwriter, t he joke Shona Kinlock , Anne Kelly, t he landscaping and basically
t his guy who loved birds This is his own t own, and you can see how crap it is
on the other side of the road. Sea defences wit h veneer is all that we were
doing but we must have been doing somet hing right because the next time |
turn up in Morecambe after t he Queens unveiling there is men in suits
meeting me at my car. And | haven’t parked inthe wrong place - inthe 6/4
mont hs t hey have taken 1.2 million extra in car parking so suddenly t he artist
becomes slight ly important .

For t he Millennium, | am asked t o do a piece of work for my home city so | do
t his beaut if ul piece of literature - this cursing from t he Archbishop of
Glasgow on t he Border Rievers. My missus is an Armstrong and | know how
bad them lot are! This is a glacial boulder from south west Scotland. Some
of the text goes onit - it is an extension of an underground gallery, going up
the steps to the castle where they no longer keep the reivers, but the
records, and you can get t he ordinance survey map. But thenthe skyfalls on
my head because of foot and mouse disease, relegation of Carlisle United,
some councillors want to smash it — it makes me a lot of money because of
the publicity.

Ot her jobs —

Peter Clegg the architect, whose dad was a really important guy in Yorkshire
to do wit h education, and t he reason why people got an education in t he post
war years. Building a visitors centre. My job was to raise money. My brief
was t o go raise money for t he galleries beyond, so we check a plat e and laser
cutting - we raised about £350,000 - but that was the brief, raise money.
So | can subscribe to that. £50 a name | couldn't believe it.

A new railway st ation

A list ed building and a new seafront t o keep the wat er out, paid from Europe.
So I am working in a car park. The old railway st ation becomes an arts
centre. Thisis the car park - a new market, a flock of words - so fromthe
new railway station getting them to the beach, the flock of words.

Obviously we have people t hat we can afford Spike Milligan etc. they are all
to do wit h birds and trying different techniques because | am interested in
place and | am interested in stuff and what you do with stuff. I'minterested
in stuff right down to working in t he Applet on Rut herford laborat ories in
Oxf ordshire, wher e you have scientists who, when your mind is boggled, t hey
cantell you what a boggle is. But | am interested in stuff interms of
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concrete, red sand, red aggregat e pigments. So t his wins an award in Japan
and it s on Korean t elevision and so on. So at the back of beyond across a
car park we are raising the money bit by bit. And it’'s a dump, lets not beat
about it, but | can’'t believe this is like six years how immaculat ely it is kept .

Scottish Executive new schools - lovely site on a hill - Vict orian old school,
new school by Anderson Bell Christie. | thought I'd be working with the art
department, or maybe t he language department and | end up with the
geography and t he geology, because t he geology is so wonderful. So | am
making a pat h and talking t o t he kids - this is local sand and aggregate - the
only one that is foreign is green from the Lake District. Sothisistalkingto
t he kids in t he school so Shiehallion goes on it as a place. If you are
superman or superwoman and you have x-ray vision, it’s like looking to the
western isles. It’s like inf ormation, graphics if you like.

This is doing jobs, not particularly on my brief. PFlload of crap — so they
know why t heir music room floods, t hey have built over the damp course. |
refuse to do the job - something is done about it. Why can’t anywhere have
quality? Why can’t Morecambe have qualit y? Why can’t Carlisle have qualit y?
Why is it always a joke?

Working in Blackpool, on t he sea front, again mot ivat ed by a measure of
anger. Lets write the place off. | become mat es wit h a local guy called lan
Vickers, t hree times European rock climbing champion, and | discover t here
are two rock climbing clubs who have a shortage of climbs. They use
quarries and car headlights around Blackpool. | also discover that thereis
an adrenalin fix of adolescents coming into Blackpool - University students
etc etc. So Richard Serra meets me cos the climber tells me Richard Serra
is perfect. Also what Riccardo said earlier to do with the accountants, but |
don’t know if heis right. Because t he Vulcans, you know t he Mr Spocks of
this world that think wit h t he ot her side of their brain - the engineers ,the
accountants t he people who are crunching numbers, sometimes become
really good allies. |think they are neutral sometimes, they can be good allies.

This is me doing lettering, forming it for concrete. This is a climbing t ower.
This is an easy one for kids and when you see little 10 year old girls like
spiders. There are about three dozen climbers in Britain t hat can climb the
letters, so | have t o work wit h t he climber to work out where | can put
letters and then he has athree year contract to reconfigure all the rest of
the routes. Did it work?

There was a big landscape archit ect who wanted t o spend £1m on a

horizont al wall which didn’t have a function. My boss, who was Direct or of

t he Development Cor poration said, well it doesn’t do anyt hing, sort it out. |
was supposed to beonthe seafront! Andit seemedto me, was that he had
done alot of tests and | was listening to a guy — Peter Finch — on the radio
talking about parks. He said there is a gender issue to do wit h parks, how do
we reinvent parks? |listed to leisure services who can’t cope wit h t he indoor
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climbing walls, and t he demands, and | listen to healt h — its men healt h not
womens healt h — women join yoga clubs and pilat es etc. Men mooch in parks
— how do you deal with this? | discovered of f cut boulders down Newt on
Stewart, put them with a forklift int he workshops and getting t he climber
to climb horizontally. This is lit. This is where t he local macho lads meet on a
night. There is not hing t hey can do against it except climb it and of course
they are macho — | can show you. You find that they are doing it.

This Blackpool — they didn't want a “who” feat ure they wanted a f uck of f
feature. Big and brash is what they wanted. Culture is what | do | guess and
Culture is what is doneto us. So we get a half day wit h Roddy and he get s
paid more than me so.....

This is just a quick flash through of jobs. This is just working with a museum
that is trying to reinvent itself- is it a maritime museum?no —is it an

indust rial museum? no — and | want ed to do an alphabet and then |
discovered thereis three extra letters in Welsh, which is a big problem, so it
becomes “pobl” which is a lovely welsh word t hat means people.

This is based on a Cassandra front from the 1920’s and t his is me working
wit h stainless st eel, black sand, black aggregat e, and believe it or not the
black sand is from Blackpool. The water cut letters are full of concrete
designed in so t he bikes can’t harm them. But again it’s an architect’s job -

t hey built a new building, there are architects trees, precious building, he
doesn’'t want a vertical. lamtrying to do mybest to blend in but he’s run out
of money for seats for the kids wit h t heir sandwiches for when they are
going into the museum. So this is me Robert Morris phase | guess and it’s
simply info that you find in there.

This is the job that t ook me to Edinburgh. | did a walk and it was advertised
as a signage job it wasn't advertised as an art job.

It was a ten mile walk across Plymout h where people were getting lost. It
was a havigat ion job, so | said | t hink we can manage that. So we had a gang
of artists, because we have started to work in packs, t o navigat e across
Plymout h. We are working wit h all kinds of people, for example — Dot Harvey,
75 year old who knits breakfasts in a local caf € and she sells them for the
local hospit al; t hey were £5, t hey have gone up, t hey are now £10. So we said,
Dot there is 14 caf es on our walk, can we have a breakfast for each caf and
we will cast it in bronze? Each caf has one - little tiny devices like that. We
can't knit, she couldn’'t cast - a deal done.

It really interested me inthat job, t his really linear t hing when we had to go
really low. So then | discovered thereis athing called geeks. So you've got
t he geeks who were into film stars coming in on t he ships int o Plymout h,
what film star? Which ship?— Sir Arthur Conan Doyle lived in that street, so
thereis arow of these outside a call centre.
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This was a thing that we found in a charity centre, codebooks so there was a
set of these, about 70 of these, as many linear t hings — out side a military
barracks.

So this is adrawing for Leit h which | would like to move across to the table.
The reason for that is that my sister was one of the bosses in the ministry
of agriculture in Carlisle in Foot and Mout h Disease and her world changed
when t he army appeared.

| said why is t hat ? She said t hey t ook away all t he chairs, t hey t ook away t he
chairs and foot and mout h changed. The meat industry just changed the
whole business changed. And | t hink t here is t oo many decisions made in
rooms and made seated — it’s too comfortable. So what I've done in
Edinburgh, I've cycled and walked and cycled and walked and I've heard all t he
argument s about why you can’t cycle in Edinburgh which is complet e bollocks.

You want to go to Chicago. If you look at the new Millennium Park, there is a
bike station, and t he bike station is t hat successful if you do a Google, it is
now t he MacDonalds Bike St ation. Its been open since the Millennium and
been nicked by MacDonalds. But if you t ake Millennium Park and cycling and
cycling or walking t hrough Edinburgh it is really interesting. So I've walked
Edinburgh and talked t o people and talked t o people. So this item here I'd
like to roll out across here because it’s to do with Edinburgh.

Looking at map

Basically | am starting less t han half a mile upstream, so t his was my tube
map of the water of Leith. Thisis the result of alot of talking. There are a
lot of geeks in Edinburgh and some of the geeks are absolut ely bloody
marvellous. For example, | was given a tip by a fisherman (you've got 4000
fishermen registered in Edinburgh) to fly fish on the water of Leith, and if
you can fly fish t here you can fly fish anywhere - they are using it. And
they've got bailiffs! On a Sunday mor ning in t he supermarket you can buy
the flies produced for the wat er of Leith. And | end up in a strange mans
bedroom which is a sculpt ure studio to flies suitable for the wat er of Leith.
There, these are some of the best sculptures | have ever seen in Edinburgh.
And t he specific and t he bespoke for the Water of Leith. So when | speakto
a geek who knows his fishing flies. I'm not a fisherman but suddenly you
realise he is not on his own, there are loads of them, there is gangs of them.

Ot her people I've enjoyed in Edinburgh - you've got the most important
collection of Bee books inthe world. You've got the first bee under a
microscope and t he quality of the books - so the Scottish beekeepers are
really important in world bees and bees are really important. And then you've
got Edinburgh and Lot hian beekeepers so t hey're immediat ely on t he case
because they're not allowed near allot ments because of flight paths. But

t hey also want t hings in walls, t hey want t hings designed int o walls and
people haven't talked to them. So if | can quickly do a run t hrough quickly to
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do wit h subject matter, not to do with interpretation, to do with ramps or
walls or fences.

I'm talking about | don't like artists. The first item | come to byt he work of
an artist —there is a guy down t here called Douglas Jones who lives there.
You might have seen his exhibition in Leit h of nets and hooks, and he fishes
out all the balls that come out of the rivers and he phot ographs them. Some
of them are strange shapes and some of them have sticky plasters on and
some with felt tip. But he has a collection of them and he has a collection of
phot ographs.

Now slightly near to that lad you have got the best iron foundries in Europe.
In fact the only one in Britain to do wit h the sand cast. And t he occasions
I've been there, there are film crews to do wit h t he heritage people casting
railings — Laings are really really important. They are still t here and t hey have
an apprentice. So if you put foot balls and you put t he foundry and t he
artists willing - you've got a deal. If you do a Google to do with Leith you'll
find the heritage and hist ory geeks are fantastic, and t hey will argue the
case until they are blue in the face that the first Christmas card in t he world
was produced and sent from Leit h.

If you come to anot her item in Leit h you have a guy named James Robinson,
he is buried in sout h Leith churchyard. Him and his mat e Andrew Binnie,
again from Leith went to Philadelphia, and t hey set up the first metal
foundryin America. They influenced all of Americans Printing styles and t hey
also produced the first $ sign! These are two Leit h lads who come back and
set up a biscuit factory! If you think of the first ever cut dollar sign from
these two Leit h lads, and none of this is crazy.

If you have a look at websites to do with chat books and you'll find Edinburgh
and Leith is popular culture 18" century. There are headlines like “New Signs
of Birkinin Leith”. Well there was Birkin gone on in Leit h, so they had to have
a full page of Birkinin Leith. But if you look at the chat books, then if you go
t o Powder hall, which is new flat s, no sign t hat it was t he stadium t hat was
wher e they did t he running et c. Monar ch speedways have specific historyin
that stadium, they have a hist orian who has a collection of enamel badges in
that language of enamel badges of the speedway, it is bloody wonderf ul.

You come along to an area at B&Q, there is alot of flood def ence work got
to be done. | know Varips are really worried about the effect it has because
it really is ext ensive concrete work. Outside of B&Qwas t he site where they
had t he only ever cup final out side of Glasgow — Hert s vs Hibs, and Herts, I'm
afraid won, but it was on that site. But the other thing that happened there,
because the Scottish historian of soccer tells us, Edinburgh t orpedoes used
to play—it later became a car park — but Edinburgh Torpedoes was a
womens team and t his team used to get recorded gates of 14,000 playing
against teams like Bolt on, because t hey couldn’'t get enough women’s t eams
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to play against in Scotland. This is true, you can have a look at t he pict ure of
the Scottish cup, you can have a look at it —this is fact.

On that same area I've got ceiling wax. The red sandst one building on t he

ot her side of the road was for 200 years the biggest ceiling wax factoryin
the world and | t hought that was to do wit h ceilings — but it was to do seals.
So if you have a look at the peace seal for Versailles — First World War peace
- that seal was manufact ured in Edinburgh.

The lower you go wit h t he people you talk t o t he more info you get, and you
realise that the networking going on isn’t old people, young people, t his
people that people. For example if youtalkto the folk with t he allot ments
you realise that these networks of people with interests and passion foibles
is what glues t he place t oget her.

This thing that | am most interested in is micro biology, because of the guy
who is writing the report on sewerage in Victorian times in the Wat er of
Leit h. He is a micro biologist in public healt h in Edinburgh. He is interested
that alot of the stuff to do with world healt h is based on what they saw in
Vict orian times, t o do wit h public healt h, and t hey want t o see what t he
biology t hat was in the river. It was wondrous and wonderf ul.

Beyond what is The Bot anics, and he is showing me t his world | never t hought
existed. I'd talking to a guy to do wit h micro biology and t he wat er of Leith
and Sewerage. He's doing a paper oniit.

It talking to people — you don't do enough talking and list ening.
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Koan 3 — Lorraine Aar on and Callum Sinclair
Image . Identity & New Ways of Looking

Slide 1

Image, |dentity &
MewWays of

Looking

We were brought into this project to look at the contribution art can make
to Place making wit hin the Wat erfront Regeneration.

We are going t o share some observations, t hought s and questions which we
hope will contribute to this afternoons debat e.

Our starting point is what makes a place?— How do Places happen and what
is t he significance of creating Places inrelation to the people who live t here.

Its clear that there are different perspectives between the landowners, the
developers, archit ect s, councils, communities, and inhabit ant s,

t hey have t heir own views based on their own needs but rarely have the
opportunityto share these or choose to experience or under stand each

ot hers perspectives.

As Artists in this mix, we are interested in t he idea of ‘multiple perceptions’

of landscape, t he relationships of - how we see the world, the city, t he place
we live , how it is experienced and how t his affects who we are.
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Slide 2
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[ICONOGRAPHY & LANDSCAPE

In a sense we are explorers of landscape.

If we look at the 16'" cent ury, a period of discovery - A European raceto
discover, conquer & claim the land and seas.

Sir Francis Drake circumnavigat ed t he world using Port uguese and Spanish
oceanographic charts to establish t he most prominent trading routes

bet ween Europe and t he colonies.

The trading rout es became networks or passages for t he movement of
people, mat erials, crops and goods —

The establishment of the global flow of colonial commercial ent erprise.

The Drake Cup, an iconic artifact — presented to Sir francis Drake by
Elizabeth | on return from his journey- symbolizing imperial success and
complex notions of conquest, ownership, desire & fascination

The quest for Knowledge of our selves and our environment led to these
voyages of discovery. But how could we feed a collective consciousness of
the world and it s landscapes.

Maps are one of our most valuable met hods of translating relationships of
space of unimaginable scale- they serve as pictorial or graphical
document ation of the Development of space, Human discovery of land and
and it's claim.

Wit h development of the new world — maps are encoded to illustrate Human
presence, dat a, history, patterns of movement.
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Slide 4

Evolut ionary Dualit ies

Our quest to understand t his knowledge follows two distinct strands:
Scientific and t echno — Logical

Creative, Spirit ual & very Human response

Slide 5

How do we place ourselves in the “isms” we creat e for ourselves? Our quest
to under stand ourselves in relationship to our environment has evolved over
millennia. The question “What is it to be human?’ is closely f ollowed, especially
in our ever urbanising world by “Where is it to be human?’

It is, however, in our imaginations that we make most sense of our place in
these landscapes.

Over the last few centuries our evolution into a global species, our abilityto
wander the globe as tourists or traders and our capacityto wage global war
has led us t o t hink, plan and dream globally. These imagined landscapes of
politics, t heories, manif est os and ut opias, bot h good and bad, have driven

t he evolution of our social infrastructure.
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LANDSCAPES OF THE MIND

In 1956, Dutch artist Constant Nieuwenhuys started working on a visionary
architectural proposal for a future society; a founding member of the
Situationist International in 1957 — a movement which reacted against the
‘live to work, work to live et hic’, t hey endeavored t o creat e sit uat ions of
social play to focus on t he human experience of the city.

Constant's “New Babylon” was or IS a sit uationist city . This imagined
landscape is a type of propaganda which questioned the conventional social
structures. It dreamed of a world where Architect ure becomes a flickering
display of interacting desires and social infrastructures are devoted to a
nomadic lif e of creative play.

Slide 7

Looking at New Babylon after thirty years of globalisation one is struck by a
certain prescience in it. Whet her it is t he increasingly nomadic nat ure of
people, jobs and wealt h or our technological, financial and aspirational
potential to actually start building New Babylon -

but, perhaps not the cold logic of the new global economy!

Although Constant devoted many years to visualising what he proposed as

realisable, one is left with the question, “Is any form of homogeneous
politics, theory, creativity or ut opia ever truly realisable - or desirable?’
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Slide 8

CITY OF ICONS

Under pinning Const ants New Babylon was a t echnological society. A society
we see, every day, become more manif est. We can move mount ains, divert
rivers, creat e islands and build ever higher!

The question becomes “What can't we do?’

Our technology, economy, and communicat ions have given us the tools to
build New Babylon — but the question is - should we or are we?

Slide 9

A mor e immediat e question is “Why do we build?’

Is it simplyto allow atrainto cross from one side of ariver to another or to
mark t he 1888 Univer sal Exposition in Barcelona!

Arguably t hese are two of the most iconic structures in the world.

Is t he Fort h Rail Bridge now an icon because it was so effective at purveying
trains across water that it is still in use today? Or was it because the
preceding Tay Bridge disaster forced a radical new way of looking at the
design of bridges?

Why is t he Eiff el Tower now an icon for Paris when t he Spanish didn't really
fancy it ?- Neither did the French for that matter, calling it an eyesore and
only granting it alicense for 20 years, even though it was a landmark for the
Exposition Universelle of 1889, celebrating t he French Revolution.

It was only after it's role inthe first global war, as a radio antennae
directing troop carrying taxis to the front that the tower became accepted
and adopt ed as a national symbol of victory. A kind of “off the shelf” icon,
that the purchaser had to grow into.
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Imagine, if you will, an alt er nat ive hist ory, wher e t he Spanish did rat her fancy
Mr Eiffels tower for Barcelona.

Barcelona was one of the last places to fall to Franco's fascist forces
during t he civil war, it is conceivable t herefore to imagine the tower being
adopt ed as a symbol for anot her vict ory and anot her revolution.

Would it still be an icon t oday?

Slide 10

ZERO DEGREE ARCHITECTURE - CITY OF THE WORD

So what if thereis no city as we know it....no architecture.... No
t echnological infrastructure

One illustration of this might can be seen in t he observations of

Ant hropologist Filip de Boeck in his st udies of the transformation of private
and public space in African cities, which explore Urban cult ure and Post
colonial identity.

Kinshasa, on t he banks of the Congo has no planned architecture to speak
of,a tyre hung from atree signifies a garage, news is hung on trees,,
memories, histories ,dreams are passed bet ween people —

it becomes a City of the word. The street is the parliament — a place for
public speaking and entertainment - a social spectacle —the event IS the
city, its infrastructure reflected in ot her ways.

Urban identity is defined using t he body, keeping t he body beaut if ul (hair,
clot hing, t he wearing of social space), t he body is an iconic temple .

Identity is expressed through human architecture - atestament to social
standing, how you carry yourself, how you express your self in public becomes
the most important thing —

it’s the only ‘building you own’.

This is a place of significant unemployment, wit h plenty of opportunity for
leisure & play,- but if this is Constant's ideal of a population freed of labour,
lif e remains hard, people have to eat and support family, 9 out of 10 would
rat her live elsewhere.

Here the City become a state of mind — it exists as an ideal - it can be what
you want it to be, - so you can live else where.......... anywhere.
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Slide 11

WHERE ARE THE NEW BAB YL ONIANS?

In his keynot e speech at Urban Legacies recently, Reiner de Graaf illustrat ed
the deat h of the Manifesto - the emergence of the critical vacuum.

The twentieth and twenty first centuries have seen an accelerating growt h
in urbanisat ion. The Global City is emerging.
Shadowing t his has been t he development of critique, t heory and manif est o,

through the 19th

1930’ 40’s —Desire for a better life

Century— an age curiosity

1950’s - Promise of a better life

1960’s Dream cult ure — Designing for a better life — The Ut opian dream -

70’s to present — end of social awareness /self critique end of new Babylon
—The end of the collective dream and the rise of Globalism

Is this anatural end or is it a victim of the Empirical logic of global
economics; - one plus one equals two. 24/ 7, just - in-time, lease back, buy
back, PFI.PPP, IMF, WTO - cheaper from China!

This is the logic of a global economy.

The Global city grows.
Is this a wat ershed for New Babylon or a biblical deluge?

Where are the dreamers and t hinkers, those t hat walk t he landscapes of t he
mind?

We know how to build - but do we still know why we build?
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Slide 12

OWNERSHIP AND THE POLITICS OF PLACE

Such perspectives are evidenced everyday by an obsessive desire to collect,
consume and trade land regardless of consequence and wit hout t he
gover nance of account ability.

Aline in a sandy road marks t he end of one territory, belief and religion and
t he beginning of another - that this should invoke such monument ally
destructive events is evidence enough that Place cannot and does not exist
wit hout people and wit h t hem come t heir hist ories, t heir memories, t heir
prejudices - their solidarity.

The question of ownership is possibly t he single most inflammat ory issue of
the 21* century and yet small acts of self reliance - perhaps defiance, serve
as beacons for the nomads of New Babylon.

The taking back of land, personal pocket sized ut opia, secret victories in an
invisible battle for the right to dream — if one plus one is two and ‘plus’ is t he
spirit of the individual or the village or t he community t hen we may yet find
our New Babylonians.

Slide 13

As hist ory moves and politics change so do our cities, t heir physicality can
become transient, but is this the architecture of New Babylon, constantly
changing buildings reflecting and housing t he new social and political
dynamics?
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Slide 14

When the city itself is iconic, labeled with it's own hist ory do we choose t he
anti-icon, an absence of building and permanence, such as Bernard Khoury's
B 018 night club in Beirut.

This building, in negat ive space, exists on t he boundary between the old city
and what was a refugee camp and site of a notorious massacre. Avoiding the
permanence and mass that could attract monumental inclinations t he
building comes alive at night and hides it self during the day, as t he architect
putsit - “refusingto participate inthe naive amnesiathat governsthe
post - war reconstructionefforts.”

He is of course not referring to the latest war!

Bernard Khoury was in t his inst ance designing in response t o political
carnage

Slide 15

But what happens when t here is no manif est ation of design OR political will.
The environment of the city is commandeered by the citizens in acts of
want on creat ivity, manif est ed by t he likes of “Guerrilla Gardeners”
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Slide 16

Direct action can simply make us smile, bring relevance or est ablish a new
type of global city, a city without walls or gates for all the New Babylonian
nomads such as in N55's “Land” project where participants to the project
commit small parcels of land for the free use of the traveller.

Slide 17

NEO- BABEL

The iconisim and horror of the world wars produced t hinkers and dreamers
who imagined a better world and a better society and who built the social
and architectural structures to support it. But now?- We are not at war, we
are not at peace. We are post cold war, post apocalyptic, post deluge.

Slide 18

Are we building Met ropolis, a NEO Babel? Will, like t he film, a mediat or be
foundto unite the citywith it's people?
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Slide 19

In Jean Luc Goddard's Alphaville we discover a city governed by t he absolut e
logic of the Alpha 60 computer where people have lost the ability to think, to
communicat e, and to love. Our hero, the mysterious “Out land” agent Lemmy
Caution arrives in the city and struggles t o destroy t he machine.

Is Lemmy Caution a covert New Babylonian operative?
Slide 20

Are we now act ually living in Alphaville? our world goverened by t he cold logic
of the Global Economy, plugged int o our ipods, our nomadic lives const ant ly
on shuffle as we build to t he heavens.

Slide 21

LANGUAGE OF PLACES

Can we build a co- creative environment ? Language is an exchange, a
gesture, a practice, a way of joining or separating the dots of intent

Ther e are many languages which are used t o define, express, experience and
discover space, which can empower and enrich in t he realization of shared
vision or segregat e and destroy
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Slide 22

How many languages do we read in our environment. Who is saying what to
whom?

Dominant language is dominant gesture, in the conversation of placemaking
is it possible to understand the less dominant language

Slide 23

And what can be lost in translation?

Slide 24

THE CITYAS COMMODITY

In t his Neo- babel, ar chit ect ure becomes commaodity, a building is

int erchangeable for an entertainment device, but what will we listen to on
our “iPads”?Is this t he architect ure Constant imagined for new Babylon,
wher e social lif e becomes ar chit ect ural play, a flickering display of
interacting desires? Or is t his MTV doing ur ban design, t he ultimat e product
placement ?
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Slide 25

This building is fascinating for it's range of iFeaturesto cater for the every
iWhim of t he iGuest. The resident s of Pilt on might be quit e taken with t he
iDeckchairs!

Slide 26

Dubai has evolved as a trading port, recently facilit at ed by oil revenues but
primarily driven by t he ent repeneurial skills of t he inhabitants and t he fact
that the population is primarily expatriat e with no dependants to burden the
state. Are cities no longer a manif estation of society, but a manuf act ured
commaodity wit h t he popultion imported to fuel continued growt h?

The traveller or tourist is lured to t hese new global cities, gat hered like
Drakes plunder, from around t he globe, wit h promises of 18 hole

sweet meat s. | can see Vaida Voivod the 6" or 7" travelling t he world as a
golfing nomad, a sort of 21* century “iGypsy’".

How much regard is paid t o environment al cont ext, local relevance or true
long term cost ?
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Slide 27

THE RISE OF HOMO LUDENS

Can people return to developing t heir own land? Can Developers be
commissioned by artists to invest culturally? Can artists comment
meaningf ully on t he t ypology of housing?.

How would t his manif est it self in the form of creativity?

Possibilities for a new kind of future city are not yet defined, building for a
better life may depend upon areturn to the individual response, t he
experimental city.

Can Homo ludens — Man at play, t he creat ive species, become t he
interpreters of anew ethic?- where culture and leisure are not escapes
but are acknowledged as fundament al t o experiencing that better life.

Can play, as exploration, living and lear ning, be used t o induce emotion,

social interaction and t o connect language — creating the Experiential City.
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Slide 28

What If we give people the skills, ability and aut hor ship to t ake over public
space, shared ownership, - Small acts of creative thinking giving voice to
relevant cultural & social values.

How might we provide a PROCESS which support s t his t hinking?

The 1930's produced The Mass Observat ion Movement where social
research was used to record culture, the man onthe street signedupto
spy on & document everyday cult ural habit s t hrough phot ography, drawing
and diary entries. An immediat e ar chiving of social historyfor future
reference.

Fromthe 1960's The radical Artist Placement Group emerged as an
organisation which actively sought to reposition the role of the artist wit hin
a wider social context including government & commerce.

The import ance was placed firmly on t he creat ive & cont ext ual process of
an object or a place becoming - how it was reasoned, its relevance to the
public sit uation in which it was conceived.
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Slide 29

This process may allow us to ensure that art & the built environment remain
relevant and responsive to their cities. In taking t he time t o a consider
space, encouraging discourse from different perspectives before planning
it's future

The experiment al city begins t o emerge.

Art & architecture can then be used to test spaces & ideas t hrough
temporary or parasitical interventions, stimulating discussion or debat e as
to the possible future of a space which is as yet undeveloped — some may
not be realized but their appearance can be a factor in changing a blueprint.

As we saw ear lier in Bernard Khourys under ground night club, proposed to
have only a 5 or 10 year lif espan.

Slide 30

SPECIFI- CITY AND METASPACES

We've talked about iconography as urban form, we've t alked about landscape
and t he human experience of t his,

We've touched briefly on urban identity, but if we consider this area further

From excessive unsust ainable Golf courses in Dubai t o the iconic human
architecture of Kinshasa we have seen reasons for the importance of
creating an infrastructure to support local identity & individual responses
and for these to grow in a sust ainable way.

Buildings with a mixed purpose is a start , but what about buildings sharing
common facilities like heat ing, air conditioning, wat er , wast e syst ems,
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ener gy efficiency, what about developers sharing sites, architects sharing
ideas and planners sharing decision making?

We can Look out wards to dream, t o define cont ext of our own landscape
but should we t hen be looking inwards t o achieve city identity, local
identity?

Is t his perhaps about making Connections?

Sir Patrick Geddes, believed the art of seeingis critical to t he planning of a
city or region. He viewed the city as a living organism, it has emotions and
can be nurtured or malnourished .

He identified an intimat e relat ionship bet ween social processes and spat ial
form, met hod and out look, as being at the heart of integrated public

policy .

This view support s Constant’s New Babylon idea of adapt ability, moder nity
and a co- creative approach , but also that this should go hand in hand with a
strong concernfor individuality.

Spaces in which we can see temporaryrealities are perhaps Met a spaces..
we can occupy them thro the use of the internet and in playing a game board
and in a conver sation.

To explore this idea further, we as artists want ed to initiat e t he beginnings
of avisual conversation — inclusive and analytical.
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We were interested in the 19" Cent ury appetite for curios as a way of
making sense of the discovered world.

Topographica —is a graphical language which could intertwine with the
planners, archit ect s & developers initially as a common way of looking at the
local landscape, bot h physically & socially.

We have returned to the Map as a way of expressing perceptions of
landscape shown here as a 3D illust raion of economic data -the Income trail.

Slide 32

And here as the possible stimulation of
human emotion & social behaviour,

Slide 33

t he study of people movement & urban growt h ..possible organic patterns .

Geological changes affect the surface of the landscape, but what affects
t he dynamics of the Landscape?

We've seen in looking at the West Bank how lines in t he ground can divide

space .....but of course they can also connect spaces, cities & lives - by
channels, roads or perhaps as we see here in the idea of the Boardwalk
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Slide 34

Perhaps t his aft ernoon we can consider The Boardwalk further- as a
paradox - an iconic structure of 19'" Century social f or malities Or a lyrical
expression of connectivity & social narrative . The creation of a place where
places meet — .....a spectacle of place.

The formal connot ations of alinear Sunday stroll may be challenged to take
adifferent form, adaily or nightly opportunityto fulfil t he necessity for
play, for observation ,the cinematic experience of the city, the event of
social gat hering.

Could it be our path of common ground? A metaphor for connected lives,
connect ed hands, connect ed t hinking, weaving bet ween t he land and the

sea.... skimming t he edges of each and t hreading a social tapestryt hrough
the City Wat erfront Communities.

Slide 35
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Julia— Group Session No. 1
Placemaking, Connectivity and Community
Julia Brainst or ming

The format was intended t o be such that | chair and we have a discussion
about place making, connectivity and communities initially, t hen we have a
discussion, t hen we sum up and we discuss our findings wit h t he other group
and t hen we come back and we talk about icons and landmarks and what role
t hey have.

But Ithink that whatever we talk about has to be informed by what was
discussed t his morning and | t hink t hese tit les wer e indicat or s ahead of our
having met and had t hat discussion t his morning. And so I'm more than
happy for us to reprioritise and draw up a new kind of agenda.

Essentially the sub text is we'reis trying to follow or reflect dif ferent
agendas one of which is of course the idea of not making a place that’s bland
-valuing difference and diversity and so on. And t he second title was about
somet hing t hat’s on city council agendas, on ot her peoples agendas ot her

t han my own, | have t o say, which is about icons and landmarks. Somet hing
that Idon’t find very valuable as a starting point, which is there because it is
somet hing t hat’s discussed, it is somet hing that has currency, its somet hing
that’s certainly been a part of the agenda for the waterfront inthe past.

‘What is t he out put supposed to be? Across the whole course of today, so
far nobody has act ually t old me what the purpose is. What you expect to end
up with'?

I think, if 1 can just interject, It’'s more about people participating in a
conversation. For us hasn’t taken place in front of us as actors. We're just
gat hering information. We haven't been able t o wit ness a kind of common
conver sat ion happening about possibilities and move forward. How can we
ensure that the waterfront development is successful? How do we measure
failure?

How can we possibly beginto do that? Inthe situation that we have, all we
can dois talk. We cant do anyt hing. We have no power what so ever.

Mor e t alking.

Julia: There will be a document. We've recorded everyt hing t hat’s been said
today. Those recordings will be transcribed t his week and next and then a
team of people will tryto pull t oget her as much of the most relevant

inf ormat ion toget her as possible and we'll publish a small booklet. Rat her
like some of the other Charette outcomes have had. So there will be a
document that tries its best - to be arecord of the day and from t hat
Riccardo and Fiona Michie want to pull that mat erial t oget her and t o exhibit
material at the Six Cities Festival. That’s what Fiona Michie from Scottish



Ent erprise Edinburgh and Lot hian, wants to do. What | would like to do from
all of this is to have some influence on the way City of Edinburgh Planning
structures its approach t o placemaking generally. To the way in which it
supports artists and it allows artists to be part of the making of our public
realmin the future? Now I've done this for 20 years and Michaela and | f eel
very cynical t oo and | wonder how much influence we can have and how
practical that can be.

I don't feel particularly cynical. Michaela

I'd quit e like t 0 see some ideas act ually come out. Some possibilities for
some placemaking not just in general political terms, talking about the
political environment or the planning environment but act ually see some
possibilities f or some places. Some act ual physical spaces come out. And
ideas that can go into these spaces and how we can act ually stimulat e
activity t here and come up wit h suggestions t hat we might be able to
develop down t he line, rather than just talking generally about the wider
issues. Michaela

Tommy Connolly: I'm an architect and I've listened to a lot of generic terms
about things and I t hink you said one t hing about under st anding and having
time to think. And I think if your going t o make any point with it, what we're
maybe trying to do around t his table wit h t he discussion in general is to

act ually under st and what’s going on - because I think you're keyto that. We
went through over there lit erally (coughing)... a whole series of work t hat
actually got a place. Dorian, made t he sweeping statement of I'm glad the ?
and ? masterplans are out the way. People must be sitting there thinking
‘what is that? People then begin to say well t here’s anot her boardwalk f or
the new ?. | think what people then can say is what's act ually going on there.
And t hen wit h an under st anding of that, t hey might see how t hey can
contribute tothat. Ithink the dialogue;it was sort of like ararefied
atmosphere. There is a chance maybe t hrough t his discussion t o act ually t ell
people what’s been done and what is act ually going on and t he people can
actually contribute to that instead of saying | don't like it . Maybe we don’t
know why we don't like it because we don’t understand what’s going on. Tom

Having conversations wit h people over lunchtime and t he angle t hat seemed
to be occurring was that there’s a lot of baggage, a lot of issues which have
come forth. For the purposes of this discussion, would t he best option be to
start wit h t he blue skies type of thinking and imagine there is one high
quality coherent master plan for the whole of the wat erfront regardless of
land owner ship patterns. Then look at how we inject artistic input into the
development process. I'm always a bit wary of going back and we can discuss
the process up until this point.

Wit hout an under standing of what’s going on, how can people contribut e?



Julia: (Make a shopping list.) Id like to discuss somet hing more about what
are the main ideas, issues, problems and see how t hey are manif est ed, how
theyare mirrored. One of the frustrations that seem to have been running
t hrough t he morning sessions, is t hat the processes aren’t right. We should
have a conversation about t he processes and what might be doneto
improve the processes.

Lorraine: | want to understand the current processes, the barriers, how do
people work or not work toget her? We talked about a co-creative
environment. Can t hat happen? How could it happen? What st ops it
happening at the moment ?

Artists have not been involved in t he process. Or not early enough. Tommy

Lorraine: But artists are not the only people able to t hink creatively.
Everyone has that potential.

Neil: 'm really worried about the rhetoric connected to this. This rhet oric of
place making. There already is a place there. It’s called Grant on. So why is it
being re- branded.

Michaela: It's not just Granton.

Neil: Well t hese places have names.

Michaela: But Leith Docks ...

Neil: Leit h Docks is Leit h Docks.

Shaeron: But there is no access to Leith Docks now.

Michaela: We are talking an extent of 10 miles. Not just one place.

Lynda: The Boardwalk for me is worrying because it connects them all up.
What'’s nice is that they are not connect ed. They have t heir own ident ities
and different purposes - Industrial or leisure. For me that’s important for
place making. They are already t here and have t heir own identity already.
They attract different people. We have empat hies wit h different places
along the route, as people.

Lorraine: Connection as opposed t o isolation: What does connectivity mean?
What does it mean to different people? Will t he wat erfront ever be part of
people’s impression of Edinburgh?

Michaela: that’s our aspiration —to make Edinburgh a Wat erfront City.

JR: What relationship does placemaking have t o mast er planning for you as a
planning aut horit y?
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John Def f enbaugh: Having a sense of place isn't necessarily a positive t hing
in itself. There are very unpleasant places which may have a sense of place
but it’s a negative sense. You go to nort h-east Edinburgh — Pilton, Grant on —
and | think we'd be doing the residents a favour ...there is a regeneration
exercise that needs to t ake place to give t hese areas a quality in t erms of
place. These are jargon words but you get the gist. In a number of the areas,
Grant on Harbour, former industrial sites, t hey've been so disconnect ed from
the city, for so long they are in any sense entirely new places. Interms of
existing Grant on the regeneration areas are so disassociated from the
existing community it has a distinctive flavour to it. We have got one existing
community, one regeneration area: How do you link t he two t oget her and how
do you mediat e wit h a high quality aspiration for a sense of place between
those two sites?

Tommy: But t hat’s what a good master plan will give you and t hat’s what you
started out with.

ECCstarted out with a carefully crafted view of howto stitch the place
toget her. It looked at the morphology of the area, how it had act ually
changed over time. Grant on was a carefully crafted place wit h a layer of
industrial development over it.

We are working on t he Upper Strand. CEC have now got the chance to go
back a bit and think and carefully craft these areas because we have a
better chance...t han was t he case with some of t hese areas you will get the
financial base, you will get people of a certain type coming to the area, but
you won't get the much-crafted diversity. But there is a way that Edinburgh
has to get diversity — it has t he financial muscle...

There currently is a mixt ure of social housing and privat e housing.

But we are talking about making places. The mast er plan will give you t he links
into these places, roads and pedestrian patterns, parks, safe places to go
wher e buildings can t hen come and group around. Not just t he size of any
park but how, historically t hese areas have been put together. You can do
that t hrough consultation and a group of people working t oget her so
therefore, if you bring the conversation round full circle, that’s how it
started in 2001. This conversation was t he aspiration t hen.

The original mast erplan did set out to bring a carefully crafted. Not a series
of rules to be put in place...

Lynda: | totally disagree with that. It was just a graphic laid across a map, cut
out to match the edge of theriver. It just kept going right to the very edge,
right over t he reclaimed land and didn’t respond to t he place.

Michaela: It had almost no open space.
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Tommy: It did begin to change with the next draft of the masterplan which
looked to carefully craft, t ake pieces out. [Stop scowling.]

Lorraine: What'’s a mast er plan?

Tommy: a narrative, a way of enabling a process to take place through a level
of understanding that’s complet ely tangible to a number of people.It’s a
constant conversation.

NZ: There’s a whole range of scales and det ail. At it’s simplest level it is a
graphic. But a masterplan is det ailed process of investigation. | don’t know
where it starts and stops. Planning language doesn’t accurately describe the
process that’s going on.

Michaela: It’s not done inisolation. Trying to creat e a place that responds to
what exists. As Leit h Docks evolves it’s not supposed to be ‘everything north
of Ocean Drive and never t he twain shall meet’. .we've got to find t he right
ways and t he best ways of linking those t oget her.

JR: There has been alot of contradictory stuff today about sticking to
mast erplans vs t he need t o have them evolve.

This is all very well but we are agreed that our cities are less pedestrian
friendly, less well designed, mor e cloned t han t hey wer e 50 years ago, so
wher e are we going wrong? Which bit s of the process are wrong and what
can we do?

Def f enbaugh: We ar e missing a key group of people here: the actual

developers of the plots. We have t he landowners but not the people who get
t he buildings designed and built .
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Riccardo — Group Session No. 1
Placemaking, Connectivity and Community

Present:

Riccardo Marini; Tony Ket tle, RMJIM; Andy Gray, St udio LR; Ross McEwan, Art
in Archit ect ure; Gordon Young, Artist; Dennis Crompt on, Archigram; Deborah
Kell, RMJM; Dorian W Uni of Edinburgh, Architecture, W, Thomson Arch; Keith
Anderson, Waterfront Partnership;

To co- ordinat e t he delivery of this in a meaningf ul way; how does t he council
get its act toget her recognising t his is a privat e sector led development ?
How can art become present itself in terms of place making, t his has been
so far about housing led regeneration, so how can we make sure that the
next five years isn’t just about housing led regeneration but t hat we have
other aspectstoit. Public realm infrastructure is absolut ely fundamental to
all of that soitstryingto make sense of what practically can we do inthe
next five years that really does change t he emphasis and t he confidence in
redeveloping the waterfront.

Facilit at e human int eraction at diff erent levels. Riccardo Marini
People, place, space, buildings should be our objective. Riccardo Marini

The way Port obello works is fantastic. You've got the sea and strip of
seafront / promenade. On a morning when they t ake t he kids to school its
just full of people walking, on bikes, t he kids running riot, chatting, so the
promenade going to the junior school and its coming toget her. It seems to
be a really good mix of people ... you walk back a little way, not long streets
and you're onto the high street to get your shopping.... Its functioning really
well but when you go you feel it s human, people are improving t heir little

pat ch, refurbishment of swimming pool and when you go they've even got the
foodright.... Thereis alittle pocket of waterfront of Edinburgh, buses are
cheap... Gordon Young

What makes it liveable?

If you can identifyin your city what it is that makes that city a great place,
then you have to discover how t o make t he infrastructure t hat makes t hat
possible for the people that are going t o become citizens in this new area.
You have to start at that base.... Dennis Compton

What role does art have...?

It was a very clear strategy diagram :

You have got to work out some way of producing and supporting a

community structure with is emotional, sociological and physical and t his is
t he problem, we don’t know how to do it. Dennis Compton
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New places, Malmo, BO1it has been turned into a place - it is active, it
reminded me where | was brought up. There was art, art was threaded
throughit. It facilitated that way of thinking. Riccardo

The det ail has an effect, it doesn’'t matter what the styleis etc. the
attention to detail is evidence of a whole set of other attentions to quality
before you end up with the detail.... As abrief for the arch/ builders -
Raise you Game in the detalil..... Gordon Young

If the locals are using the place and using it well we are more likely to love it
as visitors. Gordon Young

There are funding mechanisms that lead us down a particular path.

There is a necessary invest ment in public infrastructure. In Edinburgh you're
asking for an iconic building!!! 1don’t think you should aim to produce an
iconic building. Dennis

What you don't do is set out to get a Guggenheim.

The most inspiring we have seen today is t he wet land est uary park, it s about
bringing nat ure int o t he people lives. Dennis

It’s not about replicating somet hing; it is about creating somet hing that is
unique t o Edinburgh. Fiona

What kind of community are we going to creat e there, who is going to live
there? Artists will respond to the communities t hey live in and t herefore
how can you evolve this!... Tony

It is about working wit h t he developers.... In a proactive way, and we have a
fragment ed response and not gained enough confidence in enough people...
this isn't somet hing that is going to happen overnight. We need t o allow
confidence in t he plan t o enable organic growt h, its creating a plat form for
communities to evolve. It’s critical that we produce t he mix and flexibility in
t he housing product and what are we doing consciously about making sure
this is a family friendly place. Keith

The vanguard was t o consult in detail and sort of learn the place in detail. It
took our merchant city project a year to do the research before we made

t he piece. And the whole t hing about that was learning t he lay lines
throughout t he sit e, how t he sit e wor ked, who lived up which close, who was
a st akeholder, who had a funny wee nuke they wanted to try and preserve,
who want ed t o have t he whole t hing t aken away. What you f ound out was an
incredibly complex t hing. And its about understanding t he detail of place and
how art can work with that, it can have short and long t erm gains in terms of
art. Artists can go in like gorillas and start to do t hings in places highlighting
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buildings t hat are disused, areas no longer used, paths that are used bythe
public which have been forgotten about and maybe there are temporary
projects that only last about a year and disappear, but are recorded. These
get built into the briefing documents that are actuallyin the 10 /20 year
thing that you are talking about. And then inthelong termthen art does
engage in a unique and noble way wit h t he community and it does come to
symbolise t he importance of community.

lan Alexander .

Ithink for artists to fly well and to contribute well is an issue of good and
appropriat e briefs being given and | t hink it s an issue of scheduling as well.
Gordon Young. Who writes the brief to do what ....

One strand is you involve artist s in mast er planning. Riccardo

Mast er planning, aspir at ional, recognising t he importance of communities —
no one has a vision of what the waterfront needs to look like... Fiona

That's the narrative? Gordon
What is the narrative? Your uniqueness? Gordon

We have already somet hing unique — its Fife it s this part of the world- so
how do we use it how do we reveal it Riccardo

| am looking to the art to encourage t hat imagination and t he narrat ive of
that delivery has no imagination. The financial mechanism, t he business plan
discipline, the commercial reality of value uplift cannot look further than the
next five years, tenif you like. It’s about value added for each year as we go
for the shareholder. There is no imagination inthat —it’s a discipline and so
the only imagery can come from t his table and t he people out there. Keith

2/ 3 stands which is in terms — you should involve artists in the processes
they don’t normally t o get involved in.

How do we creat e t hose spaces for other artists and artisans to use?
That's a financial mechanism t hat the council can be lot more helpful with
dealing wit h management mechanisms t 0 make t hat happen. Riccardo

There are all kinds of artists — calendar of events that allow thingsto
happen in spaces. Different things can happen at different times.

Nowher e in my funding agreement, my fee, am | being allowed t o get
participatory going - | have to do it by devious means. What I'd really like is
t he council and client to be aware of those and encourage t hem and accept
in t heir briefing documents and budget allowance for that. There is an

inst it utional notion about participation that is being devolved. If your
business, as a council does not allow for this participation what chance do
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we have in t he lower tiers to actually encourageit. Art is so bottomrung its
relying on the architect or some ot her personto get an artist involved. We
haven't instituted art at the important levels. Dorian

That’s what we are doing — we are raising the role of the artist up the food
chain. Riccardo

It would be fantastic if there was a mechanism that the client body was
tuned in and that they brought inthe artist commission as standard as an
urban consultant to the process. lan Alexander

If the architect is sensitive to what an artist can contribute, an individual
building but you've asked about % for art. It’s the value. Keith

If an architect wants to employ an artist - but that architect needs to do
that out of its fee. Dorian

Funding for art is important.

There is no artist on Architecture and Design Scotland. Dorian
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Session 2 — Icons and Landmar ks — what role do t hey have?
Chaired by Riccardo Marini

Present: Riccardo Marini; Anne , Ewan Ander son, MAKE Gor don Young,
Shaeron Averbuch, Keith McCarter, lan Alexander, Nigel Gilikson, Robert
Adam, Dennis Compt on, MAKE, Debor ah Kell, Neil Mulholland

One of the out puts of the charettes of for the six cities festival and one of
t he questions we have been asked - Is there arole for iconic landmarks or
features in t he Edinburgh Wat erfront ? Focus on this, icons or landmarks
areintrinsically linked to artistic endeavour.

There is a notion of collective memory, memory of place. E.g. Goliath in
Glasgow, it’s the only crane that can lift nuclear subs, Grade A.

Suggestible alt ernative use - performance space for example which could
create an iconic landmark on t he wat erline. Shaeron

It’s like t he beams of the world trade centre being used. Neil

You want to keep the fragment s that are worth keeping down t here and
reuse them in away t hat doesn’t de-value them. The harder bit is what role
does the new stuff have in all of this?

What could we rightly develop? The bot anic wet land gardens and ot her
things we could develop as iconic notions.

We are not trying to make t he identify of the whole of the waterfront as
one. Riccardo

An icon could be somet hing t hat is horizontal and a surface that you could
walk on and have a direct relationship with the waterfront... lan

Nigel. Iconic structure and landmarks are slightly different. Landmarks are
like ways of navigating the city and are normally high. Iconic structure are
more t o do with memory and sense of where it is and not necessary

somet hing t hat you can see. But they can be interlinked and identify a place.

The point is that Edinburgh has an incredibly strong identity and t he overlay
that man has put onto it over the centuries. Riccardo

I think t hat icons evolve but there is a group of people that operate in t his
city who say we need an icon. Riccardo

I think if somet hing is designed in a nat ural process and is then seen to be
out standing and then it will become anicon. Keith
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But are they saying t hey just want a physical icon?
They want somet hing t hey can stick on a brochure — 21* Century.

The logic and place and siting undermines t he logic in shipping sculpture in.
Gordon

It also shows an extreme lack of confidence of Scottish artists, if Scottish
artists are known for one thing its public art and t his is like everyt hing t hat
was successful about Scottish art inthe early 90s that came out of the
public art environment. Neil

The 10 mile boar dwalk will be 10 opportunities for 10 artists to do an
intervention which is funded on a bi- annual basis by t his council. So we have
a bi-annual festival relat ed to public art sculpture and after ten years you
mark it. That t hen would become iconic and t hen you would have reasoning
behind t hose ten locations. Riccardo

It shouldn’t specifically be about a sculpture. Deborah
If you go to the Hudson in New York t hey were all vying wit h each other and
sitting there cheek and jowl and there was an intensity to that and t hey all

created an image of New York.

That waters edge is critically important, interventions, sound, sculpture |
don’t know.

Quality — if you see somet hing t hat is built well — it speaks to people.
Riccardo

If it was really sober it might really stand out more - as everyt hing else in the
cityis soiconic. Neil

Fif e should featureinit.

If we all had a consensus —Fif e should come into t he equation as you can see
it. You require a pier or transport link. Neil.

The notion of rout e — 10 miles of somet hing — sans facon did the little t hing
in t he lake, the one in Devon it’s a design int ervention that can be iconic.
Riccardo

When you say young designs and you have t op not ch young designers, you
have t o have a ment oring system in place, the youth is interesting. .....

Have a look at the iconic in Portsmouth - that is big but naff design.
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Basically, all of t hese developments are huge when you sit t hese beside small
traditional cottages. Shaeron

There is acityin northern Italy which sits in t he base of five valleys and t here
is a pat h which goes all the way round it. Every 100m t hey have healt h pit
stops and they got artists to do them. Riccardo

The city has just developed a skyline and t akes t he view from t he water and
from the city back. There are five essential things inthe city -the castle,
Calt on Hill, Salisbury Crags and t he Old and t he New Town. Riccardo

When you get down to Leit h you have t o build somet hing really high t o have
an impact on the elements that are considered to be good. This skyline
studyis one strand - you still have t o deal wit h all of the ot her requirements
that you have. Riccardo

There is a presumption that you will not create a negative tension with the
stuff you have in town. However I've always got somet hing in my head t hat if
you do somet hing so well it can identify place. Riccardo

It’s an odd place to build atall structure —this is a low part of Edinburgh and
you get a better view fromthe Castle or Arthur’s Seat. The horizontal place
is much better to emphasise. Neil

Wher e is your huge public park? Granton has a very good park. It will be very
valuable t o developers; t his side of t he city could do wit h a major piece of
park. Leith links used to go to the water, could we link it back to the water?
Port obello beach is stunning. Copenhagen has created a new beach with a
metro station next toit, a piece of industrial engineering wit h sand and
grass.

Interms of going forward — what is t he vision — if the vision is t he iconic
linear event, high quality - the objective isto get it..... You can walk from
Port Edgar to Joppa - that you have t his wonderful transition with t he
different environments. Riccardo

The edge — we have t o make sure t he edge, which is dif ferent from this city
boundary on the ot her side. Anne

Blin Malmo - wit h opport unities for people to go swimming in t he Baltic and
ayear later theyhad to create additional piers so people could go for a swim
in deep wat er and t hey have heat ed seating and it is brilliant . Riccardo

In Glasgow t here is somet hing major relocated to the Waterfront (BBC)
Somet hing similar could bring it some sense of icon. Neil

Riccardo. Well t he national libraries have series problems wit h space!



There is a consensus for linearity but an iconic structure could evolve but an
important institution could be based there. Neil.

What is t he mechanism for making t his happen?

Ultimat ely it's about celebrating the edge and what needs to happen to make
the boardwalk work. But we need the script. Something that evolves from
the conversation. I'm all for having a piece of text that forms the brief for

t he designer, and we need t o have that storyand t he objective. We need to
have somet hing t hat we can walk from Port Edgar to Joppa and then
programmes can enable t he council or developer to fund this. Riccardo

The ambition has never been written - areally aspirational script that people
have bought into — you just described it. You need that one page and logic
that the components need to fit into. Gordon

This big overview is important it needs to be this idea behind it. The
different patterns the dif ferent mapping.

There is no money in the bits in between and we need to pay attentionto the
bit s in bet ween. Riccardo.

There is an issue about t he Council’s inability t o communicat e about really
important things. The connectivity is the most important and t he problem is
that we are asking a lot of people to do t hings for not hing!!!!

Waterfront Partnership - that theytake on board, as a partnership, that we
want to deliver a mechanism.

It’s linear;it’s a series of events;that will occur with good t hinking, planners,

provision of money - if someone comes up with the ideathereis a
mechanism t o deliver it.

55



Out put — Consensus — Report Back and Summing Up

Riccardo

Once again, Hello it’s the end of the day. General idea is that we do some
summing up and what | propose to do, | was wit ness t o t wo conversations in
two sessions, t he under st anding of that - and Julia is going to do the same
for the groups that she was involved in. | would suspect that there is going
to be some crossover so that if points are made we are not going to
duplicate them. The first session

Julia—that all of this has been recorded, t he recordings will be transcribed
then there will be an editing process and we will endeavour to make an
accurat e documentary account onthe key points of the day. If we don't hit
everyt hing that was said, hopef ully t hey will be t eased out

Riccardo The stuff will be reflected in the six cities festival exhibition and
one of the things we are hoping to do is a soundscape which | am looking
forward t o seeing how t hat evolves.

Session 1— Out put - Riccardo
The first session a lot of debat e possibly some cyclical. But ultimately | t hink
that there were three points —

1 is that artists should be employed in mast erplanning processes so
that theysit onthe team that delivers a masterplan, legitimat ely wit h
the appropriate remuneration for the input that they have.

So that theyinformthat process at that level. So the starting point
is that a master plan is being developed, there is an artistic input into
that document. That is a proper eco approach interms of the ot her
designers.

2. The masterplans that evolve should endeavour t o have opportunities
where space is created at the cost parameters that would allow
artists and artisans to be able t o colonise, so that we are not
inst it utionalising artist s space as that is not appropriate.

But if there is space that is sufficiently well priced t hen t he hope is
that aritists will start to use those spaces. Now there are perfect
examples of some of the master plan areas where we show ribbons of
retail in areas where retail will not function. It will not function until
the area attains critical mass. We as a council wit h t he developers
should broker a deal where t hose spaces could be given eit her for
freeor at verylittle cost to artists and artisans to use as workshops
and studios. Obviously it has t o be compatible wit h t he act ivities t hat
happen above and in the area, but that could be a very simple
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mechanism t hat is part of the master plan device to then deliver
mixed uses but t his kind of opportunityfor artists.

3. The other point that was made was that there should be an attempt
to look at funding mechanisms for art public art. There was a debate
about percentage for art, funding for art 1 don't know but part of the
process that we are looking at should highlight that unless we do have
a specific funding mechanism wit hin the context of everyt hing else,

t hen we demand from developers then it is too easyto be ignored.

Funding mechanism should not be specific —i.e. you are developing a
building t herefore you should put a piece of art onit. It should be
somet hing that links it into a master plan approach so that the money
can be pulled toget her to then create a space for activities, maybe a
sculpture, I don’'t know a somet hing. But we can focus the resources
in afar more effective way.

Session 2 — QOut put - Riccardo

Again, similar kind of conversation we tried to focus onicons. Very
interesting debate interms of the nature of the city. Interms of the fact
that it is littered with icons — it has an incredibly strong identity and t he view
that I think that if there was somet hing iconic then it should evolve for good
reasons.

There was reaction against just dropping stuff in eit her because it has the
right label or we think that it is appropriate. There should be a reason t hat
goes beyond that. The belief that it should be a linear thing related to the
edged coastline, the interpret ation between t hat junction between the
water and the land.

It could have be a series of events which varied from fishing points to health
stops to play areas for the elderly. There was a whole array of dif ferent
reasons which I t hink sounded really quit e powerf ul.

To then say Xmarks the spot. It could then be an art intervention it could be
a design intervention. Hand in hand wit h t hat we have t o develop f unding
mechanisms for these opportunities. There is no point in saying we are going
tohaveten/ fifty/ hundred opportunities that will then creat e t his
boardwalk unless there is areality of t he delivery. That is a discussion we
should have wit h t he developers interms of the benefit it will bring to their
product that they are going to sell, because it will enliven t heir places,it will
turn their spaces into places, int o places where there are real activities.
That is what drew from the two sessions.
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Session 1— Out put - Julia

I would say it is largely true that we covered all of the things or most of the
things that Riccardo mentioned. |thinkthat | would quite like t o point out
that some of the things that were raised as issues | would just liketotryto
analyse out a little bit about why we are here.

In session one the group talked about the rhetoric of master planning and
place making and tried to deconstruct that alittle bit more, and t o ask why
would artists be involved and how could artists be involved meaningf ully? We
felt that there ought to be more analysis, and so | think t hat our discussions
wer e much more about the why's and the where for’s as much as the
solution and the idea t hat it might be a good t hing.

We also talked about those who weren'’t here today. The volume house
builders, t he developers who are act ually purchasing the land from the
landowners. Also Architecture and Design Scot land. It would have been
useful for someone from the AADS t o have been here today and t hey have a
role - and we didn’t really get to discuss t heir role.

We talked about consult ation and participation too, and I t hink that there
was a lot of debate about what it might be and how it might act ually achieve
somet hing. And whether alot of the current participation and consultation
exercises pay lip service. Ithinkthat it is important inthe context of talking
about artists work because artists are often brought into be the people
doing consult ation and participation exercises, so | think that we discussed a
lot of difficulties with the process. I'm not sure we agreed but certainly we
discussed the idea of developers being asked to involve artists in t heir

mast er planning teams, and t heir designteams to a greater extent
(Michaela) so there’s is an invitation t o Edinburgh City Council t o develop
teethinthe matter.

Session 2 — Qut put - Julia

We talked about hierarchies of ordinariness and special-ness and | t hink t hat
there was a reasonable level of consensus that there ought to be a good
deal of concentration on making Edinburgh Wat erfront a good place for
people to live and work on a day t o day basis. That attracting peopletothe
wat erfront wit h special- ness and special- ness you might read landmarks,
points of particular interest.

Icons - that that was secondary - that it would come - that projects that
made t he place or put the place on the map would evolve out of meaningf ul
places being created for the communities who live there. We had anot her
big debat e about participation and consultation and t hat really t ook up a lot
of discussion and needs to be there and continue to be on t he agenda.
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We agreed that icons had a pejorative connot ation but for Dorian’s stake |
am going t o include t he ideas t hat landmarks could be pure artifice, could be
the icing on t he cake, could make somet hing special if they are also
meaningful and relevant and there is a grass rout es desire for t hem.

Finally, we t alked about t he idea of the boardwalk and t he connecting series
of communities along the waterfront as being particularly important and
particularly specific to Edinburgh’s wat erfront. That they could and perhaps
should be the driver for landmarks and for creating that 10% if you like
special- ness. |think we have arrived at a degree of agreement towards the
end that there is already somet hing t here which makes Edinburgh’s
waterfront particularly distinctive and we shouldn’'t be looking around for

ot her motivation.

Riccardo - That’s it and t hank you — we will produce t he document ation and

we will all see you at t he exhibition and t here will be ot her opportunities to
develop t his ongoing series of discussions.
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