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Welcome to inaugural book review forum foine Canadian
Geographer-Le Géographe canadidiine purpose here is to
provide a setting for in-depth, diverse, and diedalgreviews
of landmark publications in geography and cognéteiplines.
I hope to include a book review forum every yeas@and
invite readers to contact me with book recommendatior
such a purpose. | am especially interested in hgatbout
recent groundbreaking books related to physicadggy,
earth system dynamics, and spatial and geograpfoicnation
science (fields that | am less familiar with). Th#lowing
forum is based on an editors meet critics sessigyagized by
myself), which took place during the afternoon adrigh 31,
2016 at the American Association of Geographersuahn
Meeting in San Francisco. | am also delighted ttuite a
review by Gwilym Eades (who did not participatehe above
session) as part of the forum.

In recent years, a growing number of geographers ha

begun to advocate empirical, theoretical, and nusilugical
re-evaluations of the aesthetic. These geograplggest that
rather than positioning the aesthetic as suborelioat
supplementary to the social and political, we sti@im to
recognize how the aesthetic constitutes the vangejatual
bearings and concrete realms through which sondhpalitical
spaces become comprehensible and operational. iQine o
most recent and significant contributions to tieisearch is

Geographical Aesthetics: Imagining Space, Staging
Encountersedited by Harriet Hawkins and Elizabeth Straughan.
Across 15 chapter§;eographical Aesthetidsrings together
timely commentaries by international, interdisaipliy
scholars to rework historical relations betweenggaphy and
aesthetics, and provide alternative understandihgat
constitutes aesthetics. In renewing aestheticssds af
investigation, but also an analytic object throwdhich we can
think about worldly encounter§eographical Aesthetics
presents a reworking of our geographical imagiéthe
aesthetic.
Paul Kingsbury
Simon Fraser University
Book Review EditorThe Canadian Geographer-Le
Géographe canadien
<< PLACE FC IMAGE APPROXIMATELY HERE>>

Geographical Aesthetics: Imagining Space, Staging
Encounters
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This is such a well-placed book, elaborating aemtage of
ideas that comes on the heels of post-structumahiem, post-
gualitative methods, non-representational theoard,new
politicized phenomenologies to provide a relativaerent



politics of the world, its surfaces, and its depthat does not
eschew the complexities of bodies, politics, petioag,
representations, sensibilities, affects, and enessinThe
introduction, copious section commentaries, andrelcsion
that brings things together through geo-aesthbegs
enormously with this project by situating and elaiog the
wisdom of geographical aesthetics, twisting oucigitned
knowledge in subtle ways towards a clear disturbanic
collective sensibilities.

Geographical aesthetics comprise wisdom that pre-
sages the discipline (see della Dora) and is asasetive next
best continental philosophy (see Millner) or safent
breakthrough (see Paterson and Dixon)—and embeaces
material practicality that might enliven even thesthweary
and cynical academic activist (see Millner, and Rias and
Loftus). Perhaps the most endearing (and livelgeesof
Geographical Aesthetids the enduring tension between
sensible codified conventions and sensuous expasen
between bodies and spaces (see McNally), betweefieich
high culture and everyday experiences (see Bradguifevan),
between sense and non-sense (see Dixon, Dawkinsoftog),
between art and judgement (see Vasudevan, Ridieg)een
research, writing (see Riding), and field-work (etige
introduction’s and the third section’s Humboldteesthetics,
but also Macpherson, Dixon). There are careful ickemations
of the work of aesthetics, what it does, and hodo#s it
(McNally, Brady, Holloway and Morris), but perhapmst
appealing are the political tensions in the bog@it #nable
some understanding and sleuthing around the disioits of
the sensible and its disturbances.

It is impossible to cover the breadth of a bookhtd
kind in a short review, so | want to concentratdlmspaces,
sites, encounters, and spatialities of radicalramdlutionary
play (but see Milner, Dawkins and Loftus, Ridiniy)the essay,
“Old Forgotten Children’s Books,Benjamin (1996a, 408)
notes that “[ijn waste products [children] recognike face
that the world of things turns directly and sol&ythem. In
using these things, they do not so much imitateniheks of
adults as bring together in the artifact produceplay,
materials of widely different kinds in a new, irttue
relationship.” His Marxist sensibilities enable Bsmnin to not
only uncover the darker side of landscapes, botsalggest a
way through them that is about our own creation r@edeation,
as well as that which surrounds. Benjamin (19965) 4oes
on to note that “[t]he dining room table under whjthe child]
is crouching turns him into the wooden idol in enpde whose
four pillars are carved legs. And behind a doothineself is
the door.” Child and adult play is mimetic not justhe sense
of copying something, but also as a radical fladsingpiration
and creativity that embraces, connects, performgses
something differently. Geological strata and tlaeitigs of
death, for example, help map the depths of hunaltiés and
also its hopes (see Macpherson, Riding). Each enepis a
way of coming to consciousness, a way of resicang/or a
way of transformation. The fluidity of playful sgespaces, and
encounters is a fiction, a staging and a restagjirige act of
playing, and it is key to its pleasures. In thissseplay is
identity making and it is also world making. Thesthetics of
play is about learning and toying with the meaniagd
practices of social worlds, but as Benjamin remjitds also
where received meanings and relations are refused a



reworked (Katz 2011). For Benjamin, the materiatldiavas
rendered by fascist politics, which contrived tigatarly
insidious aesthetics (see introduction). Play, tiealso about
differentiating self and material objects from arlddhat is
oriented elsewhere and elsewhen. This is the Kipday seen
in chapters by Kingsbury, Milner, Dawkins and Laftu
Macpherson, Dixon, and Riding. It is about reprdotucand
constituting difference in a homologous world oérsengly
incontrovertible fascism or, for us, perhaps, risal market
structures. The aesthetics of play are not abeucthiid
situated in the sandbox’s ecological niche, theyadrout
reproducing the box and the sand in a fundamentally
reconstituted way. They are about disturbing tisérithution of
the sensible. That is precisely the work, the doarighis book.
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A tiny worry-worm niggles at me as | write this rew. In
Chapter 2, to illustrate Freud’s concept of subtioraas the
process by which an original sexual drive findss$attion in
some achievement no longer sexual but of a high@alsor
ethical valuation, the author offers “an excessigeornful
book review [as actually being] sublimated aggressess” (p.
54). Yikes! Right from the get-go I'm reminded tledited
collection—arguably an aesthetic object given thacatively
fragile white wax fingertip-imprint mushroom capgdimate
change artist Miriam Burke adorning its cover—ha/@r, an
“operational and generative force” (p. 110) that peoduce a
certain kind of subject-positionality in readergy(eme) who
engage it.

The slight nervous agitation | feel by Chapter atithe
core of many conversations in this book about ggages and
aesthetics, which is a concept the editors anasitill seem
to agree is a complicated, often spatially and taafy
specific, sometimes contradictory, and certainiypgry idea.
Despite the complicated nature of aesthetics, llapters all
more or less agree that studying the concept imgoflaere I'll
be a teensy bit simplistic and reductive) on the lband stuff,
and, on the other hanepngagers of that stuffengagers who
encounter, experience, theorize, or are moveddgtilft The
editors and authors also rightfully take umbragg (1)
aesthetics being rendered as superficial stufivaothy of
careful analysis, and (2) people engaging or prioduthat
stuff as being simplistically in search of escapatsorial
experiences beyond thought and rationality, whikk uthors



and editors tend to agree on this point too) stidupy an
exalted register in geographic research.

Indeed, at the core of this text is call for geptpexrs to
place (I use this term deliberately) complicatedteand
concepts (and their associated ontological or nadteferents)
like aesthetics under scrutiny so as to developremuanced
understanding of risky conceptual currents. By ddims, we
geographers may be able to more fully understaddiaploy
concepts like aesthetics within our own terrainpraictice and
theorization. | agree! An@eographical Aesthetids fairly
successful in this effort, offering a multi-facetaad even
multi-sensorial inquiry into the geographies oftheics and
their potential to the discipline.

I would suggest, however (despite risking
characterization as a sublimated aggressor!), gmereome
weaknesses in the text, resulting in gaps where snore
work could be done5eographical Aestheticas its editors
point out, is in conversation with much broader hrsdorically
elongated traditions in human geography. | fulldanse the
rich historicization at work in the text (see esplygthe
Introduction,For Geographical Aestheticand Dixon’s
Chapter 11). Such historicization offers insighbin
contemporary landscape studies, geographers woakiragtists,
conversations in geohumanities, discussions alftadtizve
relationship in place, responses to a “scientilcetof
geographic inquiry, and an ever-evolving number of
humanistically-inclined creative methods and methogies.

Still, and again as the editors and chapter authairg
out, despite much evidence about aesthetics hpasiive
capacities to “do work” or “be” politically and edally
charged and productive in the world, aestheticanem

shrouded in scepticism, viewed and used with sarapision,
sublimated to “the real” and rational. This miglet bs many of
the chapters allude to, because not enough wahoaoght has
been invested either in taking aesthetics out sfrabt and
elite spaces or in concretizing ways of understagndnd
practicing them—dealing with aesthetics, in otherdas, in
close encountered ways. Combatting such pejorative
characterizations of aesthetics, authors in thie(tetably
Millner in Chapter 3, Macpherson with Adams in CleaY,
Brady in Chapter 9) work to demonstrate how aegthere
useful in radical pedagogy, in transgressive oiceddirban
transformation and happenings, and in disruptingven
ameliorating the othering of myriad subjects, egus,
environments, and sociocultural phenomena.

This text is at its best when empirical examples—as
case studies, close readings, reflections on eratiquactices,
or even creative works themselves—do more thansaocee
extended theorizations about aesthetics. Wherther avords,
the writing and theorizing (and in some cases, gaagerform
(do!) aesthetic work themselves (here I'm thinkaidriding,
Chapter 8). The most significant trouble with tletf though,
is this does not happen enough. Despite the editors
acknowledging that texts and words can evoke egpeg, can
“enable readers to feel the texture...of encounters their
pulse and their nervous systems (p.114), and sit ¢eee author
agreeing that “life will reside in poetry” (p.96he book is
remarkably bereft of innovative textuality, of ctiga word-
work that fulfills the encountering affective objees to which
the book is reaching. | worry this text may notfihe
affective uptake it deserves amongst geographeebe it is
not, ultimately, an affective force: instead, thetwgs all tend



too much toward a fairly formulaic laying out ottiries and
theorists which, in a well-trodden academic tradifiare then
deployed to consider something else.

There might, in other words, have been more aesthet
stuff in this text, stuff doing actual aestheticriwdself. The
second biggest challenge of this book is its ldckustained
critical social theorization. At risk of a laundiigt question,
where are the Indigenous, queer, anarchist, fetnnaidically
class-conscious, migrant, racialized, southern-Bph@re
artists or theorists in the book? This absencespite
recognition (p. 284) that conversations about atisthare
haunted by accusations of being distanced fronc&thnd
political concerns, evere/producing ofsocial divisions. At its
most troubling, for instance, are contributiond thee auto-
ethnography bereft of critical self-reflection abauthorial
positionality or chapters that speak universaliiraipout
entire groups of “people” without any kind of obsaions
about race, class, gender, or physical dis/abNitgny of the
chapters offer no insight into the socio-culturasipioning of
the artists or creative practitioners being diseds3his is a
missed opportunity.

It is true, as the editors note more than once, tha
Geographical Aesthetids a beginning, a start. | also
understand no one text can do everything, for @reryWhat
this text might MOST effectively be, then, is aleahn
affective force and impassioned appeal—to rousegraovbke
even more geographers to grapple further with,takel much
more seriously, the extraordinary potential embaadneall that
is aesthetic. Understood that way, | am ultimatieinkful for
the book and its authors.

Review by Owen Dwyer, Indiana University—Purdue
University Indianapolis
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Hawkins and Straughan’s edited collecti@gographical
Aestheticsplaces several aspects of contemporary cartograph
into sharp, refreshing relief. While maps and magnwaare
not the primary subject of any chapter in this wody the
collection’s shared aim of calling attention to tbée of affect
and sensibility highlight the new, refreshing pbsgies
roiling contemporary cartography. In a manner thaslls
earlier efforts to unseat conventional cartograpticking
about mapmaking—recall the wrenching paradigmaditt s
from map-as-communication-channel toward the pdigibf
a critical politics of the mapping endeavour—théhaus and
editors ofGeographical Aesthetiasncourage their readers to
embrace methods that foreground the distinctlydlive
practiced, and performative aspects of space anddivity.
The collection itself—12 topically diverse chapters
summed and placed in context by the editors’ garsgro
capable commentary—emerged from an ongoing convensa
among scientists, artists, and scholars aboutltoe f
ambiguity and sensation in geography’s epistemenaettiods.
The volume’s chapters demonstrate methods and aqipze
well established in the arts and humanities butgges less
familiar among social scientists. Chapters rangesactopics
from embodied accounts of printmaking to post-
phenomenological perspectives on landscape phgiogra
Seeking reanimated investigations with space ahpbstivity,
the authors valorize moments—awkward gesturestamsi



glances, stubborn inarticulateness—commonly ovkdddy
well-established analytic frames of political econg
neoclassical spatial analysis, and symbolic-diseeirs
interpretation.

In parallel with this prying open of disciplinargace
for a careful consideration of the performative anttjust-
representational, cartography is witnessing a plidation of
perspectives from/through which to examine mapplig
movement is on display wherever cartographers gathmint
and person. Along these lines, two points of cdritatween
the edited collection and cartography strike mpaticularly
germane.

First, the collection aims to loosen the hold of
connoisseurship over aesthetic considerationshiatorical
notions of connoisseurship have been the groundghich
aesthetics and cartography traditionally meet. imaaner
reminiscent of the shift in the meaning of “cultUaanong
social theorists a generation ago, the editorsaaiticors urge
the adoption of a broader, more processual coraidarof
aesthetics. In place of aesthetics-as-intrinsigijioent, they
recommend an understanding of aesthetics as thgnaten
and sensibility that animates spatial subjectigitia the
context of cartographic practice and criticismstkind of
revised consideration of aesthetics suggests the toe
examine the longstanding notion of the “cartogra@ye.” For
instance—and here | confess my own persnicketyrfagon
with collecting—map aficionados commonly describeitt
passion in terms associated with taste, discregiod,informed
judgment. Likewise, budding cartophiliacs in my s®mn and
studio deploy the terms “should” and “like” as iarking the
boundaries of their territory. Full-blown cartoghép

connoisseurship—mea culpal—boasts densely nested
categories of subjects and types, indices and-cefsgencing.
The chapters iGeographical Aestheticshine a light on these
passions, disclosing the emotional economy of pledre pain
associated with exhaustion and intricacy of a Leamasort.
Clearly, the revised understanding of aesthetit$quward in
this volume calls into question the traditionalisespatial
monopoly of the cognoscente over map room, stwatid,
seminar. Making space in cartography for the ingdsla
matter of signal importance in a field clearly ieed of
diversification and adaptability. To its crediaeographical
Aestheticgloes not denigrate fetish-style connoisseurship.
Rather, it domesticates it, insisting that spacado®rded other
versions of aesthetics, ones that feature intuiiteration, and
multiple modalities of knowing.

A second theme animating the collection is the @nsth
identification of new and multiple moments in theguction
of spaces and subjectivities. They share a deswaedermine
the deference accorded artists and traditional anaslithe
solitary generative locus. This challenge to augt@anonopoly
resonates with the current do-it-yourself moment in
cartography. The field’s trending adjectives—cue word-
cloud: participatory, user-defined, interactiveghed,
exploratory, democratic—suggest a stirring tramaftion in
both the political economy and imagination of makimg that
far exceeds the discipline’s traditional remit. Nerous public
institutions and private enterprises engage tlaistituency-
clientele-audience-consumer-producer-users withilitode
of internet-based mapping applications. Citizen peap,
super-users, and not-so-remote sensors abound.



One result of this breathtaking migration of auityor
from cartographic-priesthood to handheld expertesyss the
thorough dismantling of the hoary distinction betwe
mapmaker and map-reader. This blurring of roles and
boundaries—imagine: cartography without cartogragheas
reminiscent of the dismantling of the “fourth wadiéparating
art from audience in galleries and theatres. Abaimipthe
stage in favour of a decidedly serious mingling aghthe
audience, artists and scientists of an aestheticdmively
breech the fourth wall by adopting participatorytihoels. They
do so with interfaces for the exchange of new data,
collaborative insights, and pervasive feedback. The
visualizations generated by these expert-systechs@per-
user cartographic software present a remarkabléedge to
the time-hallowed notion of a map arriving in thentds of its
(passive, receptive, grateful) audience fully fodmngprung
from the brow of Zeus. In the place once occupiethts kind
of authoritarian stability, daily cartographic ptiae now seeks
out originary encounters between so-called prodacdr
consumer. The result is a kind of cartographicttieear
happening—think: hacker lab, coding academy, aneldper
meetup—that embraces a relational aesthetic ofustah,
complete with the concerns that accompany the
commercialization of the art world’s version ofedational
aesthetic.

In this more far-reaching understanding of aestheti
cartographic practice benefits from flexible didicigry
boundaries and the suspension of categorical irtipesa A
semblance of this willingness to displace formalores (“Yes,
but is it a map?”) animates, for instance, the givamn
conversation about what constitutes a “map.” Taditional

linear definition of the term as a graphical reprgation of
earth’s surface now finds itself accompanied bigla r
conversation about map-ness and contextual resaoghla
Understood as a category space in which maps ndgyms of
extent, e.g., micro to macro, and degree of alistrace.g.,
photo realistic to conceptual diagrams, this mutighsional
understanding of “map” is suggestive of Cubismtseta and
frontiers: familiar yet capable of surprise and @ein Naked,
careless of pretension, the map simultaneouslypesiall
steps along the categorical staircase, its degsgméssive of a
subject animated by a fluid, processual understenali space
and its co-constituents.

Review by Geraldine Pratt, The University of Briis
Columbia
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Geographical Aesthetiams to reinvigorate the discussion of
geography and aesthetics, in the first instancenopvering
and celebrating the discipline’s long history o$thetic
inquiry—from Humboldt, through humanistic geograptoy
non-representational theory (among other contrimstiand
traditions). Going forward, the editors insist tie heed to hold
in creative tension two distinctive meanings oftlhetcs—
aesthetics as codified principles of beauty oftespaiated with
artistic practice, and a more everyday expansiusesef
aesthetics as embodied sense perception. Theslddwve
collected 12 papers that speak eloquently to digpahemes
and issues (from the photomontage of Beate Gutsthohe
connoisseurship of breeding beef cattle and shegipn a

wide range of social and aesthetic theories (Banciere,
Foucault, Lacan, Michael Fried, T. J. Clark).



In expansive introductions to the three sectionthef
book, the editors give the reader some broadeitignedo
chew on as they move through these disparate alsajaat
is geographical about aesthetics (and what mighgrgghy
and geographical thought bring to aesthetic th€ovyhat do
art and other aesthetic practices bring to geograpi the
worlds we inhabit? Answers to these questions eppgred
through the book. For instance, the editors andaastmake
clear how spatialities such as depth and surfasgnte and
proximity run through aesthetic thought and practand are
being reimagined in creative ways so as to allowous
reconceive relations between human and nonhumasiviig
and agency, interiority and exteriority. A good riaenof
chapters explore how artistic practices and pedagdgnction
as forms of critique, provocative sites of encouyrdaad spaces
in which to intuit new modes of co-existence angets
unimagined futures. Attending to aesthetics, thoegargue,
invites more embodied methodologies and experiniants
writing and other modes of scholarly work.

This book is a generous invitation to think moeeply
about and experiment with aesthetics. An affirngtiv
sociability runs throughout, evident even in thegof critique
in many of the chapters. The chapters by Alex Vasad and

Naomi Millner stand out as models of positive ereghgritique.

Millner, for example, carefully shifts through vawis criticisms
of claims regarding the significance of affect émnancipatory
politics, claims that she herself wants to makeelation to No
Borders’ activist pedagogy. Rather than dismissiege
criticisms, Millner works with them very closely toake a
more refined and convincing argument about geogeapsf
activism and affect. At the same time, the emphasisany of

the chapters on affirmative sociality, toleranoelusivity, and
collective solidarity, did make me yearn to hearemnabout
dissensus, conflict, and disruption. Which is mosay that this
kind of discussion is totally absent—Deborah Diximm,
instance, examines how renderings of the figure fobg in
scientific drawings in the nineteenth century biogtantiated
racial hierarchy and in some instances functiorsesubtle
critique of the commodification of animals, and kesh
Dawkins and Alex Loftus in their chapter discuss tinban
interventions of the art collective, Temporary $&gs. Even so,
| would say that the weight of the book leans noreards
consensus than dissent.

So too, although the book and individual chapters
certainly are not guilty of universalizing the sieigsbody
(there are, for example, excellent chapters orbdigaart, and
on anime and cosplay), my overall impression isithéhe
bulk of the book Anglo-European bodies and cultpessibly
white and middle class—this is less clearly marlgat)most
of the attention. As | read this book, | thoughttof work of
Dana Claxton, a Lakota artist based in Vancouvén is
reclaiming and reworking the concept of beautyulgrothe
notion of indigenous gorgeous, as an act of resistéo the
brutal dehumanization of indigenous peoples in Néunerica.
| thought of the Filipino performance practice péstacular,
improvised over-the-top dramatics, a form knowpao arte
which has emerged within and sometimes againstarkiof
US-Philippine colonial relations. As geographersane
exceedingly well placed to tell these stories alovgrse
historical geographies of aesthetics. RecogniZziag@ne book
cannot do everything, | suggest this too coulddsted to the
editors’ already broad invitational agenda.



| wonder if there are other ways that the editoighin
further push their agenda, and | can see the resstor doing
so within their book. It seems to me to be suckariting and
oddly permissive moment for experimenting with perfative
writing and other forms of creative scholarly preetand
production, such as films, and public performarid¢es terms
geopoetics and creative non-fiction seem to gestuoaly a
fragment of this experimentation and | wonder if nwight
think more deeply and broadly about the embraaatadtic
form. Allan Pred, of course, was an early experit@ewith
montage in geography. Reading Vasudevan’s piece, |
wondered about allegory as a mode of academicitigrdnd
writing: what this might look like and where it rhigget us.
Further, where does a discussion of aestheticsvatidg
begin and end? Surely scientific writing has anres and
owning up to that might open the door even furtbeother
kinds of experimentation. It seems to me that tlaese
discussions that we should have, and this bookuset® a path
to have them.
Review by Arun Saldanha, University of Minnesota

Thejolt of art
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There is an intrinsic connection between geogragityart.
This collection is a wonderful and necessary celietm as well
as explanation of that connection. Its introductonl
conclusion cite an earlier commentary of min®ialogue in
Human Geograph{Saldanha 2012) where | criticized the
sentiment that an aesthetic turn in geography wbald

something new. | argued that there is, on the aonta
prevalent “aestheticism” in our discipline todaging that term
in its common usage as pertaining to the valuadfcart over
politics and practicality. | stand by that critiqater the
appearance of this book. Though it explicitly addes politics
where most of the recent forays into aestheticiimdiscipline
have shunned doing so, it still assumes that ithastrieve
and defend art against a general dismissal. Ihatss is, as
this book suggests, the conceptual exploratioh@human
experience of art, | cannot recall a geographer @genissing
or maligning it. From German Idealism, Alexandemiholdt,
and theAnnalesschool of geohistory, to humanistic geography,
landscape studies, nonrepresentational theorys@me
feminist geography and geovisualization, art hasaflong

time been enthusiastically embraced in the diso#plrhese
currents have been correct, moreover, in questiothie
dominance of another intrinsic bedfellow of geogmgmamely
science. Geographical aesthetics comes in wavdshanbook
is at the crest of the latest of such waves.

What | arguds dismissed and maligned in geography,
is not art as such, but the intensity that is propét. In much
geographical writing it is as if art is ontologilyal
indistinguishable from the flows of “everyday lifas if it
emerges without trouble or pain and without distuglihe
world from which it springs. In line with many redesersions
of vitalism, art is theorized as one more expressiouniversal
life gently peeking through the cracks of human
exceptionalism. There is nothing incongruous, ap ler
violence, no existential uncertainty, and especiadl injustice
or contestation. Art is life, life is art, more weeot be known.
To put it colloquially, or cynically, but also gaiprecisely,



such vitalism igouchy-feely The erstwhile humanism of
phenomenologically inspired geography merely resumrthis
“quotidianized” vitalism in the guise of a pre-dsished
harmony between art and body, individual and spcaetd the
human species and the rest of the planet. If Daswin
revolutionary idea is that life does not abide bgispre-
established harmony but is instead dominated loytdessly
aleatory principle, this touchy-feely vitalism esolutely anti-
Darwinian. And if the revolutionary idea of Marxdof
feminism is that no human experience is untouclyggblwer
games, perhaps especially not art and everydaythife
vitalism is also resolutely anti-Marxist and amntifi@ist.
Geographical aesthetics then risks missing ouhen
most obvious intensitiex the world from which it springs,
which today are the multiple crises and injustickthe
capitalist world-system. Unlike so many who citerthin
geography, Deleuze and Guattari on their own adomss
remained Marxists of a certain kind (see DeleuZr1971).
When it comes to the practices and sensationg,dhay
emphasized its fundamentally disturbing and dissbna
gualities. What fascinates Deleuze in a painter kkancis
Bacon, a playwright like Antonin Artaud, or an autlike
William S. Burroughs is thstrugglewhich producing their art
entailed and which continues in how the art makesrgpact
(see Deleuze 2003). Art is pain, trickery, and catbleforeit
is joyful. Deleuze does not call for some dark aredancholic
Romanticism, but for understanding of the compésseting of
affect. ThoughGeographical Aestheticsometimes gestures
towards this essentially problematic nature ofatiestic
process, on the whole it shies away from makiag itentral as

Deleuze and Guattari do, and as the crises ofategoit
demand we continue doing.

Geoaesthetics should not be a de-intensificatiaghef
creative act and of thgeeoin which that act attempts to
intervene. As the earth becomes ever more crisisepr
geoaesthetics has to beware of falling into théhagsist trap:
a beautiful soul contemplating a pre-establishedhbay of
life and art. Furthermore, with Badiou (2009) agdiast
situationism, | make a strict distinction betweet science,
politics, and love. Each is a practice with its omey of
constructing truths. Aesthetics cannot claim toptamt the
patient activism and street protest necessaryctoially
overthrowing the world-system. What it can do,ppr&ciate
the jolt that is proper to art.
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Geographical Aesthetids a handbook of qualitative and
participatory research that delves deep into questf



ontology, subjectivity, and art. Hawkins and Stitaags
Introductionand section-leading essays are excellent, and are
filled with insight into new theories and practides making

and experiencing art. These are, quite simply rioigrall
expectations, and indeed distinctions, betweenéand

outside (e.g., of galleries), production and constion, and

the gazes and feelings that both construct andriexpe
increasingly sophisticated and performative artigsor

Though not always explicit, the political-aesthetic
philosophies of Ranciére would seem to underli@f@rm
much of at least the first half of the book (if tloé whole of it).
The idea of an “emancipated spectator” counter-maps
externalist readings of art as simply performantéhe one
hand, adding, on the other, the perspective ofeidtienses
including “inner touch.” The latter is postulatedite what it
means to experience art “from within” and to beginheorize
what it could possibly mean to do so.

The strength of this book is that it does not resid
exclusively in theoretical domains. Each chapteenghe
rigorously theoretical and Marxist one by Dawkimsl & oftus,
brings in real-world examples to illuminate thedhes put
forward. In this chapter, for example, relationasthetics are
critiqued using evidence from a Chicago-based ctille
called Temporary Services. This collective creaeort of
participatory art space allowing passers-by to tans
surrealistic and/or ephemeral works to commenteridea of
the empty lot. This was then tied into theoriespdce and
class in America.

An early criticism of this volume came to mind asgds
frustrated by some missing references in the Dasvaird
Loftus chapter. This is the problem of quick turotand times

in publishing that sometimes result in what appé&atse slap-
dash thinking. However, it is difficult here to futisentangle
the fact that much of this thinking appears at the
bleeding/leading edge of change in avant-gardthadry, from
the fact that timing is everything in publishingaoademia. If
one waits too long to produce the perfectly editeldme one
might find that the state of play has moved orhmrmeantime.

With this said, the volume as a whole, as welhasi
parts, is anything but slap-dash. The selectidmotii scholars
and subjects for inclusion here is stellar. Thausaging of
thoughts in the introductory essays and in thetanlise
chapters is exemplary, and could be used as a robtekt
practice for edited volumes (and their editors)rgwéere.

Overwhelmingly, one should take from this volume a
new appreciation for the aesthetic in geographys ritludes
(excitingly for this reviewer) observations abowdpping,
philosophy, qualitative methods, performance, amadgold art.
One could, after readin@eographical Aestheticgp to the
Tate and view the Turners with a fresh eye andwedesense
of appreciation. Therefore, the insights of thituwneoe are not
simply the area of a self-selected elite of avantig theorists.
They are those of a set of highly trained scholatis years of
experience experiencing, theorizing, and writingul{not to
mention making) art, both in its everyday particsiland as a
whole field.

We have here, brought together in one volume, enapt
by emerging (McNally) as well as established (dBitaa)
scholars; by theorists and practitioners; by artstd scholars
of art. We thus have, additionally, a useful setools for
coming to grips with the state of play in spatgdovisual,
participatory, geographical, and site-specificvaotids.



Della Dora, Hawkins, McNally, Dawkins, Loftus, and
Adey (whose review of the book appears on the baltkiave
(or have had recent) connections to the sociakaitdral
geographies (SCG) research group at Royal Holloway,
University of London. This is a glowing recommendatin
itself and the SCG research group has demonstitatdfito be
a leader in the field of cultural geography. Thegent volume
will only help to cement that reputation.

More important, however, than the reputational gaiti
the volume is that alluded to above, namely, tlaetral value
of the tools presented here. One could as easiynew
“traditional” paintings in a gallery with a renewsednse of
appreciation and a critical eye as one could passitempty
lot and be able with more felicity and power constra
thought about the relationality and politics of ap#self.

Auto-ethnography and video work make appearances
here, and we have excellent black and white remtozhs as
well as textual “snapshots” of works in progresaitbin our
apprehension of the work at hand. In the secorftoh#he
volume we begin to see a recurrence of themes droun
landscape, photography, and the image. Here wa begi
experience the influence of another “ghost in tleeinme” of
this book, namely Cosgrove. Indeed, several ofetlcbspters
refer explicitly to early works by Cosgrove (andrias). We
can see again how very influential and importaat garly
work was, and still is.

We also have a very nuanced presentation of the old
idea of “positionalities” here, and this shows hasvy
sophisticatedseographical Aesthetids in terms of qualitative
methods. The chapter on biostratigraphy and disahitt is a
case in point. There is a careful balance of istere

demonstrated through inclusion of sites of art ficadhat
include, paradoxically, those without the abilibyexperience
art in all its (literal) senses. Compensating fecio theory
mean the inclusion of such sites in the re-mapping
Geographical Aesthetianvisions.

In short,Geographical Aestheticsucceeds on many
levels, including the theoretical, the qualitatised the
practical. It is recommended very highly for agjdibraries,
geographers, and indeed anyone interested in éiesthad
space in general. It will speak especially to themseking a
state-of-the-art guide to new aesthetic theorytaowl it plays
out in a wide range of spaces in the contemporandw
Response by Harriet Hawkins, Royal Holloway,
University of London and Elizabeth R. Straughan,
University of Glasgow
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It can feel like the spaces and practices of schloilp are never
as much ones of reading and writing, debate andagge as it
might be imagined or as we might wish, so it reallg
wonderful honour when colleagues and friends expend
precious time, organizing, reading, and writingpm@sses to an
edited text, whose preparation was, in turn, teeltef the
contributing scholars’ generosity and patience.Wset to
begin our comments then with thanks to the autiwis wrote
for the book, to Paul Kingsbury for curating thigtten forum
and the panel it is based on, and to our readessevh
comments reflect the spirit and patient concereritical



friends—at once expansively generous yet knowing two
probe weak spots in a productive way.

By way of a response we want to take forward three
sets of imaginaries about aesthetics that seemeuhto
throughout the responses. We think here of imaigisar
because this seems an apt way to embrace how @esthe
works on body and mind, and also to retain an aygien of
how it goes to work in the world. The first conceftensions”;
the second concerns “difference, dissensus, angpdisn”;
and the third “doings.”

Tensions

On coming back to book in the light of this forurne Wwad to
resist the temptation to rewrite it, to predict whaght have
been considered to be left out, to become apolémists
overlookings. In this case, the driving force behine book
gives us a rather useful get out clause, we weredencerned
to promote a singular disciplinary definition ofs#getics and
what it could do, rather we sought to engage atsthiarough
a series of tensions that offered provocative aiians to think
and to feel. Gratifyingly this invitation seemegravocative
one, and so running through the responses hetbeaxgbrant
tensions we found so central to aesthetics, arpoiitics,
around mind and body, around art and the every@aywant
to dwell here a little more on the latter.

Before we knew exactly what the book was, we knew
for sure what it was not: a book about art, althotegconceive
of a book about geographical aesthetics withoutdiggussion
of art would be a little odd. As we watched aestisdtecome a
more recognised force in geography over the fiasef the
book’s production what we saw was far from a namgvof

focus, far from a disciplinary falling in line beta singular
understandings, but rather an enchanting theoretnch
empirical pluralism that continues to proliferategeographical
discussions of aesthetics today. This livelinesabwe the
book’s framing and while it felt at times like wesre failing

by not committing to the pursuit of a singular tretwal
perspective—and perhaps for some of our readeasisthvhat
they would have preferred to gge-our decision was
reinforced by those many thinkers of aesthetichiwiand
beyond geography for whom aesthetics refuses tie sett.

Not least of all is Immanuel Kant whose aesthetresshaped
by a wrenching duality, an almost terminal incotesisy
between aesthetics as the culturally codified cotivas—of
beauty or the sublime—by which we judge, cogniihadsess,
a range of arts and cultural practices; and agsthas the
sensuous explorations of subjects, bodies, anceshat are in
excess of rational thought.

We were committed to an expanded aesthetics tbkt to
in those practices, both aesthetics associatedtigtieveryday,
the non-specialist and utterly ordinary, as wel@aslios,
galleries, and concert halls. What Aitken’s commenbund
play as an ordinary aesthetics throw into relief&eer, is that
despite our efforts to presence an expanded aesthibie
theorizations of what aesthetics does and endfdés t
dominates is drawn from art theoretical and histri
perspectives. Aitken’s assertion of the possik#itdf play
signals a clear alternative and one that we worgdd tuture
geographical discussions of aesthetics to exparas@n
framing.

Difference, dissensus, disruption



Difference, dissensus, and disruption, three dateayginaries
that ran throughout the commentary, and threecdetteas that
pivot on a critique of aesthetic encounters imadjimeterms of
coming together, in terms of commonality, a setigfthat
seemed to unite the spectrum of authors the vototiected.
What is clearly problematic about this is thateihes to
reproduce dominant framings, so the book is goilthargely
reproducing aesthetics through Anglo-American frammds,
and being less attentive to difference than it migtve been.
While there are case studies that take us emgyricatside of
this geographic frame, Kingsbury’s work on animd aosplay
for example, as both Pratt and De Leeuw note nmuaees
could have been made for aesthetic theorizaticatshél from
other perspectives.

To turn to the latter two of these terms, dissersws
disruption, we would offer two reflections. Firstlye do agree
that the force of aesthetics can lie in these fdatians
(Rancierian dissensus and its greater presenceagraphy
would be one of the dimensions we would enhanaeifvere
to re-do the book). Indeed we would contend thetetfare
places within the text where just such a force poed change
in the world. We would, however, want to make sgacether
ways aesthetics can go to work, or to the othen$omnd scales
of disruption that do critical work. Linked to thige wonder
secondly, whether there is a way to texture sonthisf
vocabulary. We, of course, get behind art as atmdiether
with other related imaginaries—as a shock to thgugh
example, as an electrifying zig and zag (Massur@b20
O’Sullivan and Zepke 2008)—that channel the forbedss
and intensities that characterize Deleuze and Guiiatt
writings about art and affect that seem to infleeBaldanha’s

critique here. We can appreciate how large and itapd
political projects often require imaginaries castdarms of
disruptions, ruptures, and overthrowings. We assvdy
however, to seek relations between aesthetics alrtctp that
find forms other than such muscular assertionsief and
power. Turning to Deleuze and Guattari, alone agéther,
we offer three brief illustrations of what such @&tlimaginaries
of aesthetics might look like. Firstly, aesthetksentral to the
“menagerie” that populates Deleuze and GuattatB87)A
Thousand PlateaudVhile we might think of the poster fish
whose shock and awe tactics are akin to the j@tetare also
a host of other non-human aesthetic practicessdherous
seductions and visual illusions of the leaf cuttingls for
example, offer an aesthetics of desire, an acerativmalistic
ritual, reproductive practices driven through aesth
intensities. Secondly we could look to the biomedtsof
sense, and the place of aesthetics within Delelagiss of
sense, wherein aesthetics is constituted by ansteegd
through incremental molecular movements across
concentration gradients. For some this enables osriceive
of aesthetics for bacteria, for us along with DalbdDixon this
formed the basis for an eccentric thought expertrimewhich
we explore aesthetics of living rocks—thromobolif@sxon et
al. 2013). A third form of aesthetics can be foumGuattari’s
ethico-aesthetic practices. Working with Sallie Mtan we
have been mobilising Guattari’s ideas to make sehtiee
transversal transdisciplinary practices of an eifge project
designed for high school children. Here we explore
transversality, after Guattari, as an ethico-adistiervention
into the daily practices of institutions that geesvork to
remake subjectivities. This is to disrupt, to ocrioss existing



structures, in this case of disciplines and ingstits, but it does
so less through a lightening bolt of change, tiaough
incremental, hesitant, often transient practicemked as much
by failure and retreat as by progressive change.

These brief examples seems to us to offer a diftere
register through which to consider the disruptiod dissensus
aesthetics can make possible. Intensities aremretisruption
occurs, but not necessarily through an artfulnessed as a
jolt. Perhaps this latter imaginary itself fallsitbo an
aestheticist trap, albeit one of a different fomhat
romanticised one Saldanha critiques.

Doings

Geography has, of course, long had its own aesthatid
poetics, ones that inhere in maps and diagrams\ge s
comments remind us, in the regulatory measureiehsfic
and social scientific prose, as Pratt notes, asageghe more
specific practices of geopoetics and creative praxtiased that
has come of age within geography of late. Yet theklwas not
perhaps at its strongest when it came to makingesfma and
showcasing the aesthetic doings of the discipliings is
perhaps a function of the temporalities of the getjfor the
contemporary intensification of creative practiagéhm the
discipline was evolving when the book was conceine2009,
and is visible in some chapters and is one of &meral
dimensions of the conclusion. We only have to torthe
practices of the commentators to see the vibrandydaversity
of this work.

Aitken’s ethnopoetics (2016) uses a combination of
images, poetic text, and dialogue to develop a nebde
representation that challenges normative modesaudls

science methods and presentation to engage with non

representational dimensions. Pratt’s collaboratstimonial

play, Nanay, produced in collaboration with Calehrkston

(2013), offers us the means to appreciate the pater

aesthetics practices in producing politically ereghgreative

research and world making with others. De Leeu( )
poetic practices verse a sophisticated environrhpotiics
written through a unique aesthetic that is so r&atsy hers.

Their linguistic choices and forms skilfully disséawed

senses of power, masculinity, and race that siteabeart of

both historic and many contemporary environmergattzetics.

Together this lively cross-section of aesthetiadsei
leaves us with a renewed sense of the need to dowith the
aesthetic doings of geography. To speak and theofigvhat it
is they might do in the world, but also to apprez@nd
mobilize geographical aesthetics as a means ngtonl
research but also a force, however that is und=isto re-
make the world differently.
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