Week 4 - Making the
Normalisation of Invisible
Boundaries Visible in
Edinburgh’s Public Space
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This week, after our group discussion, I began to think more
carefully about how invisible boundaries in Edinburgh become
normalized. This is not a sudden act of exclusion. It is a
slow process. These boundaries are difficult to notice because
they are repeated through everyday movement, timing, and
habits of use until they begin to feel ordinary.

I started to notice this process through everyday spatial
behavior. In areas such as the Royal Mile and Princes Street,
where tourism pressure is especially strong, local residents
often avoid the busiest times and move their daily leisure
activities to less pressured parts of the city. During the
festival season, some city-centre squares and routes are
reorganised by performances, visitor flows, and temporary
infrastructure, which further changes how local people move
through and remain in these spaces. What interests me most 1is
that, once these patterns are repeated often enough, unequal
use of space can begin to look like a matter of personal
choice. In that sense, invisible boundaries are not invisible
because they do not exist, but because they have become part
of everyday life.


https://blogs.ed.ac.uk/s2814160_curating-2025-2026sem2/2026/02/11/week-4-visible-boundaries-equality-manifesto-and-ar-practice-in-public-spaces/
https://blogs.ed.ac.uk/s2814160_curating-2025-2026sem2/2026/02/11/week-4-visible-boundaries-equality-manifesto-and-ar-practice-in-public-spaces/
https://blogs.ed.ac.uk/s2814160_curating-2025-2026sem2/2026/02/11/week-4-visible-boundaries-equality-manifesto-and-ar-practice-in-public-spaces/
https://blogs.ed.ac.uk/s2814160_curating-2025-2026sem2/2026/02/11/week-4-visible-boundaries-equality-manifesto-and-ar-practice-in-public-spaces/

This line of thought also helped me define the curatorial
method of the project more clearly. In our collective
discussion, I began to consider introducing a lightweight AR
element into the exhibition. The main aim is to make different
historical layers of the same site visible again through an AR
reconstruction. At the same time, the novelty of the
technology may also help attract the viewer’s attention. For
example, when a viewer scans a particular street scene, they
might see the present-day tourist retail frontage alongside an
earlier form of local everyday use. In this way, a space that
now appears stable and natural can be re-read as something
produced through displacement, reorganization, and selective
visibility. Used in this way, AR can help recover spatial
memories that have been covered over.



AI-generated mock-up for Lightweight AR Visualisations for
Edinburgh. Produced as a speculative visualisation for project
development.



At the same time, because our collective was discussing a
declaration, I also began to think in advance about the kind
of public effect I want this exhibition to have. A declaration
should not remain at the level of a general statement of
values. It should be translated into working principles for
the project. First, I do not want the project to equate
commercial visibility with public value. A space may have high
spending power within the visitor economy, but that does not
mean it is more important in public life. Discussions around
the management of public space in Edinburgh already suggest
that such spaces should be understood through public need and
principles of use, rather than through commercial attraction
alone. Second, I want viewers to recognize that unequal
patterns of use based on time, season, and peak visitor flow
should not be accepted as the normal condition of public
space. When some groups repeatedly adapt to spatial pressure
by changing their routes, avoiding busy times, or temporarily
withdrawing, that inequality can easily be mistaken for a
natural choice rather than a structural result. Third, I want
the project to reveal how capital, management systems, and
patterns of movement work together to produce spatial
hierarchy, rather than simply creating an opposition between
residents and visitors. I am more interested in the structural
logic behind the distribution of space than in reducing a
complex issue to a conflict between two groups. Only on that
basis can the exhibition remain critical without reproducing
the very exclusions it seeks to expose.
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This week, I began to rethink the meaning of curating. For me,
curating is no longer simply the act of placing artworks into
a space. Instead, it is a practice of reshaping narrative and
actively organizing how audiences understand what they
encounter. Concepts discussed 1in <class, such as
dematerialization, contemporaneity, decoloniality, and
intersectionality, encouraged me to think about curating from
a different angle. They made me realize that curating always
takes place in a reality shaped by inequality, so it cannot
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pretend to be neutral or fully objective.

Counterspace was the case that pushed my thinking forward most
strongly this week. What attracted me was its attempt to
create a structure of ongoing interaction, resource exchange,
and shared production between individuals, collectives, and
institutions. This provided an important example for me to
understand curating as a continuous process of relationship-
building. At the same time, it also made me notice a
structural problem: once a critical curatorial method enters a
large institutional framework, how can it avoid being weakened
by the institution, or even repackaged as a consumable form of
“difference”? In this respect, documenta fifteen revealed this
contradiction very clearly. It led me to ask whether critical
curating, once it enters an institution, can still maintain
its ability to challenge systems of power and control.

ndv

"Wf,ﬂ
2, ﬂnfs- i ﬂg

\ Unlearning ﬂnd releamiﬂg

New collective knowledge pool
Relearning Toalkit personal and community

® Unlearning Toolkit development
Source

Counterspace diagram, Cultural Strategy, London, 2021.
Commissioned by Cristina Morales. Source: Counterspace
website.



This contradiction also influenced my own curatorial project.
I began to ask whether modes of viewing can themselves be
arranged in advance by institutional logic. Institutional
power affects space and organization, but it also shapes the
order in which audiences encounter works and the way they
interpret them. Because of this, I became more certain that
route design should be treated as part of how narrative
authority is distributed. In collective discussions, I also
talked about this confusion with my tutor and group members.
For me, an increasingly important question became: how do
audiences move through an exhibition, and can this movement
itself become part of the exhibition structure?

My early idea was to use a map to connect several outdoor
sites, so that audiences could either follow suggested routes
or choose their own paths. For me, what really matters 1is
whether this kind of route design can change the way viewers
enter a work. If a fixed route often implies a relatively
fixed logic of interpretation, then multiple routes and
audience choice may offer a greater degree of participation,
agency, and space for judgment. I therefore became interested
in a non-linear viewing structure, one that does not require
viewers to follow a single order of interpretation, but
instead allows the process of viewing itself to become part of
the exhibition narrative.

Ai Weiwei’s Sunflower Seeds further strengthened my
understanding of this issue. The way the curator placed the
individual and the collective, labour and power, repetitive
material, and institutional space into one shared environment
made me realize that exhibition form is not simply a passive
container for content. How audiences enter a space, how they
keep distance from the work, and how they physically encounter
it are not secondary details. They are part of the political
effect of the work itself. For my own project, this was
especially important because it made me realize that curating



is not only about what audiences see, but also about how they
are brought into a problem.

Installation view of Ai Weiwei,
Sunflower Seeds, The Unilever Series,
Turbine Hall, Tate Modern, London,
2010. Source: Tate website.
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This week, three concepts helped me rethink the issue of
ecological crisis: the Anthropocene, the Capitalocene, and A
Billion Black Anthropocenes or None. When I looked at them
separately, I did not find anything especially striking.
However, when I connected them together, I began to see a line
of critique that becomes deeper step by step. The Anthropocene
suggests that human activity has shaped the global crisis. The
Capitalocene questions this broad idea of “humanity as a
whole” and instead sees capitalism as a historical system that
plays a major role in ecological destruction. Yusoff goes
further by showing that extraction, geology, and racial
violence are also closely connected. Moving from the
description of a phenomenon to structural analysis, and then
to the question of justice, this layered way of thinking made
me realise that curating also cannot remain at a single point
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of view.

This way of thinking changed how I looked at Sarah Wood's
Project Paradise. What attracted me was not only the work
itself, but also the way it was presented. Unlike the screen-
based viewing mode in a traditional exhibition, this work was
projected onto the floor. It allowed viewers to look down from
above at an opening in the ground and enter a space shaped by
archival images, drone views, history, and memory. For me,
this was an important curatorial lesson. It showed that
exhibition form does not only support content. It also has the
power to shape how content is experienced and understood.

Installation view of Sarah Wood, Project Paradise,
Fruitmarket, Edinburgh, 2023-24. Source: Fruitmarket website.

At the same time, with the help of these three concepts, I
tried to read the exhibition in a more critical way.
Fruitmarket introduces Project Paradise mainly through ideas
such as ecology, landscape, memory, and extraction. This
clearly offers an important entry point for understanding the



relationship between crisis and nature. However, my own
framework also led me to ask further questions: which
histories are made visible, and are there deeper structural or
racial dimensions that are not fully unfolded? These questions
opened a new direction in my thinking. The same curatorial
work can be opened up into different layers of meaning through
different theoretical perspectives. This became my first
important understanding this week: curating is not only about
presenting material, but also about organising how material is
read.

Figure 2. Film still from Sarah Wood, Project Paradise,
Fruitmarket, Edinburgh, 2023-24. Source: Fruitmarket website.

Finally, in the first week’s collective discussion, we each
introduced our backgrounds and skills. I was interested to
hear that different members had strengths in installation,
editing, communication, and modelling, and many of these are
areas that I am not especially confident in. Because of this,
I feel that collaboration in the coming collective activities
will also become an important source of practical experience



for me. My learning in curating will develop not only through
theory, but also through working with others.

References

PAUL J. CRUTZEN, EUGENE F. STOERMER, and WILL STEFFEN. “‘The
“Anthropocene”’ (2000)."” In The Future of Nature, edited by
Libby Robin, Sverker Soérlin, and Paul Warde, 483. Yale
University Press, 2013.

Fruitmarket Gallery. “Sarah Wood: Project Paradise.”

Edinburgh, December 9, 2023-January 21, 2024 .
https://www.fruitmarket.co.uk/archive/sarah-wood-project-parad
ise/.

Moore, Jason W. “The Capitalocene, Part I: On the Nature and
Origins of Our Ecological Crisis.” The Journal of Peasant
Studies (London) 44, no. 3 (May 2017): 594-630.
https://doi.org/10.1080/03066150.2016.1235036.

Yusoff, Kathryn. A Billion Black Anthropocenes or None.
Minneapolis: University of Minnesota Press, 2018.



