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“Exhaust the little moment.
Soon it dies. And be it gash or
gold it will not come again in
this identical disguise”

Gwendolyn Brooks. American Poet - 1917
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Iwelcome iQ’s focus on the South West.
However, English regions are ambigu-
ous places.  Created by government to

serve the needs of bureaucracy they often
engender little sense of common identity in
their population.  Who in Truro feels them-
selves to be linked by culture or history or
sentiment to Bath? The South West is the
largest of the English regions, a sprawling
mix of rural communities and small towns,
but  studded with cities and centres of
industry. It is home to nearly five million
people in seven very different counties,
stretching from Cornwall to Gloucestershire
and including the cities of Bath,
Bournemouth, Bristol, Exeter and Plymouth

In the popular imagination, the South West
is all seaside and moorland, Devon cream
teas and Cornish pasties, and, because it is
the most popular regional destination for
U.K. tourists, everyone in the country has a
memory of the place. Good memories for
the most part, as the South West is consis-
tently rated as having the highest quality of
life of any English region. These life
enhancing qualities are supported by a
vibrant and developing arts scene.  But the
region is not all pleasant and easy; it also
has areas of great poverty, unemployment
and dereliction, with parts of it rated as
amongst the poorest in Europe.

Large parts of the South West are desig-
nated as areas of outstanding natural beauty
and it boasts two national parks, but it is
also a centre for innovation and advanced
technology.  Supported by its six universi-
ties, it plays host to some of the world’s
leading ICT companies and boasts an edu-
cated workforce that service indigenous
commerce and industry as well as the 1200
overseas companies located here.

So much more could be said, but perhaps
the most important point is that people want
to come here, they want to stay here, and
they love living here.

Derrick Price

Ihave read the iQ poetry submissions
with interest. This is the type of innova-
tive departure from 'poetry corner

cliquedom' that has been holding written
and spoken word poetics back for a while
now. The person behind the page layout
holds an advanced understanding of the
spirit of the poem, which is what makes it
work on the page. Perhaps this is the way
human beings will communicate with each
other in the future – our lives have become
more insular and the physical and emotion-
al distance between all of us is growing. The
words themselves will increasingly become
a physical part of the art of self-expression,
affecting the way we say them, changing
our intonation at key moments. It's good to
see iQ breaking new ground by announcing
the advent of something fresh that can help
reinvigorate this endlessly inspiring art
form.

iQ’s poetry is suggesting how our rela-
tionship with the word is altering as the
pace with which we exchange written lan-
guage quickens. This leaves a huge void for
the spirit of the written word to start filling
in all our lives. As these poems show, there
are endless ways of meaningfully going
about this. There are no limits inside the
borderless realms of the imagination.

Let's face it. Words written on a page by
some bard, who's ultimately a perfect
stranger to the reader, are worthless if the
reader can't interact somehow with the
piece. It's time for poetry to wake up to the
new dawn of today's digitally interactive
world. Cool to see iQ blazing this trail. Not
as a cheap gimmick or a fad, but for real.

Liam Gallimore-Wells

Letters
From the Editors

Derrick
Price
Liam
Gallimore
-Wells
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“See with thine own eyes 
and not through the eyes 
of others; know of thine own
knowledge and not through
the knowledge of thy neighbour.”

The Hidden Words of Baha‘u’llah
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by David Hallett
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Visual Interpretation
by Richard Cains
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Sexist Ovulation
by Tania V. Schalkwyk
Visual Interpretation
by Mike Endacott
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PERHAPS it was the explicit portrayal of
gay sexual intercourse between thirty-some-
thing Stuart and fifteen-year-old Nathan
that prompted Becks Brewery to withdraw
its funding after the first episode of the
drama was aired. The controversial television
drama Queer as Folk, first shown on Channel 4,
sparked so much outrage that 20,000 com-
plaints were submitted to the broadcasting
association. It is an obvious example of con-
temporary British TV drama attempting to
push the boundaries set by discriminating
audiences.

Other series, such as The Cops and
Holding On, have been equally ground-
breaking, at least in terms of style and
form, if not of content. Tony Garnett
describes his series The Cops as a ‘Trojan
Horse’ drama, smuggling a political com-
mentary that describes a tough housing
estate in the north of England, into an
industry that, due to concerns about getting
and keeping an audience, would only
accept it as a ‘cop show’. Holding On is
kaleidoscopic and multi-narrative, with a
cluster of eight principal characters func-
tioning in relation to a central narrative
concerning the character of Shaun – an
obsessive tax collector with Inland
Revenue. 

Television drama, as a medium of popu-
lar mass communication, offers one of the

most effective means of engaging in pub-
licly mediated discourse. However, broad-
casters, increasingly feeling the pressure of
share-holders and therefore of the advertis-
ers’ need for brand identity, are making it
more and more difficult for writers and pro-
ducers to make full use of the medium in
this way.

Is asking for quality television drama
that reaches a popular audience asking for
trouble? Is asking for prime-time television
drama that doesn’t insult the audience’s
intelligence asking for trouble? Is harking
back to the supposed ‘Golden Age’ of
Sidney Newman-inspired quality drama in
the sixties and seventies just misguided
sentimentalism? 

On a March evening at the Arnolfini
Gallery in Bristol, Peter Billingham, author
of the book Sensing the City through
Television, along with his guests, Tony
Marchant (Holding On) Tony Garnett (The
Cops) and Russell T Davies (Queer as Folk),
debated these questions by exploring their
own personal and professional experiences.

Channel 4 series, Queer as Folk:

Queer as Folk of course, became a contro-
versial cause celebre when it was first
broadcast in Britain on Channel 4 in 1998.

Situated in Manchester’s gay village, cen-
tered around Canal Street, the opening
episode of the first series managed to out-
rage the reactionary tabloid press and even
serve to unsettle some liberal media com-
mentators, both gay and straight. The prin-
cipal reason for this outcry was the explic-
it portrayal of gay sexual intercourse
between Stuart, a man nearing thirty years
of age and who I call – with some  sense of
irony –  a post-romantic Byronic hero, and
Nathan, a fifteen-year-old boy he picks up
that evening. The outrage was such that
Beck’s Brewery, who sponsored the series,
withdrew their funding after the first
episode, clearly making a calculated value
judgment in more senses than one, about
the fashion credos of gay and lesbian sexu-
ality that has been banned. 

It’s a drama which I think seeks to blow
out of the water not only homophobics –
the right-wing viewing positions about gay
sexuality – but also left, liberal, gay and
straight viewing positions. I think there is a
marvellous kind of conflict within the
series, between what I would call queer
strategies and gay-assimilationist strate-
gies, which is portrayed most vividly
between Cameron, an Australian guy who
wants to offer Vince security and
monogamy, and Stuart Alan Jones, who
represents, as I said, this kind of bucca-
neering, post-romantic hero who is identi-
fied and whose self-value, it seems, is
expressed in terms of the pleasurable con-
sumption of sexual activity. As I was say-
ing to Russell before this evening, it raises
one or two questions, and perhaps a smile
as well, that self-appointed commentators
of the so-called  (if there is such a thing)
gay community, like Boy George writing
for the Daily Express, have been some of the
most outspoken critics of that series. 
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Debate
Peter Billingham, Russell T. Davies and Tony Garnett

Pushing the 
Boundaries of
Contemporary 
British TV Drama
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Russell T. Davies, writer of Queer as Folk:

The headline for tonight was “Pushing the
Boundaries of Television” – I thought, I
don’t know what that really means, because
I’m not a policy maker. I don’t know what
the boundaries really are, and so all I can
do is talk about the personal side, and that’s
not to mean gender issues. I’m going to talk
you through my history with television. I
don’t have pressures or recognition of
those boundaries because when I was
young (God bless my parents) they never
switched the television off – they were
slightly in awe of television. Sometimes
when I describe them it makes them sound
like fantastically liberal parents, but they
were actually a quite conservative,
Swansea couple, Tory voters. They saw tel-
evision in a way that I think some people
see the church or the monarchy – they saw
it as an establishment. I’d literally come
home at four o’clock, switch the television
on, and it would stay on till closedown
(that’s giving my age away) and they never
ever stopped me watching anything. 

One of my earliest memories I can
remember is of Saturday night – BBC1
would show Fu Man Chu, and Mark

Morgan would come running down the
road saying “Oh my god, my father’s just
turned off Fu Man Chu”. That was the first
time I realized that parents could turn the
television off to stop their children from
watching it. I was sitting there thinking, his
father turned the television off...he wouldn’t
let him watch it – that was amazing to me.
There were two boys at college whose par-
ents wouldn’t let them watch TV, and I
used to imagine these people lived in hous-
es with crucifixes on the wall and went to
bed in the cellar, but they were actually
quite normal houses! 

On Monday, I was interviewed for a
Channel 4 documentary, and the bloke said
to me, “I want to talk about Bouquet of
Barbed Wire” and I thought, “Oh brilliant,
I love that show”, and he said, “Oh good,
because we can’t get enough people to talk
about it” and I said, “Oh, it’s the most fan-
tastic show”, blah blah, because I remem-
ber it vividly. I said, “What year was that?”,
and he said, “1974”. I thought, I was
eleven. I remember watching it with my
mum and dad, watching Frank Finlay argu-
ing with his wife and daughter, and my par-
ents were saying, “What’s going on here,
why are they arguing?”, and at eleven years
old I turned to them and said, “Well actual-
ly, it’s about incest.” They were completely
shocked that I knew what incest was, and
shocked that we were talking about it, but it
never occurred to them that they could
actually stop it by turning the television off. 

My head is full of all sorts of images
from plays of the Sixties and Seventies, of
wickedness and sex and violence that I just
thought were brilliant. At ages thirteen,
fourteen, fifteen, I was watching things like
I Claudius, but also the less celebrated stuff
– I think I was fourteen when Rock Follies
came out, which was a fantastic series. The
first time I ever saw a male stripper on TV
is burned into my brain as literally the most
exciting thing I’ve ever seen in my life! 

Anyway, that was my sort of life story
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“My reason 
for doing it was
remembering what
it’s like being
eleven years old
and watching 
something that
absolutely burns
itself into your
brain, and that 
you never forget 
for the rest of 
your life.”
Russell T. Davies
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“We wanted to do a 
‘cop show’ where the
characters are not playing
their uniforms – where
we’re dealing with human
beings that are more than
the uniform. Now of
course, putting that 
uniform on effects who
you are when you have
the uniform on, and it
even effects you after a
while when you’ve taken
it off. It also effects the
way in which the world
perceives you and then
reflects back to you,
because how we perceive
others is partly made up
of how we perceive the
world perceiving us.”
Tony Garnett

about watching TV – I was just allowed to
watch anything. So when you work in
‘tele’, when it comes to boundaries and
such, I literally don’t sit there and think, I’ll
push a boundary back here. You just want a
good story, and to tell it well. An obvious
example of this is Queer as Folk, but I
swear to you, with Queer as Folk, we knew
it would be late at night, we knew it would
be Channel 4, so to me, that is no bound-
aries, that is what late night Channel 4 was
about. 

Before that I used to work in children’s
television – I love children’s television. We
used to have departmental meetings in
London where they’d point fingers at me,
saying, “That was too scary” – but to me
that’s what it’s about, that’s a brilliant thing
to watch when you’re a kid! I was produc-
ing stuff then, but then I went on to write,
which is what I really wanted to do. I was
working on a children’s show called
Children’s Ward – like Casualty for kids. It
was the hundredth episode of the show – an
absolute privilege to work on it – great pro-
ducers, everything. I was dying to write a
story about a paedophile operating via the
internet (it was about 1996) – a child killer
that was pretending he was six years old,
meeting them, murdering them – a good
powerful story. 

In the end I sat there in the meeting with
them saying, you’ve got two possible end-
ings to the story, the obvious being they
end up back in the children’s ward, realize
he’s a dreadful man and catch him and oh,
isn’t it marvelous. Or you could be more
like the real world in which villains are not
caught. I was telling them from a sort of
educational point of view, if you want to
warn kids about meeting people via the
internet, you don’t want to show a drama in
which they’re caught, because that’s not
what happens. We could have an ending
where he gets away with it. The actual end-
ing was that he’s almost caught, but
escapes, and then the very last scene is six

months or a year later and you see this man
in a park talking to a six-year-old boy. At
the end of the episode he’s leading away
this little boy to be murdered, and you
never hear the end of that story. They made
it with a very good producer, and then of
course suddenly some editor’s department
sees it somewhere and everyone’s saying,
“We can’t show this, this is too scary, too
strong, too bleak, doesn’t encourage you to
watch next week”, blah, blah. It was scary,
but “scary’s bad” – scary’s brilliant! The
end of the story is that Granada had called
me in for a chat and wanted to put police
sirens over it so that you’d know he’d be
caught. I was just the writer, but said, “No
you can’t do that, for all the reasons I’ve
just described here”. 

To get back to the point of pushing back
boundaries, I was not sitting there thinking,
we’ve got a boundary to push back. I did
use that educational angle. My reason for
doing it was remembering what it’s like
being eleven years old and watching some-
thing that absolutely burns itself into your
brain that you never forget for the rest of
your life, that thrills you, that excites you,
that makes you think – that’s what I was
pushing for. As it happens I did sort of push
a boundary (and won a BAFTA, which was
marvelous), but there was no politics in that
meeting, it was just story, story, story and
character, character, character.

The BBC series, The Cops:

The first two series of The Cops were pro-
duced against a social and political back-
drop of transition from eighteen years of
far right, Thatcherite economic and social
policies in Britain, to the supposed new
dawn of Tony Blair’s New Labour. The
emphasis upon ‘New’, redolent  from the
sound-bites of the term’s inception, has
conveyed the worrying but wholly accurate
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sense of political debate as product signing.
As Tony Marchant observed in an interview
with me over three years ago, “Everyone is
marketing their fine feelings”.

In terms of the modernizing and neutral-
izing influence on the British police force,
the last decade of the twentieth century wit-
nessed the serial revelations of corrupt
police practices in, for example, the case of
the Birmingham Six, or the Guildford Four.
Furthermore, through the courage and
tenacity of the parents, family and friends
of Stephen Lawrence and Michael Menson,
we have witnessed a growing revelation of
the institutionalized racism inherent in the
metropolitan police force which, like
Pandora’s box, once opened has defied clo-
sure. 

Significantly, having occupied and sub-
sequently colonized the center-right of
Thatcherite middle England in order to
secure their electoral victory, New
Labour’s Home Secretary, Jack Straw, has
thought to prioritize law and order issues.
In doing so, he is thought to occupy territory
that observers such as myself have imag-
ined with a natural domain of extreme
right-wing conservatives such as Michael
Howard and Anne Widdecombe. Perhaps it
is then not surprising that the uncondition-
al support which Tony Garnett and the pro-
duction team received in terms of the
shooting and researching of the first series
of The Cops – after that first series has been
broadcast and provoked a great deal of con-
troversy – was withdrawn. 

Tony Garnett’s reputation as a producer
of groundbreaking television drama is
well-known and documented. We see in
The Cops a challenging but far from sim-
plistic and actually far from judgmental
endeavour to question and to reveal the
nature of speaking to police, not only in the
cities but, in terms of The Cops, outside of
the inner city (it’s set in this fictional town
called Stanton and filmed in Bolton, north-
west of Manchester). The drama seeks to

ask important and challenging questions
about the problematic issues of policing
those areas at the end of the twentieth cen-
tury and the beginning of the twenty-first
century. I think one of its serious qualities
(it has many) is that it doesn’t engage in
simple binary simplistic left-of-centre or
liberal-left judgments about the issues aris-
ing from the policing of those areas. It very
much shows the concept of the person
within the uniform, and how the uniform
dictates and carries it’s own agenda and its
own associated values and constructs,
which the person in the uniform tries to
implement. Inevitably, due to the complex-
ity of ourselves as human beings, there is a
tension, and we see really quite shocking
and blatantly transparent misuses of power
within the police force. 

We see the character of PC Roy
Brammell played by John Henshaw, fitting
up a young Asian youth who has dared to
challenge Henshaw’s status and role as a
long-serving police constable. He frames
him as an alleged sexual offender, and
when the Asian community then seeks
revenge, knowing that there’s no recourse
to justice in terms of the established proce-
dures, there’s this wonderful potent scene
where Henshaw (or rather Brammell) has
arrived back at home. It’s late at night, and

his wife, we’ve discovered, is suffering
from cancer. This hard, uncompromising,
white working-class policeman who
believes, in a sense, that any ends are justi-
fiable if they result in a successful (as he
would call it) conviction, is surrounded by
men from the Asian community. 

The character of Roy Bramell says, “See
this badge, it’s a crown – not a fucking cha-
pati”. Even to the end, it would seem, he
retains this confrontational, very aggres-
sive and assertive sense of authority. He
absolutely does try to inhabit that uniform
as an emblem of authority. The men ques-
tion him, and we’re waiting and waiting,
under the arc of the streetlights (a wonder-
ful dramatic moment) for those men to
move in and inflict what might in one
respect be a justifiable punishment, and yet
they walk away. The series is hard-hitting,
and offers a viewpoint which is of the
police, in the sense that we can’t really be
in any of the incidents or relationships that
we see in the series unless we can suspend
our disbelief and accept that we are there
with them, with their covert assistance.
And yet the editorial deconstruction of that
viewing position challenges and subverts
not only centre-right but also liberal and
left assumptions about the nature of police
and of law and order at this time. 
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“The golden 
age never 
existed because 
there are a lot 
of veteran BBC
drama producers
who tell me that
BBC drama has
always been in 
crisis.”
Tony Marchant 
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“While there is 
certainly an appetite
within the industry for
good, challenging work,
the means to achieve
that are dwindling.”
Tony Marchant 

Tony Garnett, Producer of The Cops:

It is, looking back on my working life, an
extraordinary event something like this.
When I started out in this business in the
fifties, acting in stuff on the BBC, there
was none of this stuff at universities at all:
now it’s a huge academic industry. I think
the practitioners in the business have been
on a journey themselves in their attitude
towards it, and there has been a lot of hos-
tility between the two camps, as it were. A
few years ago, I decided – myself at least –
that this was unproductive. There were a lot
of academics moving into this new set of
disciplines, and one realizes that a hundred
years ago, Eng. Lit as we know it, was a
new and deeply suspicious discipline at
university. It is, in its most general sense,
so popular with students, and they’re not
stupid. In addition, so many good and inter-
esting academics were moving into it, it
seemed to me to be very unhelpful to have
this stand off where we speak different lan-
guages. So it is for me, coming towards the
end of my working life, important that we
try to communicate with each other. 

When we first started to work (I remem-
ber us doing stuff on The Wednesday Play),
most of them weren’t even recorded. The
minute we shot them on film we didn’t
care, we were making them for the day. For
us, they were political documents for the
moment. We weren’t thinking about the
future, or whether any of these things
would last. The idea that people now study
these things, well, sometimes I think I
should just die and be respected! I still find
it a bit embarrassing. I remember what
Harold Laskey once said, “What’s posteri-
ty ever done for me?” 

The climate for making things is so dif-
ferent now and so much more difficult.
There wasn’t any such thing as a golden

age (Sydney Newman, etc.). However, the
television institutions believed in some-
thing called producer power, and for many
years I would be able to sign a contract
with the BBC, say a contract to produce
eight films over two years, and there was a
total amount of money to be spent over the
two years. I’m talking twenty, thirty indi-
vidual productions, I was never once asked
by any member of the management – not
even the head of plays at that time – who
was going to write any of them, who was
going to be in any of them, or what indeed
they were about. Occasionally in the bar in
the BBC club, it would come up as part of
the conversation. 

I can remember the head of plays saying
to me “Well, what do you want to do?”, and
I said , “Well, there’s a couple of films, two
we’re going to start soon”. He said, “Who’s
written them?” and I said, “Well, there isn’t
a writer” and he said, “Oh, well who’s in
it?” I said, “Well, there’s two lads, one’s
called Les Blair and the other’s called Mike
Leigh” and he said, “Oh, I haven’t heard of
them”. I said, “Well no, because they’ve
not done anything – they did a play above
a pub somewhere” and he said, “Well, what
are they about?” I said, “I’ve no idea, we’re
going to go off for six or eight weeks and
sort of make it up with the actors”. “Oh” he
said, “Well, good luck!” You know, they’ve
done well since, those lads! 

Most of my life I’ve believed in, and I
still do believe in, writers – but not in a
romantic sense – because I think that what
we do is unlike writing a novel or painting
a painting. Making films or narrative fic-
tion for the screen is a social activity, a col-
laborative act. Regarding  the auteur theory
applied to directors, I think that the French
have a lot to answer for.  I don’t apply this
to writers either. I believe in writers, but I
don’t like them, necessarily. I like some of
them, but it’s irrelevant whether I like them
or not. What I love is their talent and I work

them to death because I think writers ought
to respect their own talent. But it’s the
writer that matters. If I’ve got a good piece
of material, I can attract anybody, because
all the good directors, actors and DP’s want
to work on good stuff, and by good stuff I
mean honest stuff. 

What writers do, it seems to me, and
therefore what we’d all do given the
chance, is to make some provisional sense
of the world. We take a bit of experience,
which is some amalgamation of our obser-
vation and our own inner feelings, and we
mould it into a story. We dramatize it and
say to people, “This is the sense we’ve
made at this moment in our lives of this –
what do you think?” It’s that voice – and
it’s more complicated than saying that it’s
the writer’s voice or even the director’s
voice, because when it really works it’s an
amalgamation of voices led by the writer.
We mustn’t loose this in television. As tel-
evision becomes more and more dominated
by people who want and need to create
brands, and as the people who sell advertis-
ing time dominate the decision about what
actually happens on television, it becomes
more difficult. 

Most television drama now, let’s not
mince words about it, is dead on arrival. It
could be foam. Some of it is pretty expert,
but most of it, you don’t feel that some-
body’s guts are on the screen – that’s the
danger. It ain’t gonna get any better. It’s
going to get more difficult. On this little
show Peter wrote about (The Cops), there
were a team of writers who worked so gen-
erously with each other, because it’s a very
lonely business. It’s the reason I don’t write
screenplays on my own anymore, because
getting up everyday facing a blank sheet or
screen is pretty lonely. It’s easy to make
other people do it. We put a team of writers
together who wrote their own films, but
worked together in researching the world
and in helping to create the characters. 
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Writers have a reputation of being very
individualistic and selfish, very isolated,
and so on. These writers were so creatively
generous to each other. No one was
allowed to write it unless they’d gone out
and spent at least a couple of weeks in the
cars with the cops. With that kind of drama,
if you don’t research it, if you think you
can sit at home and do it, well, your imagi-
nation has to draw on something. It will
draw upon the three-hundred other cop
shows that you’ve seen and all your preju-
dices about the police, and all the things
you’ve read in the newspaper, because your
imagination has to work on something.
What we do on a show like that is we
research, research, research. Then we come
back and make it up, because we’re creat-
ing fiction. It’s going to become much
more difficult to do these kinds of shows
and more and more, all of us are going to
have to do Trojan horse drama – tell the
institutions we’re doing one thing, and
smuggle something else in. 

The BBC series, Holding On:

Tony Marchant’s Holding On, is a very
evocative, powerfully written drama about
the challenges of surviving within contem-
porary London. It deals with some of those
motifs from our own experience of living
within Britain and London at the end of the
twentieth century, which have come to
characterize that city.

The brutal murder of a young Afro-
Caribbean man and the institutional racist
implications in terms of the legal system
which then seeks to punish the perpetrator of
that murder, issues about what it means to be
a young woman and to exist and survive
within contemporary London – all are
explained within it. 

Holding On offers the kind of contempo-
rary Dickensian commentary on and analysis

of issues of identity, of ethnicity, and of moral
responsibility within the contemporary city.

Peter Billingham concludes:

And so we have three dramas which in
their different ways, their different stylistic
and aesthetic vocabularies, reflect impor-
tant aspects of city and urban life through
contemporary drama, but in reflecting them
ask important questions about what it’s like
to try and live, and to be human within
those city and urban locations.

Harking back to the supposed ‘Golden
Age’ of the ’60s and ’70s then, may indeed be
misguided sentimentalism since, according to
the speakers of the evening, there in fact was
no ‘Golden Age’. The challenge to produce
quality programming has always existed, but it
seems that there are new obstacles that today
make the challenge even greater. In order to
produce “a good story”, to push the bound-
aries of British television drama, writers and
producers now have the added challenge of
working within, as Tony Marchant referred
to it, the “structural institutional barriers” that
exist within the industry. 

For an audio recording
of this debate go to: 
www.iqmagazine.co.uk

An investigation of the fictional
representations of the city in contemporary
British and American television drama,
assessing their political, sociological and
cultural implications. The book draws on the
following five key case studies for specific
and detailed analysis:
Queer as Folk • Armistead Maupin's Tales of
the City • The Cops • Homicide - Life on the
Street • Holding On

Order from: www.intellectbooks.com

Sensing the City through Television
Peter Billingham

Paper,  187pp
1-84150-842-X
£14.95
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Advertising & Identity 
in Europe £9.95
Edited by Jackie Cannon, Robin
Warner and Patricia Odber de Baubeta
As European business ties develop, how
are they reflected in the way companies
promote themselves? And as our sense
of group identity is broken down by global
communications technologies, how do
adverts continue to target mass
audiences? 

Design through Digital
Interaction £14.95
Chengzhi Peng
The times when architects and other
designers embarked on the solitary
process of developing a design are long
gone. Their work has been radically
affected by new advances in information
technology, which now allow individuals
from very different disciplines to work
collaboratively.

Communication Skills £14.95
Richard Ellis
Targeted at career professionals, this
guide to improved communication skills
is specifically designed to improve the
ambitious individual's prospects in
his/her chosen profession. Tackling a
broad range of different communication
skills in careful detail, the book contains
valuable recommendations for anyone
who has to be highly competent in pre-
senting or publishing their ideas.

The Danish Directors £14.95
Mette Hjort and Ib Bondebjerg
In response to the resurgence of Danish
film, this book presents a collection of in-
depth interviews with 19 of Denmark's
finest film-makers.
An outstanding, thorough, and carefully
researched book that ought to fuel dis-
cussions in and about the Danish film
milieu. 
(Palle Schantz Lauridsen, Kristeligt Dagblad)

Popular Theatre in Political
Culture £14.95
Edited by Tim Prentki and Jan Selman
The first comparative study on the history
and practice of popular theatre in Britain,
Canada and overseas, incorporating the
individual contributions of current, active
dramatists into the broader investigation.
Integrating a comparative history of
popular theatre with the contributions of
current, active popular theatre-makers,
this book will appeal both to the theatri-
cal practitioner and to the academic.

Being Human: 
The Search for Order £14.95
Seán Ó Nualláin
This feels like a time of environmental
and moral crisis without parallel…. Not
only do human beings seem not believe
in anything but, despite exponential
advances in information production, we
do not appear to know much either. This
book is a guide for everyone who feels
understandably perplexed.

The Postdigital Membrane £14.95
Robert Pepperell and Michael Punt
To what extent is our time characterised
by the 'digital'? Does it announce a bright
new age of technological progress, or is it
not much more than a marketing tag for
manufacturers? What is clear is that
much of the cultural theory we have so
far accumulated is showing signs of
strain as it struggles to cope with the
rapid global dynamics of the 'wired
world'. 

Sensing the City through
Television £14.95
Peter Billingham
An investigation of the fictional represen-
tations of the city in contemporary British
and American television drama,
assessing their political, sociological and
cultural implications. 
It's one of the best 'television studies'
books of recent years. 
(www.theory.org.uk)

Computers & Typography 2 £14.95
Compiled by Rosemary Sassoon
Rosemary Sassoon alerts those involved
in computer interface design that the
skills of layout, spacing and typeface are
equally vital in the construction of
onscreen layouts as they are on the
printed page. This second volume of
Computers and Typography reflects the
new developments in this rapidly-
changing field. It complements, without
in any way supplanting, Volume 1. 
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Locality, Regeneration &
Divers[c]ities £14.95
Edited by Sarah Bennett and John Butler 
As British cities lose the cultural connec-
tions with their industrial past, many
seek to build new post-industrial futures
through urban regeneration. Art projects
play a key role in policymaking that aims
to regenerate neglected neighbour-
hoods.This study focuses particularly on
the ways in which newly-developed
cultural institutions tend to be flagships
for regeneration - the Tate Modern in
Southwark is one such example. 

Recoveries & Reclamations £14.95
Edited by Judith Rugg & Daniel Hinchcliffe
This second volume of the series
'Advances in Art & Urban Futures' brings
together contributions from artists, sociol-
ogists, architects and cultural theorists in
addressing the recoveries and reclama-
tions being made within urban and rural
landscapes as a result of the fallout of
redevelopment in the twenty-first century.

Development through
Technology Transfer £14.95
Mohammed Saad
Technology transfer is shown here to be
much more complicated than the mere
hand-over of new technology hardware to
developing countries. It is about innova-
tion and learning, and its effective man-
agement depends on generating new
knowledge and being able to react
quickly and effectively to change.

The Net Effect £14.95
Beth Porter
Beth Porter presents The Net Effect -
exploring not just how it evolved and what
it does, but how it relates to the way we
live. This book aims at a broad target. It
does contain  useful information about
the ‘How’ of the Internet, but it is more
concerned with the ‘Why’.

Women in Cont. Culture £14.95
Edited by Lesley Twomey
This is the only comparative study of its
kind, investigating how women construct
their roles within the public sphere and
highlighting the ways in which traditional
versus modern values impact on female
identity in France and Spain.

Understanding Virtual
Universities £9.95
Roy Rada
All those involved in Higher Education are
under pressure to familiarise themselves
with the newest developments in
Information Technology, and to under-
stand the ways in which they can make
use of these resources.
This book will help academics from all
disciplines take full advantage of IT.
Anticipating a future in which distance
learning and virtual reality tutoring
systems play a central role in university
teaching, Roy Rada provides guidelines 
for making best use of the technological
opportunities.
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Daniel, 21 
from Stoke Bishop 
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Mary and Kitty, both 19
from Clifton 

‘FUSE’ is a photographic project exploring the diverse cultural 
and ethnic influences on fashion in Bristol. It is a celebration of
cultural differences and how people use and blend their inherent
dress-sense with modern and borrowed styles and ideas. 
The project consists of around 30 colour images featuring the 
people of Bristol shot on location around the city. Each image
focuses on one person or group of people and seeks to reveal the
subject’s own style. The main focus of the project is to reflect
Bristol's own unique cultural make-up whilst exploring themes
such as club culture, music, religion and ethnicity.
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James, 21 
and Claire, 21
from Knowle and
Longashton
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Laura, 19 
and Steve, 22 
from Yate 

iq (mini-size).Qrk  21/1/03  12:23 pm  Page 22



23

INTELLECT QUARTERLY > WINTER 2003

Sam, 18
Casper, 16
Alice, 17
Hannah, 17 
From Street
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Kirsty Mackay studied photography in Glasgow before working 
as a photographic assistant in New York and then London. She has
assisted some of the top fashion and advertising photographers in
the UK and abroad including Herb Ritts, Albert Watson, Nick
Knight and Anton Corbijn.
She is now a photographer in her own right and has undertaken
commissions for the Independent On Sunday, The Sunday Express,
M magazine (The Mirror), Tank and Decode. She received the
Hunters Armley photographic prize in 1989 and The Association
of Photographer’s Best Still Life Portfolio in 1998. Kirsty was also
a finalist in the Fujifilm Velvia Bursary prize in 1999. ‘FUSE’ is
Kirsty’s second solo exhibition. 

i Q S C E N E

Fuse
Exhibition.
Mar.1-13th
Centrespace
Gallery,
Bristol BS1

Jamie, 17 
and Lee, 15 
from Knowle
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Fiction
Liam
Gallimore-
Wells
Writing
This Short
Story Is
Probably
The Last
Thing I
Should Be
Doing,

...but this pen’s ink
flow has started 
communicating 
telepathically with
my imagination, so I
find myself writing a
short story.

In my mind’s eye 
I’ve just pictured the
nib of this pen as a
smooth-talking 
bachelor and the
wanderings of my
imagination as a
beautiful girl with
long wavy hair.

Already I feel good
about writing a short
story because this
ink is flowing
smoothly and I detect
a unique rapport is
being built between
these words and the
endless possibilities
unfolding in my
head.

The ink flow is 
taking hold now and
the smooth-talking
bachelor is glancing
across at the wavy-
haired girl inside the
silent black-and-white
world of my thoughts.

Their eyes met.

That very special
moment flashed by so
quickly inside of my
head that I’m unable
to describe the way it
looked in any detail
in this short story,
except to point out
that I imagined it as
a kind of abstract
firework display for
their eyes only.

Each word I write
sets off an invisible
chemical reaction
between this pen’s
ink and the turbo-
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27charged movement 
of my mind, urging
the smooth-talking 
bachelor to move
closer to the 
wavy-haired girl.

An unmistakeable 
air of drama is
emerging as this 
ink keeps flowing, 
drawing the 
wavy-haired girl 
closer to the smooth-
talking bachelor
inside of my head.
The girl’s dress is
flowing perfectly as
she moves towards
him like an 
enchanted ballerina
gliding effortlessly
through my brain.

It would be a shame
to end this short
story now because in
truth it is only just
beginning.

Ending it might 
disrupt the accord
now established
between this pen’s
ink flow and the
wanderings of my
mind.

Ending it might
cause other problems
that would be 
difficult to solve
right now, because
the smooth-talking
bachelor is standing
centre stage in the
theatre of my 
imagination and the
wavy-haired girl is
looking straight at
him with her arms
half-outstretched.

So I’ll keep writing 
in the interest of
good ink flow and
the limitless realms
of the imagination,
even though I find

myself almost 
completely at their
mercy as I finish.
Only then, without
warning, the smooth-
talking bachelor has
leaned forward to
kiss the beautiful
wavy-haired girl on
the lips, causing a
rainbow-coloured
fluid to disperse very
slowly across the
silent black-and-white
world of my thoughts.

Then they kissed, 
but the ink in this
pen started to dry
up, so I can’t describe
what is happening.
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Paul
Cunliffe
Closing
Stages

The smell of her perfume. It rushes up the nostrils,
stings the eyes and settles somewhere at the back of
the throat. This sour smell tastes of cheerless

Christmas mornings. And funerals. As soon as I am out of her
sight I move to unlatch and open the window to bring in
some fresh air, but it is painted shut. A moment of indecision
holds me before I give the window a shove and the hard webs
of paint give way with a loud crack. 

Even in the church that lavender stink was invading my sens-
es. I caught a huge lungful as she moved closer to clasp my
hand and I imagined that poisonous smell rising up to tickle
the noses of the saints at the very heights of the church dome.
I wondered if she was committing some sort of sin, wearing
so much perfume in a church. I hoped so. At least now I can
open the window, breathe deeply of the fresh air and clear my
head. 

The room is nearly empty, aside from faint squares of grey on
the floral carpet, lining the room’s perimeter at easy intervals.
The shadows cast for decades by recently removed furniture,
have turned to dust. There are indents where the feet of dress-
ing-table legs stood, white patches on the walls where pic-
tures hung, and there is a shelf, to the left of where the bed
was, that holds only fingerprints. Beneath my feet, a square
of carpet that has been covered by a rug for the last decade
declares its new nakedness to the world and speaks of the
floors original, tasteless vibrancy.   

Part of me has decided that I should get a damp cloth and
wipe down the shelves and the skirting board and that I
should hoover the floor and erase those dusty squares. After
all, it is my reason for being in this room, but there is a fur-
ther place inside me engaged in quiet and confused protest at
the absurdity of such a suggestion. These indentations are
meaningful; these faint ash-grey squares say something about
someone. It may be nothing more than the fact that a life was
lived, and that this place was a space for that living. Is that
enough? Might that be enough to let them stay? 

Well, it is enough for me. The hoovering will wait. I shouldn’t
be asked to do such things anyway; firstly because I am
grieving, and secondly because downstairs there are a group
of relatives of mine, that I hardly know, asking where I am. 

I can hear almost everything from my mum’s room. I can

hear Elaine downstairs laughing with my relatives, pouring
drinks and inflicting her polite humour and bad perfume on
them. She’s good with people. Someone, maybe one of my
uncles or cousins, is asking where I am. 

“He’s upstairs,” she half whispers, “in his mother’s room.”
There’s a noise of sympathy from the uncle or cousin – a low,
manufactured noise. “I think he wanted a bit of time on his
own.”    

“Mother’s room.” I speak the words out loud.

When did it stop being Mum and Dads room? Even I’ve been
using those words, Elaine’s words. She would never say
‘mum’, even when she was a teenager it was always ‘moth-
er’ or, if speaking directly to the lady in question, the termi-
nally annoying, ‘mummy’. When do we choose the labels?
Perhaps they are inherited. 

“Daniel?” Elaine shouts from the foot of the stairs, “Come on
down, your uncle Frank’s asking after you.” Uncle Frank,
who had for some reason worn a bright blue blazer to the
funeral, is one of my least favourite relatives. 

“Daniel?” There’s a pause and the sound of her starting up
the stairs. “Dan...?” 

“Yes. I’ll be down in a minute.” I shout, hoping she’ll turn
back but the footfalls continue. I open the window a little fur-
ther. 

“Hon, you okay?”

She opens the door and stands leaning against the frame.
Elaine is a petite woman who always dresses smartly so that
today, in a dark jacket and skirt that could be black but is actu-
ally a dark blue, she looks no different than any other day.
Smart, serious, stern and business-like. I remember when her
face used to be rounder and happier, before an obsession with
dieting and exercise hardened her features as well as her stom-
ach, buttocks and personality.

“I’m fine, fine. Just wanted a bit of time on my own.” I say,
because I know she will accept this without comment and she
will at least be happy to have guessed right. 

“Thought so.” She glances down at the path of dust that sep-
arates us and makes as if to walk over to me, then changes
her mind. “There’s people asking for you down there. I know
it’s hard but you really should make the effort.” 

I am struck by her sensitivity, that she has thought not to dis-
turb those grey squares. I am moved beyond measure and as I
start to tell her that I’ll join them shortly, my voice disappears.

“Come here.” I manage, opening my arms to her. She looks
down to the carpet again and then back to me with a worried
look on her face that starts me crying. 

“S’okay.” I tell her, and she comes to me and wraps her arms
around me. She plants a kiss, the lightest of touches, on the
end of my nose and lets me rest my head on her shoulder
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whilst she strokes my hair gently - and her
perfume doesn’t smell so bad after all. 

“It’ll be okay,” She whispers in my ear,
“everything’s going to be fine.” Jesus, I feel
guilty. She kisses me again and leans back
from me. She smiles, and I cannot help but
smile back. 

“Right,” she begins softly, “you go and wash
your face, get cleaned up and come down
and make small talk with all those people
you don’t like. Later on, we can get rid of
them all and you can have all the time on
your own that you need. Okay?” 

She wipes my eyes and brushes at my suit
jacket and I am filled with affection and
warmth for her. 

“Okay.” I nod. She’s right of course, I can’t
hide up here all day. “I think I’m still a little
...y’know.” 

“Your still in shock, honey. It takes a long
time to come to terms with something like
this. Just be brave, and you’ll be fine.” 

Am I still in shock? I don’t feel in shock, but
then people don’t, do they? Especially at a
time like this. Elaine kisses me again, and
heads for the door. 

“Besides, with you looking so good in your
suit, I was hoping to get a bit of time alone
with you.” 

She turns and smiles mischievously before
trotting down the stairs to join the mumbling
crowd below. I try to remember when I last
saw her smile like that, and for a moment my
head is filled with pleasant memories. This
is a bad habit of mine; I am drawn with ease
into a moment of forgetting, which at least
for Elaine is better than forgiving. If I forget,
there will be no need to forgive. 

We see the last of the guests out after all of
the wine has been drunk and there is nothing
left to ease the passage of conversation.
Elaine and I stand at the door and say our
‘thankyous’, and I make promises to keep in
touch with relatives that I have no intention
of keeping. 

Alone on the doorstep, Elaine wraps her
arms around me again. 

“There you go. That wasn’t so bad now, was
it?” 

“I suppose not”, I lie. Could it have been

worse? Could I have felt any more false and
guilty? Guilty about my unpleasant thoughts
about Elaine, about letting all these strange
people into my mother’s house and letting
them eat food off her plates and drink from
her glasses? About Uncle Frank being loud
and rude and not even bothering to dress
smartly? 

“I told you,” We close the door and move to
the parlour, the only part of the house left
untouched by the visitors. “no one knows
how to feel at these things.” 

She’s being affectionate again, leading me
by hand to the sofa, sitting me down and
then putting her arm around me as she low-
ers herself onto my lap. We stay like that for
a moment, quietly, and I am near that stage
of forgetting again when I see Elaine wipe at
the dust on her shoes before kicking them
off. 

She sighs, “Your mother’s room needs a
good cleaning before we go.”  

Laying side-by-side in bed, we have an
unspoken connection. In this moment, when
we are supposed to be in that most singular
and secret world of sleep, we are closer than
ever. If there is a time for forgetting, it is
now. 

It is a lover’s game, to fake sleep.  

To discuss it would be to disrupt it and
would of course see its end. It is certainly too
fragile to dissect; it would most likely fade
between our fingertips before we had done
any more than touch it, or if we did careful-
ly pull it apart, it would never fit together
again. 

Elaine is an expert player, and I her eager
partner. Her lips may break into a smile if
she isn’t careful, so she faces away from me.
Her eyelids may flutter open if she does not
resist, but they must not be closed too tight-
ly for the muscles will tense and the illusion
will be lost. Her breathing must be unembar-
rassed, occasionally loud and unashamedly
snotty and her body must be as heavy as
sleep itself. 

“Are you awake?” I whisper. She must
answer ‘no’ without saying a word.  

Tonight, she says ‘yes’, and quickly turns
her body to face mine. “What’s the matter?” 

“Nothing”, I answer. “Nothing at all.” 
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‘I remember 
when her face used
to be rounder and
happier, before an

obsession with 
dieting and exercise

hardened her 
features’

‘Elaine is an expert
player and I her

eager partner. Her
lips may break into
a smile if she isn’t

careful, so she faces
away from me’
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Art, Design &
Communication
in Higher
Education

intellect journals

The journal which aims to inform, 
stimulate and promote the development
of research with a learning and teaching
focus for art, design and communication
within higher education. It includes 
contributions from a wide and diverse
community of researchers. The aim is 
to provide a forum for debate arising
from findings as well as theory and 
methodologies. A range of research
approaches and methods is 
encouraged.

The journal aims to encourage 
high-quality reflection on issues of 
concern to those who teach in the 
visual art field and to establish a 
distinctive voice for visual art practice
in relation to current debates about the
future function of further and higher
education, both in the UK and overseas.
The journal in addition to 'fine art'
deals with  'contextual art practice',
'public art', 'critical art practice',
'design arts' and debates concerning
the whole field of visual arts.

Journal of
Visual Art
Practice

education & technology art & design  
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The journal builds a profile of 
established and innovative practical
approaches in media teaching and
research. It provides an inter-disciplinary
forum where practice in one field 
stimulates thinking in another. 
It encourages analysis of practical work
on the shifting boundaries between
existing and emerging media forms 
(film, television, multimedia, the web).
It deals with the range of disciplines
committed to the achievement of 
academic and professional excellence
through means centred on practical
work.

The journal presents the cutting edge 
of ideas, projects and practices arising
from the confluence of art, science, 
technology and consciousness research.
The journal documents accounts of 
transdisciplinary research, collaboration
and innovation in the design, theory and
production of new systems and 
structures for life in the 21st century,
Artificial life, the promise of 
nanotechnology, the ecology of mixed
reality environments and the reach of
telematic media are all issues central to
the focus of the journal.

Journal of
Media Practice

Technoetic Arts:
A Journal of
Speculative
Research

For a free sample copy of our journals contact:
Intellect, PO Box 862, Bristol BS99 1DE, UK
Fax: 0117 958 9911
Email: orders@intellectbooks.com
www.intellectbooks.com
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